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Pozsony zenei élete az 1770-es években

és a Batthyany-zenekar

A torok héditds utan az ideiglenes fGvarossa lett Pozsony jelentésége soha nem latott mértékben
megndvekedett: a magyarorszagi helytartd, az orszaggydlés és szamos hivatal székhelyeként a
politikai élet kozpontjdva valt. Az Esztergombdl Nagyszombatba athelyezett primasi udvar is
gyakran idGzott itt, tobb szerzetesrend rendhdzat tartott fenn, a fénemesi csalddok el@szeretettel
épitettek palotdkat a varosban. A tarsadalmi reprezentacidhoz kapcsolddo zenélési alkalmak szdma
megsokszorozédott: Pozsony a terezianus korszak végén (az 1770-80-as években) élte elsS zenei
waranykorat”. E fénykor els§ évtizedének kulcsfigurajat, Anton Zimmermannt j6l mdikodS zenei
intézmények vették koriil, melyek a szinvonalas egyiittesekkel, jelentGs miivészegyéniségekkel
valé inspirdl6 egyiittmikodést is lehetdvé tették szamara.

A zenei élet hagyomanyos mecéndsait a gazdag miilttal rendelkez6 templomok és kolostorok
jelentették. Kiemelkedett koziililk a varosi plébania, a Szent Marton-dém, a koronazasi iinnepségek
szinhelye. Itt a zene nemcsak e rendkiviili eseményeknek, hanem a rendszeres évi linnepeknek (pl.
a Szt. Rozdlia, Szt. Imre és Szt. Katalin tiszteletére rendezett kormeneteknek, vagy a kiilonosen
fényesen megiilt Szent Cecilia-napnak), és a mindennapi istentiszteleteknek is természetes tarto-
z€ka volt. A zenét a vdros altal fenntartott zenekar szolgaltatta (egy 1768-as adat szerint hat
vocalistat €s hat toronyzenészt fizettek ). A vezet§ zenészek, az orgonistak €s regens chorik koziil
ebbdl az idGbdl Johann Andreas Schantroch (1710-1780), Sebastian Ruppert (*1738), ill. Jakob
Lichtenegger (1763-1792 kozott a templom zenésze) és Jakob Kunert (1748-1833) nevét ismerjiik
—tobben koziiliik zeneszerzSként is mikodtek.2

A fennmaradt kottadllomany tandsdga szerint szamottev$ zenei hagyomdnyra tekinthetett
vissza a maridnus provincidhoz tartoz6 pozsonyi ferencesek temploma €s kolostora is.3 A rend
legjelent&sebb zeneszerzGi, az 1769-es reform utdn az alaprepertoart osszefoglalé P. Pantaleon
Roskovsky (1734-1789) és P. Gaudentius Dettelbach (1739-1818) évtizediinkben a pozsonyi rend-
hazban fejtették ki tevékenységiiket (Roskovsky 1771-73, Dettelbach 1773-78 kozott).4 Az egyéb
rendek koziil a figurdlis zenét miivelték a jezsuitdknal, a Szent Szalvator templomban (regens chori
Jakob Kunert, a Szt. Marton dém késGbbi karnagya), a trinitariusoknal (orgonista Zimmermann
Szt. Mdrton-beli elédje, J. A. Schantroch), valamint az irgalmasok és a klarisszak templomaban. A
néi kolostorokban az ifjiisag zenei nevelésérdl is gondoskodtak: az orsolya-rendi apacaknal a zene-
szerz$ €s regens chori Stanislava von Seydl (1752-1837) feliigyelte a tanitast, a Notre Dame
kolostoranak iskolajaban a kotelez§ zeneoktatas ellatdsara nem madst, mint a zeneszerz$ Heinrich
Kleint (1756-1832), a pozsonyi zeneélet késébbi vezéralakjat alkalmaztak.5

A magyarorszagi egyhazi iskolak mellett a Ratio educationis nyoman a szazad utolsé negyedé-
ben jelentek meg a varosi oktatasi intézmények, és veliik a specidlis zeneiskoldk. Az elsd, min-
taként szolgal6 nyilvanos intézmény 1775-ben Pozsonyban Iétesiilt, a Nemzeti Féiskola (Haupt-

! Ld. Bardos Kornél kéziratos hagyatékat, MTA ZTI (a tovabbiakban BK). Az dltala feldolgozott levéltdri anyagok
a kisvetkezdk: Pozsony, Archiv Mesta, Virosi szdmadaskonyvek (BK 903-908. 1), Virosi jegyz6konyvek (BK 930-940.
1), Iratok (BK 940-942 és 948), valamint Stitny tistredny archiv SSR Bratislava, K4ptalani jegyzkonyvek Nr.1-3, 1657-
1800 (BK 960-969. 1.). Az idézett adatot 1d. BK 928r.

2 Darina Mudra, Dejiny hudobnej kultiiry na Slovensku. Il Klasicizmus, Bratislava 1993, 21. o.

3 Dobroslav Orel, Hudebni pamdtky Frantiskdnské knihovny v Bratislave , Bratislava 1930.

4 Ladislav Kacic, Missa franciscana der Marianischen Provinz im 17. u. 18. Jahrhundert , Studia Musicologica 33,
1991, 27. 0. és ud., P. Pantaleon Roskovsky OFM: Vesperae bachanales, Bratislava 1994, 8. o.

5 Heinrich Klein 1776-t61 keresett pozsonyi lldst, de csak 1784-ben telepedett le a varosban. (D. Midra, Heinrich
Klein, Prispevok k biografii a tvorbe, Hudobny archiv 10, 1987, 89. o. és Mudra 1993, 72. 0.)



nationalschule) keretében.¢ Alapitdja, Franz Paul Rigler (17487-1796) adta ki az elsé hazai bil-
lentyis hangszerre szant iskolat.” Olyan eredményesen oktatott, hogy mar 1777-ben egyik kis no-
vendékével egyiitt 1éphetett fel. A koncerten egyébként Rigler — akit nemcsak kivalé tandrként,
hanem jelentSs pianistaként is szdmon tartottak — Zimmermann egy erre az alkalomra irt csem-
baléversenyét is eljatszotta 8

A viéros hétkoznapjainak és iinnepeinek zenével vald elldtasa a varosi trombitdsok nagy hagyo-
mannyal rendelkez§ testiiletére vart. A vdroshdza tornyabol fanfarokat jatszottak, kozremiikodtek
a tandcs tisztdjitdsi unnepségein, az uralkoddk tiszteletére rendezett cereménidkon, muzsikaltak a
templomi istentiszteleteken,® de balokon, mulatsagokon is. 1755-1781 kozott Matthias Otzels-
berger volt a varosi muzsikusok vezet§je, majd a legismertebb ,toronyzenész”, Franz Xaver Tost
(1754-1829).10 Tost 1773-t6l mikodott a varosban, a vérosi zeneigazgatd cimének elnyerése elétt a
varosi szinhaz igazgatéi posztjat toltotte be, ahol tobb operdjat is bemutattak. 11

A pozsonyi operajatszas kezdetén a felléps — eleinte f6leg olasz — vandortarsulatok kiilonbozd,
tobbé-kevésbé alkalmi jellegli szinhdzépiiletekben jatszottak (mint pl. 1760-1775 kozott a Griines
Stiibel-ben). A 800 nézét befogadd 1) szinhaz 1776-ban épiilt fel.12 Az 1770-es években ven-
dégszerepl$ legnevezetesebb egyiittes Karl Wahr (1745-1798k.) tarsulata volt, mely felvéltva
Eszterhdzan €s Pozsonyban jatszott (a szezonra Esterhdzy herceg szerzdédtette Sket, télen Po-
zsonyban 1éptek fel).13 Wahr nem kisebb zeneszerzGvel mikodott egyiitt, mint Joseph Haydn. A
gothai Theater-Kalender Haydnt egyenesen a tarsulat haziszerz§jeként tartotta szamon, hiszen
1772-77 kozott elGadott szindarabjaikhoz tobb kisérézenét komponadlt, vagy éllitott ossze.!4 Wahr
pozsonyi komponistakat is foglalkoztatott: tarsulatinak egyik 1774-75-0s pozsonyi elGaddsahoz
Georg Glantz katonakarmester jol ismert torok zenéjét jatszottdk,!5 1777-ben Johann Schilson Die
Wilden c. dramdjat Zimmermann kisér§zenéjével mutattik be.!6

A vdrosi szinhdzban Joseph Schmallogger igazgatdsa idején, 1779-80-ban az ,.els6 magyar ope-
ra” szerzGje, Chudy Jozsef (17517-1813) Der Doktor c. operdjat adtak.17 Egy 1779. novemberi kon-
cert miisoran Chudy egy 4ridja Zimmermann \ij b&g&versenyével egyiitt hangzott el. 18

6 Az iskola nyilvdnos vizsgdirdl a Pressburger Zeitung (a tovabbiakban: PZ) beszamolt, 1780. okt. 21. (Id. BK
993r).

7 Anleitung zum Clavier ..., 1779, dtdolgozott valtozata: Anleitung zum Gesdnge und dem Klaviere 1798.

8 PZ 1777. febr. 26, 1d. Pandi Mariann—Schmidt, Fritz: Musik zur Zeit Haydns und Beethovens in der Pressburger
Zeitung , Haydn Jahrbuch 8, 1971, 174. 0. (A PZ adatait tébbnyire innen idézziik, a tovdbbiakban csak az egyéb forrdso-
kat jeloljiik.)

9 Tandcsi tisztijitdsi innepek adatai 1699-1780 (BK 921-922, 929), iinnepségek uralkodék tiszteletére (BK 922-
923, 927-928, 937-939). Virosi zenészek a domban: adatok 1686-1778 (BK 930-8, 941, 960, 975).

10 Nem azonos az 1783-88 kozott Kismartonban alkalmazott hegediissel, Johann Tost-tal (1755-1831), v6. Tank,
Studien zur Esterhdzyschen Hofmusik von etwa 1620 bis 1790, Regensburg 1981, 416. o. F. X. Tost 1794 kériil a Vigadé
és a vdrosi szinhdz igazgat6ja, majd 1796-t6l varosi zeneigazgat6 (Stadt-Thurmer-Meister ). Zeneszerzként is jelentds,
versenymiivek, alkalmi kantatak, magyaros zongoradarabok szerzgje.

11 Franz Stieger, Opernlexikon, Tutzing 1977, Teil II, 3. Band, 110. o. és Major Ervin, A magyar énekes szinpad,
A magyar muzsika konyve, Budapest 1936, 36. o.

12 Midra 1993, 22. o.

13 A tdrsulat 1773-ban Pozsonyban a Thamos -t jitszotta, Mozart zenéjével. Pandi-Schmidt i.m. 169. o.

14 Shakespeare: Hamlet, Goethe: Gotz von Berlichingen (mindkettd elveszett). Regnard Le distrait ¢. darabjahoz,
Grossmann Die Feuerbrunst-jdhoz irt zenéjének egy része szimf6nidk formdajdban maradt fenn (No. 60 és 59 ,Feuer”).
H. C. Robbins Landon, Haydn: Chronicle and Works 2, Bloominton-London 1978, 208, 216-7, 279-80. o.

15 Landon i.m. 217, PZ 1775. m4j. 3. Georg Glantz (+1783) katonakarmestert eldszor 1774-ben emlitették (PZ
1774. dec. 31.), Pozsony utdn Pécsett mikodott. Fennmaradt mdvei: Sinfonia (OSzK), Miserere (pécsi székesegyhaz).

16 Johann Schilson kamarai tandcsos, kés6bb maga is zeneszerzd (miivek 1800-1809 kozott, 1d. OSzK).

17 Cesnakové-Michalkovd, Die Musik auf den slowakischen Biihnen im 17. und 18. Jahrhundert, Musik des Ostens
6, Kassel 1971, 76. o. (idézi BK 968. 1.).

18 PZ 1779. nov. 24.
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A hangversenyeket tilnyomdrészt a szinhazépiiletben, majd késébb a vdrosi Vigadéban ren-
dezték. Ezeken a ,,zenei akadémidkon” a legfrissebb bécsi repertoar mellett a pozsonyi kompo-
nistdk darabjai is megszoélaltak, tobbnyire a szerzék sajdt elSadasaban. A hangversenyeken szamos
neves zeneszerz$ €s elGadomivész is vendégszerepelt: a gyermek Mozart (1762), Dittersdorf
(1779) és Vanhal (1779) mellett az énekes Marianna Izo (1776), Morigi (1777), Elisabeth Mara
(1781), a fuvolista Bacher (1777), a vilaghird kiirtos Joseph Leitgeb (1777), a hegedls Menzel
(1776).19

Mindezek mellett fényldz8 balokat és egyéb tancos mulatsagokat rendeztek. A zartkord f6un
balokon az udvari egyiittesek, a varosi mulatsagokon a toronyzenészek muzsikdltak, de pl. 1775-
ben cigdnyzenészek is ,bebocsatast nyemek a vdrosba”, ,,mivel ebben a mifajban kitdnden jat-
szanak”.20 A zenés multasagok, felvonuldsok, vérosi tinnepségek kozremiikoddje volt tovdbba a
Karoly-ezred banddja, mely Georg Glantz zeneszerz§ vezetésével vasarnap esténként térzenét
adott.2!

A pezsgé zenei élet legaktivabb és legszinvonalasabb résztvevéi a kiemelt lehetGségekkel ren-
delkez@, szamos kivalo hangszerjatékost foglalkoztatod f6iri zenekarok voltak. A mintdt Esterhazy
Miklés Haydn dltal vezetett egyiittese testesitette meg, mely kismartoni, eszterhdzi és bécsi
tartdzkoddsa mellett gyakran jatszott a herceg pozsonyi palotaiban is. 1767-ben Pozsonyban t6l-
totték a farsangot: a herceg e két hdnap soran mutatta be zenekarat a helyi arisztokracianak. Haydn
La canterina c. operdjanak elsé nagy sikerd nyilvdanos el6addsdn Maria Terézia lanya, Maria
Krisztina hercegné é€s férje is részt vett — ezenkiviil valészintleg koncerteket is adtak, balokon is
jatszottak.22 1772. novemberében a pozsonyi Grassalkovich-palotdban Haydn dirigalta a tAnczenét
szolgaltaté (valészintleg Esterhazy-)zenekart,23 1774-ben a Cecilia-napi iinnepségen Regnard Le
distrait-jét adtdk elS, Haydn kisérézenéjével, de nem az & jelenlétében.24 1775-ben a zenekar,
kiilfoldi virtuézokkal és helyi zenészekkel kiegészitve, 1ijbdl a pozsonyi Esterhdzy-palotidban
koncertezett,25 bar lehet, hogy Haydn nélkiil.

(Haydn személyesen is kapcsolatba keriilt pozsonyi zenészekkel: 1769-ben koziiliik toborzott
tij énekesndket, mas alkalommal — mint a Mdria Terézia tiszteletére 1770-ben, Eszterhdzan adott
balon — 36 f6re bdvitett zenekaraban taldn pozsonyi trombitds €s dobos kisegitSk kozremikodését
is igénybe vette.26)

Az elsd dllandd, az Esterhdzy-zenekarhoz mérhet§ pozsonyi egyiittest Batthyany Jozsef kar-
dindlis (1727-1799) alapitotta.2? Batthyany 1776. februdrjdban nyerte el az esztergomi primasi
méltdsagot, julius elején tartotta az iinnepélyes bevonuldst Nagyszombatba, majd Pozsonyba. Ze-
nészeket mdr 1775-ben foglalkoztatott: Theodor Lotz klarinétos mar ebben az évben ,,a primds

19 A PZ adatait felsorolja Midra 1993, 23. o.

20 BK 938.1.

21 PZ 1780. dpr. 12. és 1780. aug. 26. (BK 992-993. 1.)

22 Landon i.m. 78, 133-4, 137. 0.

23 Landon i.m. 36, 180. o.

24 Landon i.m. 211, 285. 0. — PZ 1774. aug. 23.

25 PZ 1775. édpr. 12.

26 Landon i.m. 158. és 164. o.

27 A primds egyiittesével kb. egy id6ben, 1776-1780 kozott Albert Sachsen-Teschen (Magyarorszag helytart6ja) a
pozsonyi varban kevéssé jelentékeny egyiittest tartott. (Rudolf Flotzinger—Gernot Gruber, Die Wiener Klassik und ihre
Zeit, Musikgeschichte Osterreichs, Band 2, Graz—Wien—KolIn 1979, 147. 0.). Kisebb 1étszdmu fGiri egyiittesekrdl, né-
hany arisztokrata palotdban rendezett koncertekrdl tovibbi adatokkal rendelkeziink: Csdky grof zenészeirdl (Schiringer
és mdsok, 1767 — Landon i.m. 78. 0.), Balassa gréf akadémidir6l, a Palffy csaldd rezidencidjanak kertjében tartott
szinhdzi el6addsokrél. A zene lelkes hivei kozé tartozott az Amadé-, az Apponyi-, a Szapdry- és a Viczay-csalad. (Miidra
1993, 20. 0.)



kamarazenésze” cimet viselte.28 A zenekar feldllitdsdval megbizott Zimmermann (tudomasunk
szerint) Bécsben, az Esterhdzy-udvarban29 és pozsonyi féiiri egyiittesek tagjai kozott verbuvalt
zenészeket. A zenekarrdl sz616 els§ beszamolo a Pressburger Zeitung 1776. februar 17-i szamaban
jelent meg: a 36 tagi (nyilvdn kibGvitett) egyiittes Zimmermann litdnidjat adta el a Csaky-

palotdban.30

Az egyiittes Osszetételérdl a legkorabbi adatokat egy 1778-as elszdmolasbdl ismerjiik 3! ekkor
a zenekar 21 jatékosbol allt. A nagy létszamu egyiittesben a vondskart kilenc muzsikus alkotta: a
karmester Zimmermann, a zenekar adminisztrativ vezet§je, Joseph Zistler,32 valamint Franz Mraff
és Stephan Forsch hegediin, F. X. Hammer 33 Leopold Schwendner csellén, J. M. Sperger34 bdgén,
Karl Franz35 barytonon jatszott (a bracsaszélamot egy kisegits latta el).

A tizenkét, fiivosként szamontartott muzsikus a kovetkezd volt: harom oboista — Albrecht
Schaudig,36 Johannes és Philipp Theimer, két klarinétos — Theodor Lotz,37 Michael Pum, egy fa-
gottos — Jahn (John), két kiirtés — Anton Boeck, Paul Rau, két trombitds — Franz Faber, Johann
Klepp. Rajtuk kiviil egy harfast, Jakob Schrottenbachot €és egy kopistat szerzédtettek.

A kovetkez$ harom évben a zenekar uj tagokkal bdviilt: el6bb a hegedds Ignaz Sef, a pozsonyi
sziiletés( csellista Johannes Kampfer és a fagottos Franz Czervenka lépett az egyiittesbe, majd még
egy fagottos, Joseph Spadny és a kiirtos Ignaz Boeck, végiil a fuvolista Anton Mikus. Miutdn koz-
ben egy-egy zenész tavozott a szolgalatbdl, ebben az idészakban a 23 tagi zenekar dllanddsult. Az
egyiittes 1782-es létszamdrdl ellentmondo adatok ismertek: a Batthyany-archivum anyagara
hivatkozva Meier Iétszamcsokkenést regisztralt: Forsch mellett az elhunyt Zimmermann hidnyzott
a listdrdl (akitSl Zistler vette at a zenekar vezetését). Ezzel szemben Forkel két 0 zenész fel-
vételérdl tud, s szerinte a zenekar ekkor érte el legmagasabb Iétszamat (24 £6).38

Annyi bizonyos, hogy 1783-ban az egyiittes folyamatos miikodésének vége szakadt: II. Jozsef
reformjanak — mely tiltotta a vilagi zene befolyasdt a f6papi udvartartasokban — Batthydny sem 4ll-
hatott ellen. E16bb egy kamaraegyiittesre vald zenészt még megtartott (a vondsok koziil Zistlert,
Mraffot, Sefet, Hammert, Spergert, a fuvdsegyiittesbSl Lotzot, Spadnyt, Mikust és Kleppet), de
1784-ben valamennyiiiket elbocsatotta 39 (Uj zenekar alkalmazdsara csak II. J6zsef haldla utdn,
1790-ben gondolhatott: ekkor Druschetzky vezetésével egy — minden valdsziniiség szerint —
fuvésegyiittest szerzédtetett.40)

28 PZ 1775. apr. 12.: Lotz ,,Kammermusikus Sr. Exzellenz des Herrn Erzbischof Grafen Batthyanyi”.

29 Az Esterhazy-egyiittesbdl 1épett 4t Hammer, Karl Franz, Staudig (?), 1d. aldbb.

30 PZ 1776. febr. 17. — teljes szoveg: Pavol Poldk, Zur Erforschung des Lebensdaten von Anton Zimmermann,
Musicologica Slovaca VII, 1978, 173. o.

31 Ld. Adolf Meier, Konzertante Musik fiir Kontrabaf in der Wiener Klassik, Diss. Univ. Mainz 1968, Worms
1969, 162. 0. és ud., Die Presshurger Hofkapelle des Fiirstprimas von Ungarn, Fiirst Joseph von Batthydny in den
Jahren 1776 bis 1784. Haydn Jahrbuch 10., 1978, 81-89. o.

32 Joseph Zistler (17447-1794) 1776-1t61 a zenekar tagja, Mozart is ismerte (Briefe u. Aufzeichnungen 1V/100,
Landon i.m. 731. 0.). Pozsonyban tanitott is, legismertebb novendéke Lavotta Janos.

33 F. X. Hammer (1741-1817) — koranak egyik legkivalobb csellistdja és gambajatékosa, 1771-1776-ig Haydn zene-
kardban jatszott Eszterhazdn. 1776-t61 bécsi Tonkiinstler-Societdr tagja volt (Landon i.m. 74-75. 0.)

34 Johann Matthias Sperger (1750-1812) Bécsben tanult (zeneszerzést Albrechtsbergernél, b6g6t taldn Pichel-
bergernél), val6szinii Linz kornyéki f6uri szolgalat utdn 1777-t61 Pozsonyban miikodott. Ld. Meier 1969, 159ff.

35 Karl Franz (1738-1802) kiirtds, hegedfis. 1763-1776 kozott Eszterhdzén élt, Haydn egy kantdtét irt szdmdra
(Landon i.m. 71. 0.). Fia Stephan Franz zeneszerzd (1785-1855).

36 Kétes adat: Landon szerint ugyan Eszterhdzan volt szerzédtetve 1776. dpr. 1.—1781. febr. kozott mint fuvolista
és oboista (Landon i.m. 78. 0.).

37 Theodor Lotz (1748-1820), a basszetkiirt tokéletesitésével (1782) valt ismertté.

38 Forkel, Musikalischer Almanach fiir Deutschland 1783, idézi Meier 1969, 164-5. o.

39 PZ 1784. jan. 24.

40 PZ 1790. jin. 23. Tovabba vo. Sas Agnes, Georg Druschetzki, Batthydny Jozsef hercegprimds zenésze , Zenetudo-
mdnyi dolgozatok 1987, Budapest, 53-73. o.
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A zenekar feldlldsa a szdmadaskonyvekben nyilvantartottnal jéval rugalmasabban alakult. A
vonodsként ill. fivosként felsorolt zenészek a korabeli gyakorlatnak megfelelGen tobb hangszeren
jatszottak: Pum, Rhau, Ignaz Boeck, Czervenka €s Mikus hegediilt is, Lotz €s a kopista Joseph
Kinel bracsasként, Sperger fagottosként is hasznalhatd volt. Franz, a barytonista kiirtvirtuézként
lett hiressé.

Az dllandé tagokon kiviil mas fGiiri egyiittesekbdl €s/vagy a szinhdzbdl hivhattak kisegitSket,
igy az egyes fellépéseken a szokdsosndl sokkal nagyobb létszamii zenekar szerepelt. Az emlitett
1776. februari koncerten példaul 36 zenész jatszotta Zimmermann litani4jat, 1778. marc. 15-én
negyventagu egylittes koncertezett a szinhdzban (a basszus-csoport 3 bdgé-, 3 cselld-, 2 fagottjaté-
kosbal allt!). A fivosok feltlinden nagy szdmat és a klarinétosok korai jelenlétét magyardzza, hogy
kiilon egyiittesként, mint Harmoniemusik is szerepeltek, f6leg szabadtéri rendezvényeken (1781
augusztusdban pl. egy hajos felvonuldson torok muzsikat jatszottak4l). Az 5-6 szélamii fivds-
egylittes vezetését Theodor Lotz latta el, repertodrjukrdl Zimmermann mellett Sperger gondos-
kodott.42

A zenekar alapfeladatat a féuri udvarokban és polgari mecéndsoknal (Esterhdzy, Erdédy,
Brukenthal) szokdsos heti két muzsikdlis akadémia abszolvéldsa jelentette. A koncerteket eleinte a
csalad régi palotdjaban, majd 1780-tdl az \j rezidencidn rendezték.43 A nydri hdnapokban az érsek
nydrilakdnak kertjében pénteken és vasdrnap 6 érakor tartottdk a hangversenyeket, melyek — s ez
ritkasagszamba ment — a nagyk6zonség elétt is nyitva alltak.44

Az érseki egyiittes a koncerteken kiviil a legkiilonboz6bb rendezvényeken, iinnepségeken
miikodott kozre. Az 1777-es évben példaul a Pressburger Zeitung a kovetkez6 eseményekrdl sza-
molt be: jan. 28-4n ,,az orsolyita apacak balt rendeztek |[...] j6l hangszerelt és a primasérsek sajat
zenészei dltal jatszott zene mellett”. Marc. 5-én az ij szinhdazban Lotz egy fuvolista és egy csellista
tarsasagaban kamaraesten miikodott kozre. Oktober kozepén az tjsdg két eseményt is emlitésre
méltonak taldlt: 13-d4n a Szt. Istvan-renddel kitiintetett Batthydny primds tiszteletére iinnepi foga-
das volt a palotaban, melyen a ,,jol hangszerelt asztali zenét” az érseki zenekar szolgdltatta. Két
nap milva ,reggel 9-kor a démban linnepi mise; |[...} este muzsikdlis akadémia”. Szt. Cecilia no-
vemberi iinnepén ,,a muzsikusok |...] a varosplébanidn a legjobban hangzé zenemtveket adtdk elG.
Kiilonosen tetszett mindenkinek az érseki udvar virtuézanak, Zistler Anton hegedisnek a jitéka,
amely nagy elismerést szerzett a zenemiivészetnek.”45

A hagyomdnyos féuri egyiittes szerepkorében tehat templomi zenét jatszottak, de asztali zenét
is szolgaltattak, balokon muzsikaltak, ugyanakkor a nyilvdnos hangversenyeken sokan koziiliik
szolistaként Iéptek fel. A zenekar profiljanak kialakulasat valészindleg épp e ketts helyzet
befolyasolta: fenntartdja egy bdkezl f6uri mecénas, aki a legel6nyosebb feltételeket biztositotta
szamdra, ugyanakkor a zdrt udvari élet kovetelményein tillépve, egy alakuld polgdri kozonség
eldtti nyilvanos fellépések kovetelményeivel, a hangsiilyozott virtuozitas igényével is szembesiilt.

A zenekar kiilonleges stdtuszdval, rendkiviili képességeivel a kortarsak is tisztaban voltak: az
egyiittes Eurdpdban ritka magas szinvonaldt dicsérték, és tagjait ,hercegprimadsi virtuézokként,
koncertistakként” ( Virtuosen und Concertisten) emlegették 46

41 Meier 1969, 168. 0., Briinner Zeitung.

42 Zimmermann 7, Sperger 42 partitat irt — Id. Meier 1978, 84. o.

43 PZ 1780. nov. 25. (BK 993.1.)

44 PZ 1777. aug. 30. (Meier 1978, 86. 0.) és Meier 1969, 166. o.: Geschichte des Faschings, Pozsony 1779 (tovab-
biakban GdF).

45 PZ 1777. febr. | (BK 995. 1.), 1777. mérc. 5., 1777. aug. 30. (Meier 1978, 86. 0.), 1777. nov. 1. (BK 996. 1),
1777. nov. 26.

46 Meier 1969, 166. o., GdF: ,[Batthyany] hat eine Capelle, wo gewis schwerlich in ganz Europa eine so viele
starke Minner und Virtuosen aufzuweisen hat, als diese”, 1d. tovibbd PZ 1778. mérc. 18.: ,,... Die ausserordentliche
Stille und Aufmerksamkeit des ganzen zahlreichen Publikums mag der sicherste Zeuge von dem ungetheilten Beyfall
seyn, den man hier von der Kunst ganz hingerissen, so grossen Virtuosen unmdglich versagen konnte.”



Valéban, az elitegyiittes csaknem minden tagja szélistaként is megallta a helyét. A legnagyobb
himévre Sperger tett szert: Pozsony mellett Bécsben is koncertezett (1778), €s tobb szerzd ajanlott
neki versenymtivet (Zimmermannon kiviil késébb Vanhal, Hoffmeister). A Pressburger Zeitung
legtobb elismerd kritikdjat Zistler aratta le, de versenymd szélistdjaként Kampfert, Lotzot,
Staudigot, Hammert, Czervenkat is dicsérték.47 A méltatott virtuézok mellett a trombitas Faber, a
harfds Schrottenbach (és a fuvolista is) rendelkezett a szdlista adottsagaival: Sperger ill. Zimmer-
mann az § szdmukra irtdk versenymdveiket. A tobbiek (Forsch, Mraff, Karl Franz és Rau48) kama-
ram(ivek igényes szélamainak eladdjaként 1éptek fel.

Az egyiittes fenndlldsdnak rovid ideje alatt tagjai olyan hirnévre tettek szert, hogy a zenekar
feloszlatdsa utdan néhdnyan koncertturnékra indulhattak (Franz, Hammer, Kampfer €s a Boeck-
testvérek) 49 és/vagy szintén kiemelkedd féuri egyiittesekben vallaltak allast: Sperger (Forsch-sel
és Mikussal egyiitt) Erd6dy Lajos zenekaraban mikodott, majd — eurdpai koncertturné utan — a
mecklenburgi hercegi udvarban kotott ki; a hegedlis Mraff Eszterhdzara ment,50 Karl Franz és a két
Boeck a miincheni udvarban, Hammer Schwerinben helyezkedett el. A tGbbiek is el6nyds ajanla-
tokat kaptak: Schaudig és Kampfer a bentheim-burgsteinfurti zenekarba, a két Theimer Krumauba
(ma: Cesky Krumlov), Joseph Schwartzenberg herceg udvardba keriilt. 5!

A Batthydny-zenekar szerepét a pozsonyi zenei €letben két f6uri egyiittes vette at: Grassalko-
vich Antal herceg zenekara és Erd6dy Jdnos groéf nevezetes operatdrsulata. A Grassalkovich-ze-
nekar mar 1772-ben (1775-ben) fennallt, de létszdma csak 1784-ben érte el a 24 f6t, amikor a
Batthyédny-zenész Zistler keriilt az élére. Az egyiittes els§ zeneszerz§je Franz Kurzweil (*1754)
volt, késébb olyan neves komponistdk léptek az egyiittes soraiba, mint Franz Krommer (1759-
1831), Georg Druschetzky (1745-1819) és a kordbbi Esterhdzy-zenész Anton Krafft (1749-1820).

Erdédy Janos tobb, mint hisztagi egyiittese 1785-89 kozott kiemelked$ operaelGaddsok sorat
produkdlta. A tarsulat 6sszallit6ja és els§ vezetje Hubert Kumpf (1757-1811), karmestere Chudy
Jézsef és 1787 utan Johann Panck volt. Elénk aktivitdsukat jellemzi, hogy pl. 1785-ben 64 elGadést
tartottak, 13 j operat mutattak be.

A Batthydny-zenekar repertoarjanak gerincét az egyiittes zeneszerz§-tagjainak mivei alkot-
tak .52 A sokoldali, valtozatos mifajokban alkoté Zimmermann mellett Sperger termékeny, de csak
a hangszeres zene teriiletén otthonos komponistanak bizonyult: pozsonyi évei alatt 18 szimfonidt, 6
bdgdversenyt, kilenc egyéb versenymiivet irt, tovabba sok — jol képzett eldadoknak szant — kamara-
zenét. 33 (Egyetlen pozsonyi kérusmive egy kantata: ,,Lang lebe Batthyany” — 17797).

A tobbiek komponistaként is hivek maradtak hangszeriikkhoz: Hammer az emlitett cselloverse-

P 2 2

nyen kiviil>4 egy csell6-b8g8 szondtat, négy késGi gambaszonatat irt cselldkisérettel — miveit

47 Zistler 5 koncertjérdl 1d. Darina Mudra, Odraz hudobného Zivota Bratislavy v Pressburger Zeitung , Musicologi-
ca Slovaca 8, 1982, 87. 0. — Kimpfer: 1778. mérc. 18., 1779. nov. 19. — Lotz: 1775. mérc. 11, 1777. mérc. 5. — Schaudig
és Czervenka: 1778. mdrc. 18 — Hammer: 1779. nov. 24.

48 Forsch és Rau — PZ 1778. miarc. 18. és 1776. dec. 7.

49 Meier 1969, 172. 0. Az egyik Boeck kivételes produkci6ja volt, hogy egyidejileg két hangot is megszolaltatott a
kiirton, a féhangot és kvintjét (Landon i.m. 539. 0.).

50 Tank és Landon szerint 1786-ban meghalt (az Esterhdzy-zenekar fizetési jegyzékeib6l val6 adat, i.m. 416, ill.
75. 0.). Tank ismerteti Pohl adatait, miszerint Mraff elbb Pragiban Kollowrat gréfndl szolgélt, majd a Batthyany-zene-
kar és Eszterhédza utdn, 1792-t61 Grassalkovichndl miik6dott volna.

51 Az adatok forrdsai: Schaudig (Meier 1978, 85. 0.), Kimpfer (Meier 1969, 50. o.), Theimer testvérek (Flotzinger—
Gruber i.m. 144-145. 0.)

52, la zenekar koncertjein] nicht nur alle neue im Reich und in Frankreich u. Italien herausgekommene vorziigliche
Stiicke horet, sondern auch unseres Zimmermanns, Spergers und Schrottenbachs Arbeiten seinem Geist Wonne und Ver-
gniigen verschaffen kann.” (Meier 1969, 166. o., GdF )

53 1 sinfonia concertante (fl. va, vine — 1778), 2 trombita- (1778, 1779 — Fabernak), 2 kiirtverseny és 1-1 fuvola-,
bricsa-, csell6- és fagottverseny. Szdmos kamaram( fuvoldval, 6 divertimento (1779). Uj kiaddsok: Trios, Sinfonia in B
(Musica Antiqua Slovaca, 1982, 1992 és 1993, ed. Midra)

54 PZ 1779. nov. 24.
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figyelemremélté melodikus bdj jellemzi.55 A heged(s Zistler, a klarinétos Lotz versenymiivet irt
magdanak,56 Kampfer kiilonboz§ obligat hangszerekkel kombindlt bgéversenyt (sinfonia con-
certante?), de mellette szondtdkat is.57 Jakob Schrottenbach mdveirél nincs konkrét adatunk .58

A zenekar m(soran szerepld, a nemzetkozi repertodr ujdonsdgai kozé szamité mivekrdl kevés
informdcid éall rendelkezésre. Néhdny — a koncerteken elhangzott, a Pressburger Zeitung tudé-
sitasaiban emlitett — darab cimét ismerjiik (Martini nyitdnya, Le Prin oboaversenye, Dittersdorf
szimfénidja). A zenekar kottdi koziil Sperger a sajat miveit, az dltala jatszott versenymiveket ma-
gaval vitte Ludwigslustba (ahol azok maig megtaldlhatok). A kottatdr maradékarot csak egy késéi,
Georg Druschetzky altal 1792-98 kozott vezetett inventdrium all rendelkezésre.59 Miutdn az ebben
felsorolt miiveket 1800-ban elarverezték, tobbségiiknek nyoma veszett (csak Druschetzky hat-
szolamu fuvospartitdinak tovabbi sorsa ismert: ezek a keszthelyi Helikon Konyvtdrba keriiltek).
Egyébként is, Druschetzky jegyzéke f6leg az 1790 utdn ujjaszervezett masodik Batthyany-egyiittes
kottdit vette szdmba, bar két lapjan a Zimmermann-zenekar repertodrjanak részletei is felis-
merhetSk. Ugy tiinik, hogy a korabbi zenekar idejébsl még megmaradt csekély anyag leltdrozasara
is sor kertilt.

Egyértelmiden a 70-es évekbd] fennmaradt anyagra utal a 3v oldal aljara keriilt bejegyzés: ,,auf
5 und 6 stimmige Harmoni, alde Sachen / von Herrn Lotz zeiten nemlich: Parthien von ver-
schiedenen Authoren 110, Operen 21, Ballets 10, Arien 7°. A Lotz vezetése alatt dll6 egyiittes tehat
féleg eredeti midveket jatszott (a kiilonboz§ szerz6k mivei kozott talan Sperger 5-6 szélamu, az
egyiittesnek irt darabjai is szerepeltek), és viszonylag kevés atiratot. A darabok 1790 utdn mar
divatjamultnak bizonyultak — legaldbbis erre utal, hogy csak Osszefoglaléan, a miicimek felsoroldsa
nélkiil, a miifajokat regisztraltak.

Druschetzky komplett (vondskarral rendelkez$) zenekarra {rt mdveket is listdzott (1v): ,,Mu-
sicalien betrefend in Sinfonien und Sinfonien Concertant, nebst Sinfoni Concertino”. A mintegy
szaz mi lajstromozdsakor azonban nem tett kiilonbséget a régi anyag és az tjabb beszerzések
kozott, igy a kiilonbozd rétegeket csak utdlag kisérelhetjiik meg elkiiloniteni. Nyilvanvaldan Zim-
mermann haldla utan keriilt a gydjteménybe Druschetzky kb. 25 darabja, Sterkel négy és Maschek
egy mive, valamint Pleyel 4 szimfonidjat0. A korabbi ,,Batthyany-zeneszerz6k™ koziil Zimmer-
manntdl és SpergertSl 11-11 Sinfonien ordinarien,a Grassalkovich-zenész Kurzweilt§l 3 md szere-
pelt, a valdszindleg szintén pozsonyi (dilettans) zeneszerz§ ,,gr Czaki”-tol (Csdky Janos groftol)6!
2 szimfénidt jatszottak. FeltehetS, hogy a lista élére keriilt 8 sinfonia concertantét még Zim-
mermann zenészei adtak el§ (Capuzzi 2, Hoffmeister 1, Demachi 1 és Cambini 4 miivét), mivel a
késébbiek a lap aljara keriiltek. A tovédbbi kottdk beszerzésének idejét nem lehet meghatarozni,
miutdn részletes cimleirasok hijan a darabok nem azonosithatok. A zenekar szikebb kornyezetében
alkoté komponistdk koziil Haydn 7, Vanhal 11 miive szerepelt, a francia szerz6tdl felttinGen sok
(Martini 1, Davaux 4, Gossec |, Guénin 3 darabja). Ezek, tovdbba valamelyik ,,parizsi” Stamitz

55 William S. Newman, The Sonata in the Classic Era, Chapell Hill 1963, 553. o.

56 The Breitkopf Thematic Catalogue , ed. Barry S. Brook, N. Y. 1966, 1782-4: Lotz: Cassatio .

57 PZ 1781. méj. 5. (Meier 1969, 168. 0.); PZ 1775. 4pr. 12.; PZ 1778. mérc. 18. és Meier 1969, 114. o.

58 Meier 1978, 86. 0. GdF.

59 Békefi Antal, Musikalienkatalog und Inventar des Fiirstprimas Josef Batthydny (1798), Studia Musicologica 14,
1972, 401-421. 0. és Sas, i.m.

60 Pleyel csak 2 szimf6niét {rt 1778 el6tt, a tobbi 1782 utén keletkezett, 1d. Rita Benton, Ignace Pleyel. A Thematic
Catalogue of his Compositions , N. Y. 1977, Nos. 121., 125.

61 Gr. Csaky Janos koronadr, orszagbiré mas miivei: Walder, opera (PZ 1779), 12 Variationen fuers Clavier op. 1,
kiadva: Pozsony 1783, valészindleg ua. 12 Variazioni per il Clavicembalo solo, hirdetés: Wiener Zeitung, 1787 és
Stindchen, Pozsony, Schauff 1801. (Mona llona, Magyar zenemiikiaddk és tevékenységiik 1774-1867 , Miihelytanulma-
nyok a magyar zenetorténethez 11, Budapest 1989, 360. o., ill. Major Ervin cédulakatalégusdnak adatai, MTA Zenetudo-
ményi Intézet).
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(Carl?) 6 szimf6nidja, valamint a kevésbé ismert Schmidt 1, Lang 3 mive valészintleg kozvetitSk
(pl. a Breitkopf-cég) ttjan jutott a zenekar birtokdba.62

A Batthydny-zenekar tehdt nemcsak a pozsonyi zenei virdgkor kezdetének fontos tényezdje
volt, hanem mind a zenészek képességeit és képzettségét, mind a repertodr frissességét tekintve a
sziikebb région belill is irdnyadd, példamutatd egyiittesként tartottdk szamon. A zenekar himevé-

nek is koszonhetd, hogy az egyiittes zeneszerz§ tagjai koziil Sperger és f6leg Zimmermann mdvei
Eurdpa-szerte a templomok és zenetermek programjanak szerves részévé valtak.

62 Ld. a Breitkopf-katalogus Pdrizsbol atvett tételeit (,, intagliate in Parigi”). A katalégus J. G. Lang (1722-98) hat
szimféniajat (1767) és J. Schmidt t&bb miivét is hirdette (1772, 1773-1774). A listdn két szimfénidval szereplé Reimann
taldn a pesti szinhazi zenésszel azonos, 1d. Major cédulakatalégusat.
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Anton Zimmermann élete és miivei

A varos zenei életének korvonalai, a zenekar miikodésének koriilményei — noha a kutatds szamos
teriileten még nincs elvégezve — a rendelkezésre all6 levéltari adatokbol, djsdgcikkekbdl nagy
vonalakban rekonstrudlhaték. A Zimmermann életére vonatkozé dokumentumok csekély szima
viszont csak vazlatos biografia Osszedllitdsat teszi lehetGvé: az €letrajz sarokpontjait, a sziiletés,
hazassag és haldl pontos ddtumait tartalmaz6 anyakonyvi bejegyzéseken kiviil63 a Pressburger
Zeitung kozleményei €s a miivek kiadasainak koriilményei nyidjtanak némi tdmpontot. Ezzel egyiitt
a rovidre szabott élet els6 harminc éve — a pozsonyi megjelenés elétti id6 — csaknem teljes
homalyba vész.

Anton Zimmermann 1741. dec. 27. el6tt sziiletett4 a sziléziai Breitenau faluban (ma Sirokd
Niva). Miutdn a helyi lakossdg a német nyelv egy dialektusat beszélte, valészin(, hogy a zene-
szerz$ anyanyelve német volt. Zenei tanulmanyairdl nincs adatunk — elsé ismereteit feltehetGen a
sziil6falu kornyezetében szerezte. Polak feltételezi, hogy fiatal koraban ugyanott muzsikusként
vagy orgonistaként valamilyen allast is betoltott.

Késébb, 1763 utdn Koniggriatzben a piispoki templom orgonista alldsat nyerte el. Dlabatz erre
vonatkozd informécigjat6> — miutdn nem tartalmazott keresztnevet — sokaig kétkedéssel fogadtak;
az ujabb életrajzok, egyéb adatokat is mérlegelve, Anfon Zimmermannhoz kapcsoljak. A lexikon-
ban emlitett Hannibal von Bliimegen ugyanis 1763-t6l haléldig, 1774-ig volt piispok Konig-
griatzben — ez az id8szak mindenképp széba johet a fiatal Zimmermann-nal dsszefiiggésben. Az is
bizonyitott, hogy a zeneszerzé kapcsolatban 4llt a koniggratzi piispokséggel: 1774-ben Joseph
Giraskyhoz, a konigritzi pispok ceremoéniamesteréhez irt levelet.66 Egyébként pedig nagyon
valészini, hogy orgonistaként miikodott, hiszen 1774-ben pozsonyi, olmiitzi vagy briinni orgonista
dlldst keresett.

Zimmermann koniggritzi éveit kozelebbrdl nem lehet meghatdrozni: lehetséges, hogy az
1770-es évek elején onnan telepiilt 4 Pozsonyba. Az adott id8szakra az életrajzi adatok csaknem
teljes hidnya jellemz8 — ami rendelkezésre all, az is inkdbb zavarbaejt§: Zimmermann név alatt
1764-ben Londonban, 1768-ben Parizsban jelentek meg miivek,67 az 1769-es és 1772-es Breitkopf-
katalogus pedig egy fagottversenyt, ill. harom szimféniat kinalt (a szerz$ keresztnevének megaddsa
nélkiil), a kiadd sajat anyagabdl. A rendkiviil mozgékony lipcsei cég és a harmincas éveiben jaro,
palyakezd$ sziléziai muzsikus kapcsolata még csak feltételezhet§ (Breitkopf a késébbiekben
Antonio Zimmermann tovabbi miveit is forgalmazta), de a korai londoni, parizsi kiadasok létre-
jotte a szerz8 személyes jelenléte nélkiil nehezen képzelhetd el .68

Az eddig publikalt életrajzok szerint Zimmermann az 1770-es évek elején telepedett le Po-
zsonyban. Valdszinl pozsonyi tartézkoddsara miiveinek elSadasa alapjan kovetkeztettek: Nar-

63 Poldk 1978, 171-212. 0. és ud., Beitrdge zur Biographie von Anton Zimmermann Kapellmeister des Fiirsten Jo-
seph Batthydny , Studien fiir Musikwissenschaft 30, Tutzing 1979, 61-89. o.

64 Dec. 27-¢ a keresztelés dituma — az anyakonyv bejegyzése, 1d. Poldk 1978, 189-192. o.

65 Allgemeines Kiinstler-Lexikon fiir Bohmen und zum Theil auch fiir Mdhren und Schlesien 3. Prag 1815, 441. 0.
Zimmermann, ein guter Organist zu Koniggrdtz in Bohmen, der vom Bischof v. Bliimegen hochgeschdtzt wurde.

6 B. Stédrofi, K Zivotopisu Antona Zimmermanna, Slovenska hudba 1-2. Bratislava 1960, idézi Polak 1978, 175,
de foleg 182-3. 0.

67 London, Thompson (Id. The British Union Catalogue of Early Music 11, ed. E. B. Schnapper, London 1957,
964. 0.) és Périzs, Huberty (1d. Cari Johannson, French Music Publisher’s Catalogues of the Second Half of the Eigh-
teenth Century, Stockholm 1955, 1. k. 47-48. 0.).

68 A midvek szerz6jeként egy bizonyos ,Lieutenant Zimerman” is széba johet, akinek 1765 korill Parizsban hat
hegediiszonatdjat adtdk ki, id. British Union Catalogue 11, 1102.
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cisse et Pierre c. daljatékat 1772-ben mutattdk be és az 1773-as Cecilia-linnepségen egy kozelebb-

r6l meg nem nevezett mivét jatszottdk. (A Pressburger Zeitung az iinnepségrdl beszimolva a
szerz6t mint a helyi zenei élet ismert szereplGjét emlitette: ,,der bekannte Herr Anton Zimmer-
mann”69). 1774-ben viszont mdr biztosan Pozsonyban tartézkodott — az emlitett levelet, melyben
briinni vagy olmiitzi orgonista allas megszerzéséhez kér tamogatast, 1774. apr. 17-én Pozsonyban

keltezte.70

Egy ujonnan feltart dokumentum igazolja azt a feltételezést, mely szerint mar az 1772-73-as
bemutatdk is a szerz$ jelenlétében zajlottak. Bardos Kornél pozsonyi levéltdri kutatdsai sordn a ma-
gisztratus és a kdptalan iratai kozt is megtalalta Zimmermann kérelmének regisztraldsat, mely
szerint 1774 decemberében a dom orgonista-allasaért folyamodott.7! Ekkor mar huzamosabban a
varosban é€lt, hiszen kérvényében elSadta, hogy t0bbszor helyettesitette a beteg orgonistdt, Johan--
nes Schantrochot , és a dom részére tobb énekes misét is kompondlt. Ertékes ajanlasaira és kivalo
képességeire val6 tekintettel igéretet kapott, hogy az élldst, annak megiiresedése esetén, § fogja
megkapni. Mint tudjuk, erre 1780-ig varnia kellett.

Addig talan fiiggetlen zeneszerz&ként prébalt megélni. 1775 aprilisdban Esterhazy Antal grof-
nal kiilonboz§ szimfoniait jatszottak,72 és amikor 1775. aug. 15-én Pozsonyban megndsiilt, az anya-
konyvbe Musicae Compositorként jegyezték be.’3 (Elisabeth Lichteneggert, Jakob Lichtenegger-
nek,74 a Szt. Mérton dom regens chorijanak lanyat /vagy higat/ vette feleségiil, hazassagukbdl ot
gyermek sziiletett.75)

Kapora jott tehdt, hogy valamikor az 1775-6s év folyaman Battyhdny J6zsef hercegprimas ud-
vari zeneszerzének nevezte ki. (Az err§l szol6 hiradds a Pressburger Zeitung 1776. febr. 17-i
szamaban jelent meg: Csdky Gyorgy palotdjaban Zimmermann, a vdrosban mar néhany éve ismert
zeneszerz8, a roviddel ezelStt kinevezett ,,Hofkompositeur” litanidjat jatszottak.76) Az év szeptem-

69 Milan Po§tolka, Zimmermann, Anton, MGG és PZ 1773. nov. 24.: ,,Den 22. ist das Fest der heil. Cicilia... in der
hiesigen Kollegiat Stadtpfarrkirche recht feyerlich begangen worden. Die unter dem Gottesdienste aufgefiihre Musik
verfertigte der bekannte Herr Anton Zimmermann...”

70 Stédroii, Id. a 66. jegyzetet.

71 Pozsony, Archiv mesta, Vdrosi jegyzékonyvek. 225. doboz, 293. old. 1774. dec. 19. (BK 937v): Ad Instantiam
Antoni Zimmermann apud Amplissimum Magistratum in eo humillime supplicantes, quatenus eundem ex gratiosa Re-
flexione illa, quod is Joannem Schandroch Actualem in hujate Eccl. Cath. organistam quam plurimis vicibus qua
aegrotum in suis functionibus supportasset, cantatas quoque Missas pro honore praedictae Ecclesiae composuisset et
secus etiam ad perficiendas omnes Organistae functione semet ad Notorietatem quoque publicam proxime ideneum com-
periret, Casum praecise in illum ubi memoratum organistam mori aut ob magis invalescentem Statum suum morbidum ad
satisfaciendum Functioni sua pro inhabili denominari contingeret, in Locum illum cum cohaerentibus Beneficiis Gratiose
assumere ac super obtinenda hac Functione, nunc pro tunc assecurare dignaretur, determinatum est: Tum ex objecto effi-
cacium Recommendationum tum vero quoque Idoneitas supplicantis pro intus denotata statione Civico huic Magistratui
bene nota sit Eidem ad Casum affuturae vacantiae expectativa accesserit Magistratualiter resolvitur. (Tovabba4 Id. uo.
349. 0., a magisztrdtus iratait.)

72 PZ 1775. dpr. 12.

73 Polak 1978, 176 és 185. o.

74 Polak 1978, 176-7. o.: Lichtenegger 1763-t6l tenorista, 1768-9-t61 regens chori a templom egyiittesében.

75 Poldk 1978, 178-9. 0. (A gyermekek sziiletési éve: 1776, 1777, 1779, 1780, 1782).

76 PZ 1776. febr. 17., Poldk 1978, 173-4. o.: ,,Dieser Tagen wurde bey Sr. Exc.Hrn.Grafen Georg Csaky in Dero
Hotel, in Beyseyn einiger hohen Kenner der Tonkunst, durch ein auserlesenes Orchester von 36 Tonkiinstler, eine neue
Kirchenkomposition des in allhiesigen Stadt schon seit einigen Jahren sehr beriihmten Kompositeurs, Hrn. Anton
Zimmermann, welcher in einer musikalischen Lytanie bestund, mit lautem und ausserordentlichem Beyfall aufgefiihret.
[...] das ganze Stiick dauerte 36 Minuten. [...]

Herr Zimmermann hat den Lohn seiner Geschicklichkeit, und den Preis seiner Zeitverwendung erhalten, da er von
Kurzem bey Sr.Hochbischoflichen Gnaden Hrn. Erzbischoffen von Gran, Primaten des Konigreichs Ungarn, Fiirsten von
Batthydny Hauskapelle fiirst. Hofkompositeur angenommen worden.”
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berében mar j titulussal, mint udvari karmestert emlitik,”? ettél kezdve tehat dirigensként, miivé-
szeti vezetSként irdnyitotta az egyiittes munkajat.

Nemcsak az egyiittes hangversenyein szerepelt, hanem az 0j misorszamokrdl is gondoskodott.
A Pressburger Zeitung az emlitett, 1775. dprilisaban jatszott szimfénidkon, az 1776. februarjaban
elGadott litdnidn, a Rigler altal tolmécsolt csembaldversenyen kiviil beszamol egy klarinét-fagott-
kiirt-csell6 szolistacsoportra irt sinfonia concertante bemutatdjardl (1778. marc.), és 1779-ben, a
Cecilia-nap alkalmabdl elhangzott iinnepi nagymiséjérdl.’s

Emellett szinhdazi miivek komponaldsara is jutott ideje: a kordbban bemutatott Narcisse et
Pierre ,,Singspiel”79 utan érdekl6dése a melodrama mifaja felé fordult: 1777-ben a Schilson-
darabhoz irt zenét (Die Wilden).80 Indulé — de a kezdet kezdetén félbetort — szinhazi karrierjére
utal, hogy Andromeda und Perseus c. melodramajat a bécsi Hofburgtheater mutatta be (1781 . apr.
23,3 ea.), és ugyanez a szinhdz 1782-ben még Leonardo und Blandine c. melodramajat is miiso-
rara tiizte 8! (Zimmermann negyedik, Zelmor und Ermide c., kéziratban fennmaradt melodra-
mdjanak elGaddsarol nincs adat.) A miifaj irdnti érezhet$ affinitisa azonban tovabbi miivekben nem
bontakozhatott ki — a Benda utani korszak egyik korai, a drdmai jellemzés képességével megaldott
melodrama-szerz§jeként igy is szamon tartjdk.82

Kdzben egyre tobb mive latott napvilagot nyomtatasban is: Breitkopfndl tovdbbi szimfénia-
sorozatai jelentek meg (1774, 1775, ill. majd 1782-4),83 a lyoni Guéra cég els§ kiadvanyaiként
Zimmermann-miveket vdlasziott (6 szonata, 6 kvartett — 1777) 84 A tekintélyes bécsi Artaria-firma
harom szonatdjat, csembalSversenyét és az Andromeda und Perseus ,,zongorakivonatat”85 az elsd
Pozsonyban miikod§ zenemtikiadd, Johann Schauff pedig Maria Terézia halalara irt kantatajat és
egy csembald-kvartettjét adta ki. A bécsi zenemiipiacon Johann Traeg is terjesztette miveit: a
kopista-cég elsG, 1799-ben kiadott katalégusaban szamos miive szerepelt (Notturno, 6 szextett,
oboaverseny, versenymd két fagottra, csembaldverseny, harfaverseny, 12 vondskvintett, 12 fuvolds
kvintett, 6 csembalé-heged( szonata stb.).86

1780-ban végiil a d6m orgonistajanak posztjat is sikeriilt elnyernie. (A kordbbi feltételezé-
sekkel ellentétben tehdt csak ekkor,az id6s J. A. Schantroch 1780. dprilisdban bekovetkezett halala
utan iilhetett a Szt. Mdrton orgondjahoz.) Mdjustdl alig tobb mint egy éven at jatszott a templom-
ban: 1781. okt. 8-4n varatlanul meghalt.87 A zenekar élén Joseph Zistler, az orgonista dllasban
Sebastian Ruppert kovette 88

77 Ld. a Zimmermann elsé gyermekének keresztelésével kapcsolatos bejegyzést, 1776. szept. 13.: ,,Antonio Czimer-
man, cel[sissim]i principis Capellae Magister”. (Poldk 1978, 178. 0.)

78 PZ 1778. marc. 18. —PZ 1779. nov. 24.

79 Stieger a darabnak még egy elSaddsdrél tud, eszerint 1778-ban Rigdban is jatszottdk (i.m. 1180. 0.).

80 PZ 1777. dec. 10. (BK 996r)

81 Stieger uo. A mii hely és év megjellése nélkiil napvildgot latott kiaddsanak cimlapja szerint a melodrdma ,,nach
der Musik des Preussischen Kapellmeister Zimmermann”. Val6sziniileg azonban csak a Pressburger-Preussischen szé
felcserélésérél van szo.

82 Milan Po 3tolka cikkei, MGG, Grove.

83 Breitkopf a mdsutt kiadott Zimmermann-miveket is terjesztette, Id. a katalégusokat 1776/7, 1778, 1779/80.

84 RISM A/1/9, 312. 0., Z 220, Z 223. A nyomtatvinyokat mds francia cégek is terjesztették: Bureau d’Abonne-
ment 1772-82, Huberty 1769-1773, Preudhomme 1779, Le Duc 1786-1798 kozétt, 1d. French Music Publisher’s Cata-
logues ..., 11. k. 19-22, 30-33, 34, 66-68. o.

85 Op. 1: PLNr. 5, (1779), op. 3: PL.Nr. 27, (17827) és PL.Nr. 17 (1781).

86 Alexander Weinmann, Johann Traeg. Die Musikalienverzeichnisse von 1799 und 1804 . Bd. 1, Wien 1973
(Beitrdge zur Geschichte des Alt-Wiener Musikverlages II. 17), passim.

87 Poldk 1978, 200-8. o.

88 Polak 1978, 182. 0. és Pozsony, Archiv mesta, Kdptalani jegyzékinyv, 1781-1800. 29. o.: 1781. okt. 11. (BK
968.1.) és Vdrosi jegyzékonyv 323. 0.: 1781. okt. 31. (BK 968 ).
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Haldldt a pozsonyi zenei élet silyos veszteségének érezték; a Pressburger Zeitung (€s nyoman
a Wiener Zeitung®9), valamint a pozsonyi Magyar Hirmondo érdemeit méltaté nekrologot kozolt.90
Miivészetének egy tisztelGje gyaszodaval biicsiztatta,9! zenésztarsai a Szt. Marton-templomban
egy Requiem megszolaltatdsdval emlékeztek meg rola.

* %k k

Anton Zimmermann életmiivérSl nehéz pontos képet adni, hiszen miiveinek tematikus jegy-
z€éke hijan (az azonos cimd €s hangnemi darabok azonositdsa ill. megkiilonboztetése nélkiil)
barmilyen attekintésnek a tévedések kockdzatival kell szembenéznie.92

Az azonban jelenlegi ismereteink alapjan is megdllapithatd, hogy Zimmermann, a szdmdra
adatott rovid élet ellenére aranyos, komplett életmfivet hagyott hatra. J6llehet oeuvre-jét — a f&uiri
alkalmazdsban allé komponistdkéhoz hasonldan — a vildgi mtvek tdlsilya jellemzi, a fiatalkori és
.kései” templomi szolgdlat, valamint az a koriilmény, hogy az dltala vezetett f6uri zenekar fenn-
tartdja egyhazi személyiség volt, egyhazi miivek alkotdsara is Osztonozhette. Midra Osszegzése
szerint mintegy 120 vilagi €s 50 egyhdazi mivet irt (ezen beliil a reprezentativ mifajok ardnya is
hasonldan alakul: 40 szimfdniaval szemben 13 mise all).93

Egyhazi mivei kozt sok a kiemelkedd alkalomra késziilt nagyszabasu kompozicid, mint pl.
Motetta S. Caeciliae és Missa S. Caeciliae — az el6bbi talan az 1773-as, az utdbbi valdszindleg az
1779-es iinnepre irddott.94 A harom Missa solemnist (két C-dur és egy G-dur md), valamint két 7e
Deumot feltehetSleg szintén konkrét alkalom hivta életre. A korban divatos, fGleg a ferences
szerzGk altal kultivalt ,,pdsztormise” miifajat Zimmermann is elGszeretettel miivelte: harom Missa
pastoralis, Missa pastoritia programcimmel ellatott miséje maradt fenn (egy C-dir és két D-dur
kompozicié — tovabba egy Offertorium pastoritium feliratot visel§ mi).

A rendelkezésére allo fuvdsgardanak koszonhetGen a misék hangszerelése gazdag €s valto-
zatos. Az iinnepi misékben ez magatdl értet6dS (pl. 2 klarinét, 2 clarino, 2 kiirt a D-dur Missa
solemnisben, vagy 2 clarino, 2 kiirt, timpani az egyik C-dur darabban). A pastorale-misékben a va-
lasztott miifajnak szintén voltak szamara hangszervalasztasi konzekvencidi: ezekben az 1-2
fuvoldhoz vagy 2 obodhoz 2 clarinét tarsitott. A hétkoznapi haszndlatra szant darabokban is leg-
aldbb 2-4 fuvdsszolamot irt, és csupdn egyetlen A-dur mise szoritkozik a templomi alap-apparatus-
ra (CATB, 2 hegedd, orgona).

89 Poldk 1978, 200. 0., jegyzet.

90 PZ 1781. okt. 24.: Miilt héten 40 éves kordban az ideiglenest felcserélte az rokkévaléval Zimmermann, Anton,
az érseki zenekar karmestere és a dom orgonistdja. Kivdlé zenemf(veivel és egy Graun [?] szelid jitékaval a zeneismerdk
korében rendkiviili tetszést, szeretetet és figyelmet keltett maga irdnt. A démban megtartott Requiemen a virtu6z zené-
szek tompitott hangszerekkel adtidk meg neki a végtisztességet. Egy tisztelGje nagy miivészetének a kovetkezd gydszodat
irta haldldra: ,,Ach — so neigest auch Du — der géttlicher Tonkunst Schopfer und Lieber, Orpheus Pisons, du Meister.’
(BK 994v)

Pozsonyi Magyar Hirmondd 1781. okt. 24.: ,,Az ékes muzsikabéli tudomdnynak nem kitsiny kdrvalldsa esett azzal,
hogy Battydni Kardindlis s Fejedelem Ur 6 Eminentzidjanak FG6-Muzsikussa, Tzimmermann Ur, a legk6zelebb milt héten
e vilagbdl ki-milék.” (BK 996v)

91 Kézli Poldk 1978, 207. o. (PZ uo.)

92 Zimmermann miveinek tematikus jegyzékén Darina Miidra dolgozik. (Részletes, de részben elavult mdlista:
MGG, Milan Po3tolka szécikkében). A mivek alabbi ismertetése Midra konyvének alapjdn (1993, 61-65. o0.), valamint a
MTA ZTI Ujkori Zenetdrténeti Osztdlya inventdriuma és partitiragydjteménye adatainak felhaszndlasdval késziilt.

93 Mudra 1993. A szimf6nidk Gj kiaddsa csak 30 autentikus mdrdl tud, 1d. The symphony 1720-1840, ed. Barry S.
Brook, Series B, Vol. 14, ed. Michael Biondi, N. Y. 1984.

94 PZ 1773. nov. 24: ,unter Gottesdienste aufgefiihrte Musik vertigte der bekannte Komponist Herr Anton
Zimmermann” és PZ 1779. nov. 24: ,,... feyerliche Hochamt ... eine musikalische Messe von dem fiirstl. Kapellmeister,
Hrn. Anton Zimmermann”.
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A misék koziil — a fennmaradt forrdsokra vonatkozo ismereteink szerint - a Cecilia-mise, az
egyik tinnepi C-dir mise (melynek egy e-moll lassu bevezetéssel induld valtozata is késziilt), és
taldn az egyik D-dir pasztormise orvendett a legnagyobb népszertiségnek. A misék a térség
templomaiban egyenletes eloszlasban maradtak fenn (Pozsony, Pest-Buda, Briinn, Praga, Bécs,
Trencsén, Selmecbénya, Ilava, Pruské, Pécs, K&szeg, Tata, Wilhering etc.), a kisebb egyhdzi mi-
vek koziil (7 antifona, 7 himnusz, 3 dria, 4 offertorium, 6 litdnia, 4 graduale, 1 zsoltdr, 4 motetta,>
legaldbb 2 Te Deum) viszont feltiinden sok bécsi forrasbol ismert.

A vildgi mivek legnagyobb miifaji csoportjat alkoté szimfénidk mar Zimmermann €letében
népszerivé viltak: Breitkopf 1772-5 kozott tizet kiadott koziiliik (€s 1782-4 kozott tovabbi kettdt).
A legfényesebb karriert az ,,Echo” programcimmel ellatott, 8 fiivost (és a lasst tételben fuvolat is)
foglalkoztaté Esz-dur darab futotta be: egy példanyat a British Museum gytljteményében Haydn
miiveként Grizték, miutdan 1794-ben a londoni Salomon-féle koncertek egyikének miisoran sze-
repelt.9% (A mii egy mdsik Zimmermann-szimfénidval egyiitt 1784-ben a trieri vélasztéfejedelem
udvardban is elhangzott.97) A darab kiilonlegessége — talan sikerének titka — a 2 sz6l6 és 2 ripieno
szordinés kiirt hasznalata.8

Szintén Haydn miveként tartottdk szamon Donaueschingenben egy hdromtételes C-dir szim-
fénidjdt, noha a mid mdsolata 1790-1800 koriil a veszprémi székesegyhdzba Zimmermann mi-
veként keriilt.99 Nem véletlen, hogy a magyarorszagi kottatarak koziil az Esterhdzy-gydjteményben
taldlhaté a legtobb Zimmermann-szimfénia (négy darab, kozte a Sturm und Drang jegyeket mutatd
e-moll m).100

(A szimfénidk a tételek elrendezését tekintve két tipusba sorolhatdk. Tobbségiik négytételes: 1.
szonata, [1. dalforma, I11. meniiett — de scherzo is lehet, a IV. rondd; néhanyszor a lassu beveze-
téssel induld haromtételes ciklus-szervezés is el6fordul.)

Zimmermann versenymi{ivei — mint lattuk —a pozsonyi zenész-kollégaknak késziiltek: a D-dur
bSgbversenyt Spergernek irta, valoszintileg 1778-ban. A schwerini Sperger-hagyatékban fenn-
maradt md partitirdja kettejiik szoros egyiittm{ikodésének bizonyitéka: Sperger nemcsak a mf
eléadoja, hanem az els§ tétel mdsoldja is volt.101 A fennmaradt b6gds, fagott és csembaldver-
seny(ek)en kiviil egy-egy elveszett oboa- és harfaversenyrdl tudunk.!02 Két versenymi — az em-
litett korai fagottverseny €s egy csembaldverseny — nyomtatasban is megjelent (Breitkopf 1769 és

Artaria & Co. 1782).

A kamaramiivek koziil az életrajz kapcsan a korai kétes (Id. pdrizsi, londoni) kiaddsokat em-
litettiik. A parizsi és az 1779-ben Artariandl megjelent, biztosan Zimmermann-nak tulajdonithato
hegedii-csembal 6 szondtasorozat is inkabb a francia gyakorlatot tiikroz§ hegedikiséretes midvek
tipusdt koveti: Newman jetlemzése szerint a heged(iszolamok egyszeriiek és alarendeltek, a zenei
gondolatok énekl8k, a csembalé irdsmdd idiomatikus, anélkiil, hogy nagy technikai igényeket
tdmasztana.!03 Ugyanakkor a lyoni ciklus egységesen kéttételes hat szonatdja (1777) igazi dud-

95 A mifajok felsoroldsat 1d. Madra 1993, 63. o.

9 A kézirat vizjele 1794-1805, 1d. H. C. Robbins Landon, The Symphonies of Joseph Haydn, London 1955, 814. o.
No. 86.— Hob. 1.256 Es 15.

97 Landon, Haydn 2, 690. o. jegyzet.

98 Zimmermann hangszin-érzékének tovabbi bizonyitéka a klarinétpér és basszetkiirt korai alkalmazdsa misékben
(Missa S. Caeciliae és egy pesti Missa solemnis) vagy négy clarino fényes hangzasidnak kiakndzdsa kiilonb6z6 miifaji
miivekben (Te Deum, Cantata a 15 és D-dir szimfénia).

99 Landon Symph., App. 1. No. 27 — Uj kiad4sai: Miinchener Haydn-Renaissance I/3, ed. A. Sandberger, Bruns-
wick 1939 és ua. ed. Z. Fekete, Wien-Basel 1950. Veszprémi jelzet: Symph. 32.

100 Viszonylag kevés a programcimmel elldtott md, pl. La Gratulatione, Sinfonie militaire (kiadva: The Symphony
1720-1840), Sinfonia pastoritia .

101 Meier 1969, 121. o.

102 Traeg 1799, 1d. Weinmann, i. m. 351. o.

103 Newman i.m. 360. o.
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szondta, olykor hegediiszolokkal.!04 Stiluskritika és forrdsanalizis alapjan Mudra ehhez a soro-
zathoz kapcsolja a Nagyszombatban fennmaradt duetteket is,!05 de lehet, hogy azok inkdbb a
hegediikiséretes mifajba sorolhaték (vagy pedagdgiai céllal irédtak). Mds kamaramiivekben a
szélamok technikai igényessége tiinik fel — tehdt valésziniileg Pozsonyban, a Batthydny-egyiittes
tagjainak késziiltek, mint példaul a szokatlan hangszerosszedllitasi csembalé-heged(-bracsa Di-
vertimentdK, vagy a csembaldra, hegediire, bracsdra és cselléra irt Quartetto .

A nagyobb apparatust foglalkoztaté kamaramtivek koziil — az itt kiadott 12 kvintett mellett — 8
vondsnégyes (koztiik a divertimento jellegli 6 bécsi kvartett), 6 szextett, vonds-flivds kombina-
ciokra szant 6 Divertimento, 5 Cassatio,4 Nocturno, és 5-7 szélami fivésegyiittesre irt 4 Partita
maradt fenn.

A 52016 billentyds miivek két — mifajilag ellentétes — tombot alkotnak: Zimmermann, az orgo-
nista archaikus mifaju preludiumokat és fugdkat, valamint 6 Versetti-t komponalt,106 de udvari ze-
nészként taldn a konny( hasznadlati zene irdsit6l sem idegenkedett, Id. a Belagerung von Valen-
ciennes csembald-programdarabot, és a 12 Zingaresi (szintén nem teljes biztonsdggal Zimmer-
mann-nak tulajdonithatd) sorozatat. 07

A 18. szazadban Magyarorszagon mikodott zeneszerz6k koziil csak néhanynak — els@sorban a
bécsi kiadokkal kapcsolatot teremt§ komponistdknak — sikeriilt mdveiket a nemzetkozi forgalomba
juttatni. Zimmermann azon kevesek egyike, akinek darabjai meglehetSsen széles — taldn a legszé-
lesebb — korben terjedtek: nemcsak a hazai egyiittesek jatszottdk szivesen, hanem a régi6 koz-
pontjaiban (Bécsben, Pragdban, Briinnben), osztrak kolostorokban (Wilhering, Zwettl, Krems,
Klosterneuburg, Seitenstetten, St. Polten), cseh és német rezidencidkon (Kromefiz, Cesky Krumlov
- Donaueschingen, Regensburg, Schwerin, Wolfenbiittel) is a repertodr értékes részét képezték.
Sét, egy londoni €s egy firenzei konyvtarban is 6rzik mifveit.

A korabeli népszeriiségnek — és az uj kiaddsoknak — koszonhetSen jelenleg leginkdbb szim-
foniai ismertek, kamaramiveib6l az utébbi években csak néhdny kisebb darab keriilt kiaddsra
(duettek, két szondta etc.). Indokolt tehdt, hogy kamarazene-termésének reprezentativ sorozatat
kozreadva uj vondssal jaruljunk hozzd zeneszerz6i portréjanak megrajzoldsahoz.

104 Egy szondta Uj kiaddsa: Early Viennese Chamber Music with Obbligato Keyboard, ed. Michele Fillion, Madi-
son 1989.

105 Kiadds: Dueto, ed. D. Midra, Musica Antiqua Slovaca, Bratislava 1994.

106 Ezek Rigler zongoraiskoldjdnak fiiggelékében jelentek meg, 1d. a 7. jegyzetet.

107 Kiadasa in: Hungarian dances, ed. Papp Géza, Musicalia Danubiana 7, Budapest 1986. (A darabok mdsolatat
valdsziniileg a Traeg-mihely készitette és terjesztette, Id. WZ 1792. dpr. 21-i sz4m hirdetését.)
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A vonéskvintettek: hangszerosszeallitas,

tételrend és ciklusterv

Az 1780 elétt kiilonbozd elnevezésekkel (Sonata, Divertimento, Cassatio , stb.) elldtott vondskvin-
tett tipikus Osszedllitasa: 2 hegedd, 2 bracsa, 1 cselld, esetleg 2 heged(, | bracsa, 2 csell6. Zimmer-
mann vondskvintettjeinek 3 hegedi, |1 bracsa, | cselld Osszetétele elég szokatlannak mondhatd, leg-
aldbbis a Bécs hatdsa alatt all6 kamarazenében. (Ilyen Osszedllitdsokra inkdbb a francia hagyomany-
vidéken vannak példdk.) Néhdny adat azonban mégis arra utal, hogy a hangszer-9sszedllitasban,
mely néha egy cikluson beliil is véltozott, a zeneszerz§ egyéni hajlamai is megmutatkozhattak.
Albrechtsberger 2-, 3-, 4-, 5- és hatszélami miveket tartalmazé szondtasorozataban példaul sok
egyéb mellett felbukkan a 3 hegedd + | bracsa + 1 cselld kombinécio is (ez az opus azonban
késébbi Zimmermann miveinél). Ahogy Boccherini 200 kvintettjének tobbségében a sajat hang-
szerének tekinthet$ csellé domindl, gy elképzelhetd, hogy Zimmermann is magdnak irta a harma-
dik hegediszélamot, hiszen a primet — maga orgonista Iévén — Zistlernek engedte at.

A bécsi klasszicizmus e korai szakaszdban persze az Osszedllitist még amigy sem kell szigoru-
an eldirtnak venniink. Pichl, Krommer, de maga Zimmermann egyes m(iveinek felirata is megen-
gedi, hogy az elsG hegediit fuvola helyettesitse. Ez a variabilitas taldn még az efféle szabadsdggal
b&ven €16 barokk utéhatdsaval magyarazhatd. Mint Rosen megjegyzi, Mozart elStt az Gsszedllitas
alapja még az az elgondolds, mely az egyiittest (akdr a kvartettet, akdr azt kib&vitve, a kvintettet)
az els6 hegedi kisérettel ellatott szolojanak tekinti. ,,Ez a fajta megkozelités persze a format diverti-
mento jelleglivé teszi, és minden komoly lehetSséget kizar.”108 A bels§, kiséré szolamok
variabilitdsa tradiciondlis vonds, mig az érett kamarazenében (1760 utdn) valamennyi szo6lam egyé-
niségként 1ép a szinre.

A hangszerelés tekintetében arra is valaszolnunk kell, milyen hangszert vagy hangszercsopor-
tot igényel a kvintett Basso sz6lama. Elvileg négy lehet&ség van: a sz6l6 cselld, a sz616 nagybdgd,
a csellé és bGgd egyiitt, végiil a billentylis hangszerrel kombindlt Basso continuo.199 A bécsi
klasszicizmus korai korszakdban e kérdésre szinte minden m( esetében kiilon kell a feleletet meg-
talalni. (Webster megallapitdsa szerint Haydn is csak az Op. 20-ban ,fedezi fel” a sz6lécselld
funkcidjat, a korabbiakndl nem zdrhatjuk ki a csell6 + nagyb&gé osszedllitast.110)

A Zimmermann-miivek szélamkonyveinek felirata: ,, XII Quintetti 2 Violino Imo [Ide [IIe Viola
et Basso”. Violoncello-t olvashatunk viszont a basszusszélam boritélapjan. A zenei anyag vizs-
galata megerdsiti ezt a diszpozicidt: gyakran 1ép F ala, s6t C’-ig, a cseilé legmélyebb hangjdig is
leereszkedik (az akkori négyhuiros b&gé hangoldsa altalaban F A d g); gyakori a C’-G kettSsfogas,
mely b6gén egyaltalan nem jatszhatd; a zongoraszeri kiséréfigurdkat tempéban €s vildgos szinnel
csak a csell6 tudja megszolaltatni. A virtuz passzdzsok, kiilonosen ha az F alatti régiét is érintik,
latszolag kizdrjdk a b6gd alkalmazdasat. Ugyanakkor néhdny helyen (amikor a csellé dallamot
jatszik), olyan furcsa ,,dl-kvartszext akkordok” keletkeznek, melyek talin mégis igényelnék az
oktavval mélyebb vondshangszer jelenlétét (pl. a 4. és 5. kvintett utolsé tételében).!11 A virtudz

2 2

passzazsok jelenléte onmagdban kiilonben sem volna kizar6 ok, hiszen a nagybdgd az 1760-as,

108 Charles Rosen, A klasszikus stilus. Haydn, Mozart, Beethoven, Budapest 1977, 364. o.

109 James Webster, The Scoring of Haydn's Early String Quartets, Haydn Studies, N. Y. 1975, 235.. 0.

110 James Webster, The Bass Part in Haydn’s Early String Quartets and in Austrian Chamber Music 1756-1780,
Musical Quarterly, 63 (1974)

11 Dieser Uberschreitung der Oberstimme mit der Unterstimme ist in der musikalischen Setzkunst bey Halb-
componisten ein ganz gemeinen Fehler” — irja Leopold Mozart, Griindliche Violinschule, 3. Aufl., Augsburg 1789, 3. 0.
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70-es években concertdlé hangszernek szamitott,!12 a Batthydny-zenekar pedig két kiting b6gs-
virtu6zzal is biiszkélkedhetett (Kampfer és Sperger). A basszusszélam F alatti régidjanak gyakori
haszndlata, raaddsul sokszor tematikus anyaggal, mindenesetre a b&gé ellen szdl, valamint az is,
hogy a b8g8s Sperger darabjai soha nem mennek ennyire mélyre.

A 6. Zimmermann-kvintett els§ tételének kidolgozasaban a Violoncelle beirast mintegy 20
utem mulva ismét a Basso csatlakozdsa koveti. Itt fordul elS ez a jelolés el&szor, de a rakovetkezd
kvintettek szinte mindegyikében alkalmazza azt a szerz8. Ha tehat ragaszkodunk ahhoz, hogy a
ciklus elsé és masodik fele azonos appardtusra irédott, akkor tudomasul kell venniink, hogy
igényes, virtu6z basszusszélammal dllunk szemben, amelyet a csellén kiviil egy valdszindleg F-re
hangolt othuros bdgé is jatszott (kivéve a csellé sz6lé szdmdra fenntartott helyeket), a mély
hangokat pedig talan oktavval feljebb jatszotta a bGgds. Olykor-olykor a ciklus elsé felében is
el6fordulnak olyan menetek, melyeket csak szdlista jatszhat (pl. a 3. kvintett 1. tétel kidol-
gozasaban a brdcséra felel§ csell6sz616). Az el6addknak tehdt — ha kétszemélyes Basso-elGadds
mellett dontenek — meg kell prébalniuk analégidsan kiegésziteni az ilyen helyeket.

Mindenesetre a kvintetteket sokkal tobb szal flizi a kamaramifajokhoz, hogysem a teljes vo-
noszenekarral valé elGaddst autentikusnak tartanank. Zimmermann, ha vondszenekarra szanta
volna mitivét, valdszintileg nem 12-es sorozatban bocsatja ki, s inkdbb sinfoniae, mint quintetti el-
nevezést hasznalt volna.

* % %

A ciklus egészének megitélésekor jelentds szempont, hogy milyen mintdk és szandékok alapjan
alakitja ki a szerz§ a kvintettek stabil, kikristdlyosodott haromtételes rendjét. Valamennyi mi
Allegro vagy Allegro moderato tipusii tétellel kezdédik (ez 12-bél 10 esetben paros litem), utdna
Andante vagy Poco adagio lassu tétel kovetkezik, zarasul pedig tobbnyire Tempo di Menuetto (6
esetben), ritkdbban Rondo vagy Polonaise felirati finalé.

1. Allegro4/4 B Largo languido 6/8 Esz Tempo di Menuetto
2. Moderato 3/4 F Adagio 4/4 C Tempo di Menuetto
3. Allegro vivace 44 C Andante un poco adagio 3/4 F  Rondo Allegretto 3/8
4. Moderato 2/4 G Adagiod4/4 e Rondo 2/4
5. Allegro3/4 D Andantino 2/4 A Rondo (alla breve)
6. Un poco allegretto 6/8 A Andante sostenuto 2/4 E Tempo di Menuetto
7. Allegro4/4 C Andante 2/4 F Tempo di Menuetto
8. Scherzando allegro vivace Un poco adagio 4/4 B Allegretto Vaudeville 2/4
214 F
9. Allegretto 2/4 G Poco adagio 4/4 C Rondo (alla breve)
10. Moderato 4/4 F Andante 2/4 B Allegro moderato quasi
Polonaise 3/4
11.  Allegro moderato 4/4 A Andantino grazioso 2/4 D Vaudeville, Tempo di
Menuetto
12.  Allegro moderato 3/4 Esz Romance 2/4 B Tempo di Menuetto

Latjuk, a szkéma végig valtozatlan. E tipus kialakuldsahoz tobb oldalrél futnak ossze a szalak.
A miifaj kifejlédésében kétségteleniil szerepet jatszottak Boccherini egész Eurdpdban elterjedt kvin-
tettjei. A komponista 1771-es sorozataban (Op. 10 és 11) az egyes miivek harom- vagy négytétele-

112 .. in the 1760s and early 1770s, the double bass seems to have been used ... as a concertante instrument. It
flourished principally in provincial courts like Eszterhdza, Grosswardein, Pressburg (and Salzburg).” — Webster 1974,
437.0.
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sek, de a 70-es években két- és haromtételes kvintetteket is kibocsatott a szerz6. Igy az Op. 30
kvartettek és Op. 31 kvintettek tobbnyire egy Andante vagy Allegrerto elsG tételbdl és egy Minu-
etto findlébdl dllnak. Az Op. 45 még mindig a kéttételes tipushoz ragaszkodik, legfeljebb az elsé
tétel mozgasanak, anyaganak ujrafelvételével bdviti haromrészessé a format. Feltding az is, mily
csekély a kiilonbség a két tétel kozott: kozeli tempok és hangnemazonossdg; csupdn a metrum és
mozgdsfajta valtozik.

A javarészt Itdlidban tevékenykedd cseh komponista, Myslivecek kvintettjei hdromtételesek
(meniiett nélkiil), s kozelebb allnak a szimfénidhoz, mint a kevésbé koncentrilt, divertimento-szerd
formakhoz. Tudjuk, hogy Zimmermann maga is érdekl8dott a vondsszimfonia irdnt, mely Caldara,
Tuma és Monn hatdsdra Bécsben mar a szazad korabbi évtizedeiben bevetté valt. E szerz&k
miveinek masolatai megtaldlhatok a pozsonyi kottatarakban is. Ezekben még, persze, a Sonata de
chiesa nyomai is felfedezhet8k, s négytételes szerkezetiik tobbnyire a lassi bevezetés — figa —
andante — tdncos finalé képletet koveti.113 De ezt a miifajt miveli Johann Georg Albrechtsberger is,
kinek szondtasorozatai koziil az Op. 3, 6 és 15 megtaldlhaté a Festetics-féle keszthelyi kotta-
gyljteményben, mely a Zimmermann-kvintetteket is tartalmazza. Ugyancsak a keszthelyi gydj-
teményben &rzik azt az 6t Zimmermann-szextettet is (négy vondsszélamra és két kiirtre), mely
stilizalt tanctételek beiktatasaval és a tételszam valtozatossagaval a szvitek vildgat idézi.!14 De
megtalalhaté Keszthelyen az a Haydn-kvintett is (obodra vagy fuvoldra és vondsnégyesre, lasd
Hob. X:1), mely megallapodott haromtételességével (Allegro moderato — Adagio — Finale Quasi
Menuetto) akar elSképiil is szolgdlhatott a pozsonyi zeneszerzének. Ugyanezt a tételbeosztast
koveti a Haydn-tanitvany Ignaz Pleyel 1765 és 1789 kozott irt jéonéhany kvintettje. Haydn
kamarazenéjében e tipus elég korén feltdnik, s éppen a kvartett és szimfénia mifajaval kapcso-
latban. A négytételes épitkezés az Op. 9 kvartettsorozattdl valik altaldnossd, mig a kevert egyiittes-
re irott darabokban a hdaromtételesség a gyakoribb.115

A bécsi kvartettszimfonia kisugdrzasat megel6zden az osztrak €s cseh teriileteken kiilonosen
erGs volt az olasz zene hatdsa (Tartini, Tessarini, stb.). Erre gondolva irja Finscher, hogy a cseh
kismesterek hangszeres muzsikdjanak példaképe az italiai szimfénia lehetett.116 A kvartettszim-
fonia e késSi mivelSi kozott olyan zeneszerzékkel taldlkozunk, akiket gyakran jatszottak
Pozsonyban (Hoffmann, Holzbauer, d’Ordofiez, Umstatt, Wagenseil, Kohout). Taldn szdmolhatunk
Carl Stamitz hatasdval is, mivel hat szimfénidja szerepel a Batthyany-inventariumban. A hdrom-
tételes italiai szimfénia-tipus tehat kozvetitékon keresztiil jelen volt Pozsony zenéjében, s a mar
emlitett egyéb hatasokkal egyiitt arra indithatta Zimmermannt, hogy kvintettjeit ne a divertimentok
laza, valtozékony tételrendjében, hanem a vondsszimfénidk stabil hdromtételességében koncipidlja.

* %k %

Miel6tt a tételek jellegérdl és formdjardl beszélnénk, folvetddik a kérdés, milyen gondolat vezette
Zimmermannt a ciklus egészének elrendezésében. Ugy vélem, kizart, hogy az 1. miitdl a 6.-ig tart6
hangnemi sor, mely kvintenként emelkedd iranyt kovet, véletlen lenne. Taldn arra is gondolhatott a
szerz$, hogy hat mdvét kiilon egységként adja ki (mint a duetteket, szonatdkat).

A 7. darabbal djra indul a ciklus: megtorik a hangnemi sor, s mintha a reprezentativ szimfoni-
kus hangvétel is egy uj induldst hizna ald. Koncepcidzus lehet az is, hogy innentél két irdnyba

halad: felvéltva a domindns és szubdominans régiok felé. Ezt azonban kevésbé szigorian valdsitja

13 Finscher ezt a miifajt — jobb terminus hijdn ~ Fugenquartett- nek nevezi, melynek 1étrejottében jelentSs szerepe
volt az uralkodéi izlésnek is: mind VI. Kdroly, mind II. Jézsef kedvelte a szigord stilusi, fugatds felépitési (,,gehorig
durchgefiihrt, aber nicht zu lang”) miiveket, amiket tobbnyire a csaszéri udvar sztik korében rendezett vonésnégyes-hang-
versenyeken mutattak be. V. 6. Ludwig Finscher, Studien zur Geschichte des Streichquartetts I, Kassel-Basel 1974, 72-
73.0.

114 ‘Webster Cassation-Kategéridja: Cassation vonésokra vagy kevert egyiittesre két kiirttel.

115 V. 6. Karl Geiringer, Joseph Haydn, Budapest 1969, 181. és 223-224. o.

116 Finscher, i. m., 75. 0. :
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meg, mint az elsS rész hangnemi tervét (a 10. kvintett ismét F-dur, a két utolsé kvintett pedig ugras-
szerden €ri el a hatos széridn beliili legtavolabbi hangnemeket, s igy mintegy ellenpSlusként szem-
besiti egymadssal az A-dir és Esz-dir tonalitadst). Fenti megallapitdsunkat megerdsiti a komponista
mds m(-sorozatainak vizsgdlata is. Zimmermann daltalaban igyekezett kompozicids ciklusaiban
logikusan Osszekapcsolni az egyes miivek hangnemét akar linedris médon!l7, akar szimmet-
rikusan.!18 Mindezekbdl a keszthelyi forras sorrendjének eredetiségére kovetkeztethetiink. 119

17 6 Quartetti (1776-77), op. 3, Lyon: B, Es, B, F, C, D; 6 Sonate (1778), op. 2, Lyon: A, B, C, D, Es, F;
4 szimfonia (1775): C,E,F, G.

118 6 Sonate (1776-77), op. 2, Lyon: G, E, A, D, F, C.

119 A sorrend és a sz6lamrend originalitdsarol részletesebben 1d. Mezei J., A. Zimmermann és a vondsités-miifaj
letét-problémdi , Zenetudoményi dolgozatok 1985, Budapest, 49. o.
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A kvintettek tételtipusai

Ha a Zimmermann-kvintettek zenei jellemzését kivanjuk felvazolni, legkonnyebben jarhaté tnak
az latszik, hogy az egyes formarészek zenei megoldésainak csoportositdsaval probalkozzunk, mint-
hogy a tételfajtak egésziikben nem rajzolédnak ki a kell§ élességgel. Els6ként a zenei felépités
szempontjabdl legigényesebb nyitorételeket vessziik szemiigyre.

A szondtatételek fétémdir vizsgélva egy csoportba sorolhatjuk az 1., 3. és 9. kvintett f6téma-
jat.120 K6z6s benniik a f6téma hdrmas felépitettsége, a hangnemexpondlé indité mozdulat utdn a
»ketyeg8” kisérSritmus meginduldsa (legtobbszor hegedfiduett). A ritmikus kezdd tag utdn kovet-
kez§ egységek egyike dallamosabb, szarnyalobb: az els§ miiben a masodik négyiitemes szakasz, a
3. darabban a harmadik szakasz (itt kozbeiktatédik még egy négyiitemes crescendo-teriilet). A
kozponti melodikus tag utdn a tematika felaprézddik €s némi bGvitéssel a dominans félzarlatra
vezet. A 3. és 9. kvintettben a bGvités szélesebben bomlik ki, és a valtédominans megjelenésével
az V. foku zdrlat olyan hangnemi értéket nyer, hogy a melléktéma kozvetleniil csatlakozhat hozz4.

A 4/4-es kamara jellegi Allegro e tipusaval szemben a 7. kvintett szimfonikusabb megfogalma-
zasi. Ha feltételezziik, hogy a szerz$ a ciklus masodik részét 6nallé sorozatnak szinta, e md
alkalmasan inditja azt. A nyit6é periddus itt két tagga bonthatd, s b&vités nélkiili formakezelése
egyszer( és vildgos, bdr kissé taldn személytelen. Szimfonikus fogantatasinak mondhatjuk az 5.
kvintett f6témdjat is, mégis, ez inkdbb a konnyebb, olasz tipusu Sinfonia miifajba sorolhats. Bels6
kialakitasdban is folyamatossdgra torekszik: lényegében ceziira nélkiil, kis kétiitemes egységek
Osszeépitésével jut el a 20. iitem tonikai zarlataig.

Kiilondllé csoportot alkotnak a4., 6. és 8. mi nyitétételei. Kozos jellemzdjiik a konnyed diver-
timento- vagy szerenddszerdi hangvétel. Valamennyi miiben nagy szerepet jatszik az attort szerkesz-
tés: a dallamnak egyik hangszerrdl a masikra valé attétele (4. kvintett), a regiszter transzpozicidja
(6. kvintett, vo. a f6téma és atvezetés kezdetével, 17. iitem), vagy a folyamatosan mozgd basszus
felett a fels§ és als6 szélampar szembedllitasa (8. kvintett).

A legjelentSsebb témaformalast €s legszubjektivebb hangot a harom utolsé kvintettben fedez-
hetjiik fel, melyek mar szinte az érett kvartettmifaj komolysagat idézik fel. A kiséret egyenletes
nyolcad-liiktetésére fokozatosan rarétegz8dd téma utan (10. kvintett) a kisebb ritmusértékek belép-
tetése is eddig nem tapasztalt bens&séggel, természetességgel torténik. Az utolsé (12.) kvintett a
metrumvalasztason és a témaalakitdson keresztiil is kiilonleges szint képvisel. A periédusérzet
szdndékos elmosdsa, a f6témateriilet két tagjanak szembeallitasa (1-13. és 14-23. iitern), a tovabb-
vezetés utkeresése (24. litemtSl) az egész sorozatban egyediilallo, tudatos és 6konomikus zene-
szerz8i munkdra vallanak.!2! Metrum és temp6 tekintetében rokon vele a 2. kvintett nyitotétele, de
kozelebb all a divertimento jellegti tételekhez: egyszerd fakturdja, az els§ és harmadik hegedi
egymasra feleld, véltott periddusai ezt a rokonsdgot hizzik ala.122

A kovetkezS8kben azt vizsgaljuk meg, hogyan késziti el§ a szerz§ a melléktémdt illetve annak
hangnemét, minek alapjan lokalizdlhatjuk azt, s végiil, mihez kezd a komponista a domindns
hangnem elérése utan. E tekintetben a megoldasok valtozatossaga ellenére azonos ,,programrol”
beszélhetiink, s az egymastdl eltér§ tételek annak csak mas és mas megvaldsuldsai.

Az atvezet$ rész tizenkettGbdl hét esetben a nyitéd téma djrakezdésével vagy a téma masodik
felének megismétiésével indul. A modulacié egyetlen eszkoze a valtédominans alkalmazésa; azon-

120 A 9. md 2/4-es litemmutat6ja félrevezetS, csupdn diminualt frasrél van sz6.

121 Mindezt részben a zenén kiviili program (,,de lamentatione™), a lamentécié dallam-idézet is magyarazza.

122 A harmadik hegedf itt ismét fontos szerepet kap, éppigy, mint Mozart kvintettjeiben a bracsa. Ez meger6siti
Poldk azon feltevését, hogy Zimmermann ezt a sz6lamot mintegy sajit magdnak komponalta.
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ban a szerz§ ezt az eszkozt is olyan szerényen hasznalja, hogy kérdés, egyaltalan moduldciérdl be-
szélhetiink-e. A valtédomindnssal megerGsitett V. fokt zarlat utdn az dj formarész tobbnyire
egyszerien elsG fokként kezeli az elért dominanst (3., 9., 12. kvintett).

Sokszor alig kiiloniil el a melléktéma, illetve nehezen lokalizalhat6 annak kezdete. A szerz8
nemritkan ra is futtatja az dtvezetést az uj témadra, bdr ilyenkor mds eszkozokkel segiti annak fel-
ismerhet8ségét. Kedvelt megolddsa példaul, hogy a masodik témat a csell6 magas regiszterében
szélaltatja meg (,,kantabler Satz”: 1.,2., 8.,9., 11. kvintett). Sokszor viszont az, amit melléktéma-
nak érezhetnénk, meglehetGsen késén, az expozicié kétharmadédndl tdnik fel, s igy szinte mar
zarétémanak mondhaté (4-9.).

Az 1. kvintettnél az atvezetéstdl alig elvald melléktéma kezdetét (29. litem) a regisztervaltds
jelzi. Az expozicid hatralévs részét — tobb, mint felét — Zimmermann azzal tolti ki, hogy a 38. litem-
t6l maggiore—minore valtast épit be. Ez megfelel6 mddon frissiti az elhasznalédé hangnemet (épp-
igy, mint a 3. és 4. kvintettben), s ezutdn mar a zarétéma kovetkezhet. A 10. kvintettben azonban e
helyen — vagyis azon a ponton, ahol az ,.elkésett melléktémak” szoktak felbukkanni —a mar hallott
melléktéma tér vissza. Efféle formai kapocs az expozicién beliil nem csak a melléktémaval
kapcsolatban valdsithaté meg: a 2. kvintettnél egy szekvenciasorozatra kifeszitett dtvezetés viselke-
dik hasonléképpen (v6.a 6. és 8. kvintettel).

A 4. darabban szinte lehetetlen biztonsaggal megallapitani a melléktéma helyét. A megfele-
18en elhelyezett domindns zarlat (46. iitem) ugyanis ugyanigy rogziti az 4j hangnembe valo meg-
érkezést, mint egy elkiilonitett melléktéma.i23 Hasonlé a zarlatok szerepe az 5. kvintett 36., vagy a
6. kvintett 44. iitemében. Ide sorolhatjuk a 10. kvintettet is, amelyben a folyamatos irdésmédbdl
kovetkezGen nincs exponalt domindns zdrlat, s az \ij hangnemben megjelen$ tematikus anyag is
szélesebb feliileten oszlik szét (azt témakomplexumnak nevezhetjiik).

A szimfonikus stilus képvisel§jében, a 7. miben, az eddig targyalt vondasok majd mind egyiitt
taldlhatok. Az ujra indulé f6téma a valtddomindns érintésével jut a dominansra, a 30. litemben j,
tematikus igény( atvezets rész vezet a 39. iitem erds zarlataig. Valédi melléktéma (szabalyos peri-
Odus) kovetkezik, melyet az expozicid lezardsa el6tt az jbol visszatér$ atvezetSrész foglal keretbe.

A szondataforma megvalésitasanak specidlis eseteit képviselik azok a miivek, melyekben a ma-
sodik téma a tonikai hangnemben szdlal meg (8.,9.). Ezek a témak a szolocselld hangszin ellenére
sem tekinthetSk melléktémanak, mivel késébb — az 1) hangnemet régzité domindns zérlat utdn (51.
ill. 21. iitem) — még egy téma lép fel. Az ilyen hdromtémds expozicionak természetesen a tétel
tovabbi felépitésében is vannak kovetkezményei.

A 9. darab specialitdsa az, hogy miutdn a melléktémat atmenet és modulacio nélkiil vezette be
(18. iitem), a 25. iitemben indulé Steigerungszug révén mintegy utélagos atvezetést produkal.
Ennek parja a 40. iitemben kezd8d§ masodik fokozas, s ezzel az expozicié hatdran ismét vissza-
kapcsolodik az alaphangnemhez.

Amint a sorozat végéhez kozelediink, szaporodnak az egyéni, csaknem merésznek mondhatd
megoldasok. Lattuk példaul, hogy az utolsé kvintett f6témaszakaszanak legjellemzSbb vonasa a
periddusérzet felbomldsa, s ennek kiilonds, mar-mdr Haydnra emlékeztet§ megoldasat tartogatja a
szerz8 az expozicié —és az egész tétel — legvégére (86-92. litem).

A kidolgozdsi rész megoldasai két f6 tipusra vezethetdk vissza, melyek taldn ismét egyazon for-
rasbol eredeztethetdk. Ennek Iényege, hogy a domindans hangnembdl elindulva, esetleg a tonika
rovid érintésével eljut egy latszélagos hangnemi szintre (az eredeti VI., II., vagy IlI. fok hang-
neme), majd ebben a moll hangnemben tér vissza 4ltaldban az a mondat, amelyik az expozicidéban
a zarotémat kozvetleniil megel&zte. 124

123 A melléktéma efféle ,,p6tldsa” més szerz6knél is elGfordul, vé. pl. Haydn Op. 20. No. 4. kvartettjének €s
Mozart K. 458, B-dir vondsnégyesének nyité tételét.

,,,,,,
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A legegyszer(ibb esetet a 2. darab képviseli: rovid bevezets (6 ilitem) €s a tonikdn kiépitett
gyenge félzarlat utdn szekvenciazé visszavezetésbe kezd. E tematikusan lazan Osszefiiggd teriilet
foltszerd hatdsdt a 87. iitemben belépd tizenhatod menetek torik meg, s kozvetleniil a reprizre
vezetik ra. A kidolgozasnak alig nevezhet6 formarész tehdt két, mozgdsdban kiilonboz$ szakaszra
oszlik. Nincs ugyanis tematikus utalds, mintha végig egyetlen, hosszdra nyult visszavezetést
hallandnk. A tonika vonzdsa az egész formarészen at érvényesiil, s ez igy van a kvintettek négy-
otod részében. Ez arra utal, hogy a szerz§ szamdra még elevenebb a régi, kétrészes szonata idedlja,
mint a kidolgozast onallé formatagnak tekinté felfogas.

A két szakaszbol Osszetett kidolgozasi rész mdsik megolddsa a 8. kvintettben kovethetd. A
bevezetS g-moll teriilet utdn ugyanaz az anyag ismétlédik a tonikén, majd dj tematika bevezetésé-
vel indul, s a hangnem felfrissitése céljabol minore-véltassal folytatodik a visszavezetés. Szinte
pontosan ezt az eljdrast ismétli meg a 7. kvintett is, de kissé karakteresebb témakkal. A f6témafe;j
idézése és a hangnemkeresés harmonidi utdn a szubdomindns parallel és a tonikai minore hang-
nemében hangzik el egy-egy teljes periddus, melyek utin egy alpolifon visszavezetés szikitett
szeptim akkordokba torkollik.

A kidolgozasi rész tovabbi gazdagodasat concerto-elemek bevondsdval éri el Zimmermann,
méghozza a divertimentoként (4., 6.) vagy olaszos szimféniaként (5.) jellemezhetS tipusok eseté-
ben. Ez utobbiban a kidolgozas kontrapunktikus elemekkel szinesedik (lasd példdul a 100.
litemben induld visszavezetd részt). A 6. kvintettben valdsdgos kis sz6l6t kap a cselld (itt taldlko-
zunk el8szor a Violoncelle beirdssal), a dominans utdni harmadik hangnemi szint pedig nem a
tonika, hanem a medidns C-dur. Ebben a hangnemben indul a visszavezetés is, majd d-moll és c-
moll érintésével jut el a tonikai minore domindnsdra. A hangnemi kapcsolatoknak ugyanez a rendje
ismétlédik a 9. kvintettben is (kiindulds a tonikai minorébdl, s annak parhuzamos dirjaként éri el a
medidnst), de itt a hangnemkapcsolatot még elGjegyzésvaltas is kiemeli.

Az eddig targyalt darabok azonos formatipusba csoportosithaték: a kidolgozas egyetlen koz-
ponti formatagot alkot, még ha az hangnemileg kiilonb6z§ szintekre tagolddik is. Az ide tartozé
darabok koziil a 11. emelkedik ki a megvaldsitds nagyiviiségével, a tétel egységének hang-
sulyozasaval. Ebben sikeriiltek legjobban a hangnemi atmenetek is (h-moll és a-moll szakaszt
0sszekotd modulacid, az élzarlat prolongdldsa €s lassu atértelmezése bdvitett kvintszextté a
visszavezetésnél).

A masik tipus fokozatokban kiilonbozik az elébb vazolttdl. A kidolgozas eddigi masodik ré-
sze, a visszavezetés most tematikus sullyal 1€p fel, terjedelmében megnovekszik, esetleg maga is
Jol elkiiloniil§ szakaszokra oszlik. Ennek megfelelGen modosul némileg a hangnemi terv is.

Az 1. kvintettben mindkét nagy rész (59-75. és 76-92. iitem) maga is két, tondlisan kiilonbozd
szakaszra oszlik (T, S; Sp, T), melyen beliil ugyanaz a tematikus anyag kétszer pereg le (A, A; B,
B). E két részhez még 14 litemes visszavezetés is csatlakozik.

A 3. kvintett kidolgozdsanak kiilonlegessége, hogy mar az els§ rész koncertdlo bricsa- és
cselldszdloi is moduldlnak, a kovetkezd rész masodik felében pedig a visszavezetés mar a f6téma
maésodik szakaszat (9-12. iitem) hasznalja fel. [gy a tematikus visszatérés a f6téma 12. iitemével
indul (114. iitem).

A legérettebb darabok a kidolgozas tekintetében is az utolsé kvintettek. A 10. kvintettben a
bevezetés €s a visszavezetés dialdgusai, a felsS €s alsé sz6lamok szembedllitasa bensGséges hatast
kelt. A kidolgozds magjat itt a csellé6 d-moll (tonikai parallel) fantaziaja alkotja, mely valdsziniileg
a cselldvirtuéz Kampfer hangszeres erényeinek megmutatasat is szolgalta. A harméniai kép gazda-
godasa olyan feltiin$ e darabokban, hogy mar-mar kiils§ hatisra gyanakodndnk. Valésziniibb azon-
ban, hogy a dontd tényez$§ a szerz§ dltal megszerzett novekvs kompozicids tapasztalat.

A 12. kvintett els tételének kidolgozasa a legkomplexebb. Elsé fele itt is csell6sz616, taldn
még virtuézabb is a 10. kvintetténél. A tonikai parallelben all6 kamara jellegii kozjaték utdn (3.
hegedi és bracsa duettje) a hosszd visszavezetés soran a melléktéma ritmusanak, majd a teljes
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téma felidézése késziti el§ a f6téma visszatérését. A melléktéma tobbszori felhaszndldsa indokolta
teszi, hogy azt a szerz§ a tétel tovabbi menetébdl kihagyja.

A visszatérés Zimmermann miiveiben dltaldban moédositds nélkiil vagy jelentéktelen véltoztata-
sokkal koveti az expozicié menetét, azzal a kiilonbséggel azonban, hogy a f6téma elhangzésa utin
a szerz$ a szubdomindns hangnembe moduldl, igy a repriz tovabbi részében az expozicié hang-
nemi viszonyai mér valtozatlanul maradhatnak. igy tehat, ha az expoziciéban a f6téma utin még
egy téma hangzott el a tonikan (8.,9.), ez a reprizben szubdominans szintre keriil, s a ,,késleltetett”
melléktéma jelenik meg a tonikdn. Az expozicidbeli T-D kapcsolat és reprizbeli S—T megfelelése a
korabeli szerzGknél igen gyakori.125

* k %k

A findlék esetében a tételek szerkezete joval vildgosabban kirajzolédik, mint a nyitétételekben. A
kvintettek felében a zarétételek felirata: Tempo di Menuetto . Ez a tempomegjelolés az opus elején,
kozepén, végén egyarant megtaldlhaté (1., 2., 6., 7., 11., 12)), igy a zeneszerzSi gondolkodds
esetleges véltozdsanak megfigyelésére is alkalmas anyagot kindl.

A szonata-formaji Tempo di Menuetto-findle e korban nem ritka,126 Zimmermann tehit egy
kozos, mindenki altal ismert hagyomanyt haszndlt és épitett tovabb. Az 1. darabban azonban a
szokastdl eltér6en Zimmermann nem ir isméti§jelet a nyitd periddushoz, hanem folyamatosan
tovabbépiti azt. Még ismétlGdés esetén is indokolt annak kiirdsa, hiszen el6fordul a két periddus
doppelfrasiert kapcsoldsa, a hangszerelés vagy faktira megvdltoztatdsa, a periédus mésodik felé-
nek kibdvitése, dltalaban mindez a fétémaszakaszt lezaré domindns elSkészitése érdekében. Az
olykor érezhet§ kompoziciés bizonytalansdg a hangnemi terv megallapodottsdga €s a tematika
kevéssé karakterisztikus megfogalmazasa kozti ellentétbdl adddik. A tételt indité téma utan
szekvencidkat, a modulécidt, tondlis el- és visszavezetést hordozé motivikus anyagokat, ritmusokat
hallunk. Stilizalt tancrdl I1€vén szd, a motivumtoredékek paros egységekké rendezGdnek, s az egész
tételre jellemzé egyfajta szerkezeti levegGsség.

A 2.darab alig fele az el6z6nek, benne a témateriiletek jobban elkiiloniilnek, de a quasi kidol-
gozast itt is mindossze egyetlen periddus s azt kovet§ visszatérés potolja. A 3-5. darabokban mas
findleformakkal kisérletezik a szerzg.

A 6. darabban azutan valédi szondta silyd megfogalmazast ad a zar6tételnek, mely igy a nyit6-
tétellel kozel azonos jelentGség pillérré valik. A témateriiletek vilagos elkiilonitése, a textiira bel-
s6 komplexitasanak novekedése tlinik fel elGszor. A csellénak, mint dallamhangszernek haszna-
latmddja szerkezeti szerepet kap: a kidolgozas elején szinbeli kontrasztot hordoz (bdr e szakasz
6nall6 formarésszé sohasem novekszik, inkabb formai pihendnek lenne nevezhet8). A 7. kvintett-
ben még vildgosabbd vidlik a kidolgozas tondlis szerepe. E tételben egyébként jabb példt taldlunk
a hdromtagu (visszatéréses) melléktéma-szerkezetre és a tonalitdst felfrissit6 minore epizddra is.

A legkidolgozottabb findléval a legutolsé darab rendelkezik, mely egyben e tipus legterjedel-
mesebb példadja (171 iitem). Mdr a téma is rétegzettebb, mint az eddigiek, s a tétel kidolgozottsaga
megkozeliti egy nyité szondta-allegréét. A melléktémacsoport ott is hdromtagd (a mdasodik
témaalakzat az els6nek zar6témava formdlt vdltozata), mikdzben a komponista egy kiterjedt al-
modulacios szakasz kozbeiktatdsaval, hangnemi keriilével jut el az tjabb zdrlathoz. A kidolgozas
kezdetének gesztusa csupan mottd, a tétel témaanyagéhoz nincs koze. A folytatds ellenben a
f6téma kezdete kdnon- és moll-véltozatdnak értelmezhetS. A kidolgozas helyén azonban itt is
Modulationspartie , egy daktilikus hordozéritmusra felftizott harméniasor all. A moduldciés sza-

125 A legismertebb példa W. A. Mozart Sonata facile -janak elsé tétele (K. 545).

126 ]de sorolhat6 példaul a keszthelyi gy(jieményben megtaldlhaté Haydn-kvintett (Hob. X:1), néhdny korai Haydn
micsoport (pl. Hob. V. vonéstriék, Hob. VI. du6-csoport valamennyi darabja, Hob. XI. barytontriék egy része, sGt
Haydn zongoraszondtdi €s korai szimféniai k6zt is van rd példa: 1dsd No. 4, 9, 18, 26, 30.) A Haydn-hagymdany tovabb-
vivGje Pleyel is, akinek a szintén Keszthelyen megtaldlhaté vonéskvintettjei is sokszor meniiett-findléval fejezGdnek be.
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kasz kifejezetten szimfonikus hatdsud, amint a mifaj komolysidgdnak igénye mdr a 2. kvintett
findléjaban is érezhetd.

A masik {6 findletipust a rondok alkotjak, melyek koziil a 3. kvintetté ugyanarra az olasz nyi-
tinyszimfonidra visszavezethetd stilusban fogant, mint a zardtételek fent idézett néhany darabja.
Altalanos vonas e mtivekben a témakezdet kamarahangszerelése és a rea felel§ tutti ismétlés.
Eléfordul a rond6téma haromtagii felépitése, gy azonban, hogy a haromtagu témaszakaszt csupan
jelzésszertien hozza vissza a szerz§, az teljes terjedelmében csak a tétel lezarasakor ismétlGdik
meg. Az epizédok hangnemileg is, fakturalisan is vildgosan elkiil6niilnek (a 3. kvintett elsé
epizodjaban példaul a fels§ harom, masodik epizédjdban az alsé harom szélam a zenei torténés
tovabbvivgje).

A Rondeau felirat nem jar mindig egyiitt Presto tempdval. A paros metrumi tételekben (4., 5.,
9.) Moderato vagy Allegretto a zene liiktetése. A némileg szimfonikus jellegd 5. kvintett additiv
basszusdban a continuo-gyakorlat maradvanyai is felfedezhetSk, s az ilyen tipusi midvekben a
szonataszer(i vonasok is erdsebbek (példdul a tematikus szakaszokndl jéval nagyobb teriiletet
haszndlnak fel az tin. atvezetS részek, lasd a 9. kvintettet!).

A Vaudeville-nak jelzett tételek (8., 11. kvintett) nem térnek el Iényegesen a rondo-finaléktdl,
sGt talan ezek a csoport legosszefogottabb egyedei. (A Vaudeville megjelolés itt valoszindleg csak
asszociativ utalds, meghatarozott formai megkotések nélkiil.) Egyetlen kiilonbség, hogy itt a refrén
visszatérését minden esetben a témaszakasz kozéprészének (8.) vagy masodik felének (11.) vissza-
térése elézi meg. Az utdbbi példaban a téma elsé fele még mintegy a visszatérésbe beolvadva
jelenik meg (49. és 102. litem), a visszatérés ,, dramai” momentumdt csak a téma karakterisztikus
masodik felének megjelenése hordozza.

A zarétételek kozt egyetlen Allegro moderato felirati tétel van (10.), bar a quasi Polonaise
kiegészités kétségessé teszi, hogy itt valéban 6ndllé tételfajtirdl lenne szo. A tényleges Polonaise -
tételek Zimmermann valamennyi kamaramévében — igy a Keszthelyen taldlhaté A-duir és B-dir
szextettekben, a Nagyszombaton &rzott Cassatiokban és Notturndkban — a mentiett utdn, annak
alternativdjaként szerepelnek.!127 Mig e darabok amott tobbtételes tdncformak részei, a kvartettel ro-
kon, silyosabb kamaramiifajokban a Polonaise csak jovevény, s bizonyos foku stilizdlast igényel.
A Polonaise megjelolés itt tehat pusztan a tétel altalanos karakterére utal, amint a 11. kvintett
findléjaban a Tempo di Menuetto feliras sem jelent tobbet a tempd meghatarozdsanal. A 10.
kvintett zarotételének tempdja gyorsabb, mint a meniiett-findléké. A tétel vilagosan formdlt
szondta, s igy érvényes tehat ra mindaz, amit a szonatatételekkel kapcsolatban elébb elmondtunk.
Feltdnd e miiben a zenei anyag takarékos kezelése: a kidolgozds bevezetése s a visszavezetés
ugyanazt a motivumot haszndlja, a kidolgozas a harmdniai torténés kovetésére szoritkozik. A hang-
nemi visszatérés most is megel§zi a tematikus reprizt, a melléktéma pedig (mely amigy sem volt
meghatdrozé faktora a folyamatnak), nem tér vissza, csupan a lezdrast kozvetleniil megel6zden,
zarotéma-varidcoként. A tétel biztonsdggal megtervezett ardnyai, az dsszefogott, célratoré meg-
fogalmazas e tételt az egyik legjobb, legérettebb findléva teszi a sorozatban.

* %k k

Mig a findlék vildgosan elkiilonithetSk meniiett-tempdji €s rondétipusu tételekre, a kozéptéte-
lek két fGtipusa: a 4/4-es Adagio és a 2/4-es Andante kozott kevésbé szembetlind a hatdrvonal.

Az 1. kvintett kozéptétele tempofelirata és litemmutatdja szerint egyéni megoldas. A tétel
szonataelv szerint épiil, a folyamatos dallamképzés az olasz hangszeres barokkig visszanyulo gyo-
kerekre vall. Hangvételét és formdjat tekintve azonban azoknak a 4/4-es Adagidknak rokona,
melyeknek tiszta példdja a 2. kvintett kozéptétele. Az is szondta, mégpedig az el6z6nél gazdagabb

ritmuskészlettel. A kozéptételek hangnemi kisérletekre is alkalmasabb terepet adnak (lasd példaul a

127 Hasonl6képpen példdul Bach h-moll szvitjében vagy Michael Haydn Keszthelyen 6rzétt 5. kvintettjében.
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26-29. iitem valtasat, a repriz szubdomindns megjelentetését); a szélsG tételek ilyen szempontbol
joval batortalanabbak. A 3. kvintett lassu tétele mdr felirata szerint is (Andante un poco Adagio)
»koztes” darab. A pdratlan iitem és a cantabile dallamossdg az 1. kvintett Largo tételéhez kozeliti,
s erre is ugyanaz a szerendd- vagy notturno-hang jellemzé. A 4. mifben ismét 4/4-es Adagict tala-
lunk, a ciklus egyetlen moll tételét. A szondtaforma a kétrészes barokk megoldast koveti, és a
visszatérés a masodik témaval kezd4dik.

A kovetkez§ harom miiben a 2/4-es Andante tipus jelenik meg, s6t kozel all jellegéhez a 8.
kvintett un poco Adagio lassu tétele is (Andante-tematika a tétel f6 témaanyaga, de nagyiitemes
irasmdédban lejegyezve). Ebben emlitésre méltd a hangszerelés kompozicios jelentGsége, tovabba a
szonatakra jellemzd szubdomindns vonzasnak a kidolgozasi részbe helyezése.

Az utols6 Adagio -tétel (9.) jellegében, megfogalmazasdaban annyira kiilonbozik az el6z6ektdl,
hogy kiilsé hatdasokra kell gyanakodnunk. Az akkordikus téma és a gyorsmozgasi kozjaték dramai
ellentétében taldn a melodramaszerz$ zenei véndja nyilatkozhatott meg, mig a hangszerkezelés
biztonsdga taldn a szimfonikus mdfajok hatdsdt tiikkrozi. Az expozicié ez alkalommal nem ismét-
16dik, hanem a medidns hangnemre épiil6 kidolgozassal folytatddik. A visszatérést is a melléktéma
kezdi, s a kezdStéma csak a tétel végén tér vissza, mig a kozjatékok felcserélt funkcidja (T, D
helyett D, T) a kompoziciés gondolkodds finomodasit jelzi.

Az Andante tételtipus csak az 5. kvintettben jelenik meg, a szerenad-hangvételhez kapcsoldod-
va (szolohegedii pizzicato kisérettel). A kozéprész mindossze 6 litem, s ez sz6rdl széra megegyezik
a 9. kvintett els§ tétel kidolgozdsdnak kezdetével. Mivel ez ott tematikus, itt pedig némileg idegen
test, szinte bizonyos, hogy utdlag, a 9. kvintett elkésziilte utan keriilhetett ide, talan egy, a szerzét
nem kielégit§ megoldas helyettesitésére.

A 6. kvintett lassu tétele az Adagio-tipushoz kozelit (elsGsorban ritmus-székincsének gazdagsa-
gaval), s megtartja a masik tipusban kovetett szonata-kontirokat is. A tétel szélesebb feliileten
bomlik ki €s gondosabb kidolgozasi, mint az 5. kvintett kozéptétele, emellett az expozicid lezarasa
el€ beillesztett kis kéthegediis kadencia kifejezetten szerenddhangot iit meg. A visszatérés az dtve-
zetéstSl kezdve itt is a szubdomindns hangnemben zajlik, s a melléktéma el&tt a szerz§ — az
expoziciéhoz hasonldan — szabdlyos modulaciét végez a tonika visszavétele érdekében.

A 7. kvintettben jelentkezik el§szor a varidcidés Andante felé mutaté formaképzés. A dupla
periddusnyi, ismétlGjelekkel hatdrolt téma tematikus és hangnemi terve vildgossa teszi, hogyan
illeszkedik az egyszer(, haromrészes tematikus felosztds a tobb sikon mozgé hangnemi koncep-
ciéhoz:

tematika: A B A
aba
hangnem: T — D-T-Sp— T

A hegedifiguracidokkal modositott repriz varidcionak tekinthetd, de tigabb értelemben valamennyi
Uj rész elsS tagja is (a masodik tag ugyanis visszavezetés), mivel a sz6lamok azonos mozgasiranya
és a megegyez§ harmoniasor, illetve harméniaritmus ezt kell6en megindokolja.

A tényleges varnacios forma prébadarabja a 10. kvintett, mely szinte hangszer- vagy regiszter-
variacionak is nevezhetd, mivel a figuracidk varidciordl varidcidra szolamonként vandorolnak
egyre lejjebb. A 11. kvintett kbzéptétele ismét az egyszerd haromtagi (ABA) szerkezet, azzal a kii-
16nbséggel, hogy a kozéprész hangneme nem domindns, hanem szubdominans. A zeneszerzé tehat
nem a domindns hangnemi szint jelenlété¢hez ragaszkodik, hanem csupan a tonika ellentétét keresi,
s ez ismét a barokk zenei gondolkodas orokségének nevezhets. Az utolsé kvintettben ugyanez a
hangnemi terv, s a visszavezetés is ugyanazon az uton torténik (szubdomindns parallel altal), mint
az el6z6 miben. Mintha Haydn hatdsét hallandnk a kezdd téma kozéprészébdl (9. iitemtdl), a
visszavezetés meglepetéseffektusdbdl €s az arra kovetkezd kozjatékbdl (67. utemtdl). Ez a hatds
Eszterhdza és Pozsony szoros zenei kapcsolatat ismerve nem is zarhato ki.
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Kozreadoi megjegyzések

Altaldnos megjegyzések

A/ A forrasok

Minthogy a vondsotosoknek autograf partitiirdja nem maradt fenn, a miéiveket (eddigi tudomasunk
szerint) két teljes €s egy, csupan harom mivet tartalmazé kéziratos szélamanyag Grizte meg. A
masolatok nagyjabol azonos koriak és mindségiiek, am koziiliik csupan a keszthelyt tartalmaz el§-
adasra utalé javitasokat. A Bécsben és St. Florianban talalhaté szé6lamok mikrofilmen, illetve xerox-
masolatban voltak elérhetSk, mig a keszthelyi anyagnak eredeti példanyait is tanulmanyozhattuk,
ezért ez utdbbit valasztottuk a kiadas alapjaul szolgalé f6forrasnak.

Féforras: K — Keszthely, Helikon Konyvtdr, jelzet: 0/18

A szdélamanyag 6t, mind a tizenkét darabot tartalmazé kiilondllé szélamfiizetbdl all, a boritéra felra-
gasztott azonos cimfelirattal, amely csupan a szélammegjelolésben kiilonbozik:

XI1/ Quintetti/ a Violino I1.mo Il1do [ll.0 Viola/ et Basso/ Del Sig.® Ant: Zimermann. — egyenként:
Violino 1.mo, Violino 1140, Violino 1110, Viola, Violoncello (utébbihoz Id. a C/ pontot).

A tempd- €s dinamikai jelzések, valamint az el@adési utasitasok tobbnyire csak helyesirdsuk-
ban térnek el a mai alaktdl, pl. collarco, semprepia, etc. A tempéelSirds és az elGadasi utasitas egy-
mads ald helyezése is el6fordul: pl. Largo alatt languido, vagy Allegretto alatt Vaudeville.

Az all6 formatumd szélamfiizetek mérete: 21,5x31 cm.

A keszthelyi sz6lamkottak papirjan a vizjel nem azonosithaté.

Valamennyi szélamot egységesen 12 soros lapokra irtdk, négy bifoliénként osszeflizve. A kote-
tek boritdja azonos, tarka keménypapir, feliratukat a fedSlapra ragasztott etikettek tartalmazzak (1d.
az 1.facsimilét).

A vilagos, tiszta kottakép minden bizonnyal hivatdsos (feltehetSleg bécsi) kottamdsol6k mun-
kdja; igen valdszind, hogy a szélamkonyvek a Traeg-miihelyben késziiltek, hiszen a kvintettek mar
szerepelnek a cég 1799-es kataldgusdban. Az 6t fiizetet harom kopista készitette: az egyik az 1. és
2. hegedqt, valamint a Violoncello elsé felét (a 17. oldalig), a masik a 3. hegediit és a Violoncello
szolam madsodik felét, a harmadik pedig a bracsat (1d. a 2., 3. és 4. facsimilét).

Az el6adasra utalé késébbi bejegyzések, javitdsok az eltérd tintaszin alapjan vildgosan megkii-
lonboztethetdk (Id. az 5. facsimilét).

Mellékforrasok:

1/ W— Wien, Osterreichische Nationalbibliothek, Suppl. Mus. 11533-11544. A darabok sorrendje
eltér a f6forrasétdl. A letét is kiilonbozd: 2 Violino, 2 Viola és Basso.!28 Az egyes kotetekbe egy-
egy kvintett valamennyi szélamat fiizték Ossze, feliratuk —a sorszamon €és a hangnem megjelolésén
til — azonos: Quintetto in D [in C etc.]Ja 2 Violini/ 2 Viola/ e’ Basso/ Del Sigr: Zimermann. A
felirat alatt kottas incipit (tempdjelzéssel) lathato, legalul pedig a kopista nevének kezd&betii: N.
H.129 és a leiras datuma — 1791. Az egyes flizetek allé formatumd, 12 soros kottapapirra késziiltek.
A kottdban szerepld sok javitatlan hanghiba és elirds valdszinisiti, hogy ezek hasznalatba sosem
kertiltek (Id. a 6. facsimilét).

128 Lasda 119. jegyzetet.

129 N. H.: Valészinileg bécsi kottamdsold, aki f6leg kamarazenét mésolt; sok munkéja talélhat6 az I. Ferenc-féle
Kaisersammlung ban, mely a grazi Musikvereint6l keriilt az ONB-be. Mésolatai 1788 és 1806 kozott késziiltek. (C.f. még
Kirkendale, Fuge und Fugato in der Kirchenmusik des Rokoko und der Klassik, Tutzing 1966, 95 0.)
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2/ F - St. Florian, Bibliothek des Augustiner Chorherrenstiftes, Ms. XXV/61-63. E gydjteményben
csupan harom md (F-dir, G-dur, G-diir) sz6lamanyaga maradt fenn. Az egyes kotetek egy-egy mi
Osszes szOlamat tartalmazzdk. Cimfeliratuk a hangnemmegjelolésen til azonos: Quintetto in F [in
G] a 3. Violini/ Viola/ et Violoncello/ del Sigre Antonio Zimermann.

A darabok cimlapjanak a felirattal egyidés szamozdsa (No. [74], 9 és 10) megegyezik a miivek-
nek a keszthelyi sorozatban kapott sorszamaval,!30 4am utobb e szamokat athiztak és helyettiik No.
19-20-21-et irtak foléjiik.!13! (A No. 19 nem magan a kottapapiron, hanem rdragasztott vignettan
olvashatd; emiatt nem latszik az eredeti szimozas.) A harom m(bdl kett§ fekvé formatumu, 10
soros (XXV/61 és 63; orig.. No. 9 és 10), egy pedig all6 formatumd, ugyancsak 10 soros
kottapapiron keriilt lejegyzésre (XXV/62, orig.: No 47). Ez utébbi kottairdja mds, mint a masik
kettGé; a boritdlapon is mdsként irja a Violoncellot. ,,Violonzello” (1d. a 7. és 8. facsimilét). A
XXV/63 kvintett bels§ boritdlapjan a lehetséges szarmazasi helyre utalé bejegyzést olvashatunk:
w~Hferr] Link in die hoffmeisterische Buchhandlung”, ami bécsi eredetre utalhat (1d. a 9.
facsimilét). A XXV/ 62 kvintett borit6lapjanak aljan Ignaz Haas neve szerepel (possessor?).

B/ A kiadas modszere

Az artikulacids jelek hasznélatdban a keszthelyi f6forrast kovettiik, s ezt egészitettiik ki a mellék-
forras(ok)bdl. Ahol a f6- és mellékforras(ok) artikulacidja eltért egymastdl, altaldban a féforrast
kovettiik, s a mellékforras(ok) nem szignifikdns eltérd jeloiéseit jegyzeteltiik, de hidnyait kiilon
nem jeleztiik.

A mellékforras(ok)bdl szarmazé pétlasokat kerek zdrdjelben ( ) helyeztiik el, a kozreaddi kie-
gészitéseket szogletes zardjellel | | kiilonboztettiik meg. Kiilon jelolés nélkiil pétoltuk az iitem-
vonal utdni hangismétlés, valamint az iitemen beliili oktdvlépés hidnyzé mddositdjeleit.

A tempdjelzések, elGadasi utasitdsok modern helyesirdsat, a hangszermegnevezések mai forma-
jat haszndltuk, a dinamikai jelek régies roviditéseit modernizaltuk (for: f, pia: piano, sfz: sf, etc.);
megtartottuk viszont a korra jellemz8 m: v: (= mezza voce) megjelolést (cf. XI. A/3 kezdetével),
ami nagyjabol a mai mezzoforténak felel meg. Az aszinkron helyeket (sf/ fz/ fp), ahol sziikségesnek
latszott, egységesitettiik (cf. IV.G/1-62, 71-76, 151}, a pof/ poc: pia alakot az egyértelmidség
kedvéért pfoco] f, p[oco] p formdban adjuk. Elhagytuk a mdvek végén, az utolsé kettGsvonalon
alkalmazott feleslegesnek latsz6 fermatdt. A repetdlt hangok roviditéseit (athuzott szdrak) valamint
a paroskotések roviditésszerd jeloléseit mindenhol feloldottuk. Az iitemvonalon atnyulé pontozast
atkotéssel helyettesitettiik, a kettGsfogasokat, akkordokat kozos szaron helyeztiik el.

Megtartottuk a staccato pont €s vonds értelemszerd kiilonboz&ségét. Minden esetben pont for-
dul el§ a kotSiv alatt (pl. a 12. kvintett kezdetén); ennek vondvibrato (portato)elGaddsmédja
magatdl értetédik. Megtartottuk az elSkék értékét, az ezekhez tartozé iveket sehol sem potoltuk. A
triola roviditésszerii jeloléseit feloldottuk, illetve a jelolésmod kiilonbozGségeit egységesitettiik,
hidnyait potoltuk.

C/ Eléadasi problémak

~~~~~

zetésben szoltunk (a bevezet§ tanulmdny 19. oldaldn). 132 Emellett azonban lehetségesnek tartjuk a
2 hegedd, 2 bracsa, cselld altali elGadast is, nem csupan abbdl a megfontolasbdl, hogy ma ez a
szokasos vondsotos feldllas, hanem elsGsorban amiatt, hogy a kvintettek bécsi forrasa erre a hang-

130 Ennek alapjdn lehetségesnek tartjuk, hogy eredetileg e sorozat is teljes volt.

131 Kottatdri/ kényvidri szamozas?

132 Részletesebben 1d. Webster 1974 és ub., Violoncello and Double Bass in the Chamber Music of Haydn and his
Viennese Contemporaries 1750-1780, JAMS 29, 1976, 413. o., valamint Hess tanulméanydban a NMA el§szavdban:
W. A. Mozart, Neue Ausgabe simtlicher Werke, Serie VIII: Kammermusik. Werkgruppe 19, Abteilung 1: Streichen-
quintette , ed. Ernst Hess und Ernst Fritz Schmid, Kassel-Basel 1967.
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szerosszedllitasra késziilt. Mivel a bécsi forrds Va I sz6lama tobbnyire azonos a keszthelyi anyag
VI. 1l sz6lamdval, a kozreadott kottabdl 2 heged(, 2 bracsa, csell6 elGadas is lehetséges. A két for-
ras kozti néhdny eltérés (szélamcsere) a kovetkezd:

F-dir kvintett (No. 2)

II. tétel: 72-1316 K: Basso> W: Val; 76-135 K: VI. IIl > W: Basso; 18!-207 K: Basso > W: Va I,
191-208 K: VL. IH > W: Basso; 551-571 K: V1.1 > W: Val; 551-571 K: VL.1II> W: VI. L

HI. tétel: 251-351 K: Basso > W: Val; 25-35 K: VI. 11l > W: Basso.

C-ddr kvintett (No. 3)

1. tétel: 581-691 K: VI.III > W: Vall; 581-794 K: Va > W: Va [; 691-7912K: Basso > W: Va II,
(69-79 W: Basso tacet); 731-801 K: VL. III> W: VI

HI. tétel: 922-116! K: VI.III > W: VL. 1f; 922-116! K: Basso> W: Val; (93-118 W: Basso tacet).

G-dir kvintett (No. 4)

11 tétel: 671-831 K: Basso > W: Val; (67-83 W: Basso tacet).

D-dir kvintett (No. 5)

1. tétel: 802-871 K: Basso> W: Val; (801-87!1 W: Basso tacet).

1. tétel: 291-49! K: Basso > W: Vall; (29-66! W: Basso tacet); 301493 K: Va> W: Val;
501-651 K: Basso > W: Val; 641-656 K: VI. 1II> W: VI II.

A-dur kvintett (No. 6)

[ tétel: 756-911 K: Basso> W: Val; 761-913 K: Va> W: Basso; 76-80! K: Vall > W: tacet;
801915 K: VL. Il > W: Vall.

C-diir kvintett (No. 7)

I tétel: 1322-1384 K: Basso> W: Val; (1321-1391 W: Basso tacet).

F-dur kvintett (No. 8)

Il tétel: 1061-1147 K: Basso > W: Val; (106-114 W: Basso tacet).

G-dir kvintett (No. 9)

1. tétel: 181-251 K: Basso> W: Val (18-251 W: Basso tacet).

1. tétel: 642-744 911-1044 K: Basso> W: Vall; 65-741,91-1043 K: Va> W: Basso.

F-dar kvintett (No. 10)

1. tétel: 241-278 312352 K: Va> W: Basso; 241-27, 311-3511 K: Basso> W: Vall.

1. tétel: 642-811 K: Basso> W: Val; (641-80 W: Basso tacet).

A-dur kvintett (No. 11)

1. tétel: 571-58 11 K: Basso> W: Val; (57-58 W: Basso tacet).

11. tétel: 56! K: Va> W: Basso (oktavval lejjebb); 56-69 K: Va> W: Basso; 56!1-69! K: Basso> W: Val;
561-69 K: VI.1II > W: Vall.

Esz-dur kvintett ,,De lamentatione’’ (No. 12)

HI. tétel: 1451-1544 K: Basso > W: Val; 1451-1542 K: V1. 11l > W: Basso.

Ha a miivek elején nem szerepel dinamikai jelolés, akkor azt a kor gyakoriatanak megfelelen
természetes hangerGvel (vagyis forte) kell inditani. Ezt tobbnyire a visszatérés kiirt dinamikdja is
megerdsiti. Kezd§ dinamikat a szerz§ altaldban csak akkor irt ki, ha az a normalis dinamikai
szinttdl eltért (pl. a 12. Esz/I elején), vagy ha az kontrasztdl a folytatassal (mint pl.a 7. C/1,9. G/l
és 10. F/l kezdetén).
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The Musical Life of Pozsony in the 1770s
and the Batthyany Orchestra

After the Turkish occupation of Hungary the importance of Pozsony (Pressburg, now Bratislava)
increased to an extent that had been unprecendented before. As the temporary capital, the seat of
the governor of Hungary and of the Diet, the location of several government offices, it became the
centre of political life. The primate’s court, which had been transferred from Esztergom to Nagy-
szombat (Trnava), frequently spent longer periods there, several religious orders had monasteries
in the town and the nobility had a penchant for building palaces at Pozsony. The number of music
making occasions associated with social representation multiplied. The first “golden age” of
Pozsony’s musical life falls in the 1770s-80s, to the end of Maria Theresa’s rule. The key figure of
the first decade of this golden age was Anton Zimmermann who had a number of well-functioning
musical institutions in his environment, allowing him to establish an inspiring cooperation with
high-level ensembles and outstanding artistic personalities.

The traditional patrons of musical life were the time-honoured churches and monasteries,
among them St Martin’s cathedral in the first place which was the parish-church of the town where
the coronation ceremony took place. At this church, music formed an organic part of both the ex-
traordinary events and of the regular annual festivals (such as the processions in honour of SS.
Rosalia, Emerich and Catherine or St Cecilia’s day commemorated particularly festively) as well
as of the daily masses. Music was provided by an orchestra maintained and payed by the town (ac-
cording to an entry from 1768 six vocalists and six tower musicians received payment!). Of the
leading musicians, organists and regens chori of the time Johann Andreas Schantroch (1710-1780),
Sebastian Ruppert (*1738), Jakob Lichtenegger (active at this church between 1763 and 1792) and
Jakob Kunert (1748-1833) are known by name — many of whom were also composers.2

On the evidence of the surviving music the church and monastery of the Franciscan friars at
Pozsony, who belonged to the Marian province, could also look back upon a significant musical
tradition.3 After the 1769 reform, the most remarkable composers of their order were P. Pantaleon
Roskovsky (1734-1789) and P. Gaudentius Dettelbach (1739-1818) who compiled the basic reper-
tory. In the decade discussed both were active in the monastery of Pozsony (Roskovsky between
1771 and 1773, Dettelbach from 1773 to 1778).4 As far as the other orders are concerned, figural
music was cultivated by the Jesuits, at the St Salvator church (the regens chori being Jakob Kunert,
the later choirmaster at St Martin’s), the churches of the Trinitarians (with J. A. Schantroch as or-
ganist, Zimmermann’s predecessor at St Martin’s) and of the Sisters of Charity and Poor Clares. At
the convent schools the musical education of the youth was also provided for: the composer and
regens chori Stanislava von Seydl (1752-1837) supervised the instruction at the Ursuline nuns and
the composer Heinrich Klein (1756-1832), later the leading figure of the musical life at Pozsony,
was engaged at the Notre Dame convent school to provide compulsory music education.>

I See the manuscript estate by Kornél Bardos at the Institue for Musicology of the Hungarian Academy of Sci-
ences, henceforward referred to as KB. He worked with the following archival material: Bratislava, Archiv mesta, Munic-
ipal account books (KB, pp. 903-908), Municipal records (KB, pp. 930-940) , Documents (KB, pp. 940-942 and 948) as
well as Statny dstredny archiv SSR Bratislava, Chapter records nos.1-3, 1657-1800 (KB, pp. 960-969.). For the data
cited see KB, p. 928.

2 Darina Midra, Dejiny hudobnej kultiiry na Slovensku. Il Klasicizmus (Bratislava, 1993), p. 21.

3 Dobroslav Orel, Hudebni pamatky Frantiskdnské knihovny v Bratislave (Bratislava, 1930).

4 Ladislav Katic, “Missa franciscana der Marianischen Provinz im 17. u. 18. Jahrhundert”, Studia Musicologica 33
(1991), p. 27 and P. Pantaleon Roskovsky OFM: Vesperae bachanales, edited by the same author (Bratislava, 1994),
p- 8.

5 Heinrich Klein had been looking for an employment in Pozsony since 1776 but settled only in 1784 in the town.
(D. Mddra, “Heinrich Klein, Prispevok k biografii a tvorbe”, Hudobny archiv 10 [1987], p. 89 and Middra 1993, p. 72.)
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As a result of Ratio educationis there emerged in Hungary in the last quarter of the century, in
addition to the schools maintained by the churches, educational institutions run by the towns them-
selves and, together with them, specialized music schools. The first public institute to serve as a
model was established within the Hauptnationalschule (National College) in 1775 at Pozsony.6 Its
founder, Franz Paul Rigler (17487-1796) published the first keyboard tutor of the country.? His
teaching was so effective that he could give a performance in company of one of his young
students in 1777 already. At the concert Rigler, who counted not only for an excellent teacher but a
remarkable pianist as well, performed also Zimmermann’s harpsichord concerto written for the oc-
casion. 8

On the feasts of the town and on weekdays it fell to the trumpeters, a body with long-standing
tradition to provide music. They played the fanfares in the tower of the municipal hall, contributed
to the re-election celebrations of the council and the ceremonies in honour of rulers, and performed
music at church services,? moreover, at balls and entertainments. The town musicians were headed
by Matthias Otzelsberger between 1755 and 1781, then by Franz Xaver Tost (1754-1829), the best-
known “tower musician”.10 Tost was active in the town from 1773 on. Before obtaining the posi-
tion of municipal music director he had held the post of director at the town theatre where several
of his operas were performed. !!

At the beginning of the operatic performances strolling companies — for the greater part
Italians — played in different, more or less occasional theatre buildings at Pozsony (such as the
Griines Stiibel between 1760 and 1775). The new theatre, which could hold an audience of 800,
was built in 1776.12 The most notable ensemble giving guest performances in the 1770s was the
company of Karl Wahr (1745-¢1798) performing at Eszterhdza and Pozsony in turns. (During the
high season they were engaged by Prince Esterhdzy while in winter they appeared on the stage at
Pozsony). 13 Wahr worked together with a composer of no lesser name than Joseph Haydn. The
Theater-Kalender of Gotha included Haydn among the ensemble’s own composers because he
wrote or compiled incidental music to plays performed by them between 1772 and 1777.14 Wahr
engaged composers from Pozsony as well. At one of its Pozsony performances the ensemble
played in 1774-1775 the well-known Turkish music by the military band leader Georg Glantz,!5

6 The Pressburger Zeitung (henceforward referred to as PZ) published a report of the public examination at the
school on 21 October 1780 (see KB 993r).

7 Anleitung zum Clavier ..., 1779, its revised version: Anleitung zum Gesange und dem Klaviere 1798.

8 PZ, 26 Febr.1777, see Mariann Pandi-Fritz Schmidt, “Musik zur Zeit Haydns und Beethovens in der Pressburger
Zeitung” Haydn Jahrbuch 8 (1971), p. 174. (The data of the PZ are quoted mostly from there, in the following only the
other sources are indicated separately.)

9 The data of the council’s re-election celebrations 1699-1780 (KB 921-922, 929), festivals in honour of rulers (KB
922-923, 927-928, 937-939). Particulars of the town musicians at the cathedral 1686-1778 (BK 930-8, 941, 960, 975).

10 He is not identical with the violinist Johann Tost (1755-1831) employed in Kismarton (Eisenstadt) between 1783
and 1788, cp. Tank, Studien zur Esterhdzyschen Hofmusik von etwa 1620 bis 1790 (Regensburg, 1981), p. 416. F. X.
Tost was director of the municipal concert hall and threatre in around 1794, then music director of the town from 1796
onwards (Stadt-Thurmer-Meister ). He showed also remarkable talent as a composer of concertos, cantatas for different
occasions and piano pieces in Hungarian style.

11 Franz Stieger, Opernlexikon, Tutzing 1977, Teil I, 3. Band, p. 110 and Ervin Major, “A magyar énekes szin-
pad” [The Hungarian musical stagel, A magyar muzsika konyve (Budapest, 1936), p. 36.

12 Mddra 1993, p. 22.

13 The company played Thamos with Mozart’s music in Pozsony in 1773. P4ndi-Schmidt, op. cit., p. 169.

14 Shakespeare Hamlet, Goethe Gétz von Berlichingen (both are lost). A certain part of the music written to
Regnard’s piece Le distrait and Grossmann’s Die Feuerbrunst survives in the form of symphonies (nos. 60 and 59
“Feuer”). H. C. Robbins Landon, Haydn: Chronicle and Works 2, (Bloominton-London, 1978), pp. 208, 216-7, 279-80.

15 Landon, op. cit., p. 217, PZ, 3 May 1775. The military band leader Georg Glantz (+1783) was first mentioned in
1774 (PZ, 31 Dec. 1774). After Pozsony he was employed in Pécs. His surviving works include: Sinfonia (National Szé-
chényi Library), Miserere (cathedral at Pécs).
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and in 1777 Johann Schilson’s drama entitled Die Wilden was given to the incidental music of
Zimmermann. 16

At the municipal theatre the opera Der Doktor by J6zsef Chudy (17517-1813), composer of
the “first Hungarian opera” was performed in 1779-1780, when Joseph Schmallogger was the
manager there.l? The programme of a concert given in November 1779 included one of Chudy’s
arias as well as Zimmermann’s new double bass concerto. 18

The concerts were held chiefly in the theatre building, later at the municipal concert hall. At
these “musical academies” works by composers living at Pozsony were also performed — rendered
mostly by the composers themselves — in addition to the latest Viennese repertory. These concerts
gave several famous composers opportunities for guest performances, among others the young
Mozart (1762), Dittersdorf (1779) and Vanhal (1779) as well as to well-known performers of the
time, including the singers Marianna Izo (1776), Morigi (1777) and Elisabeth Mara (1781), the
flautist Bacher (1777), the world famous horn player Joseph Leitgeb (1777) and the violinist Men-
zel (1776).19

Besides, luxurious balls and other dancing parties were organized. At the private balls of the
aristocrats music was provided by court ensembles, tower musicians were in charge of playing
music at the entertainments in the town and, in 1775, even Gypsy musicians were “allowed to enter
the town” for “they played excellently in this genre”.20 The band of the Charles regiment con-
tributed also to musical entertainments, processions and festivals. They gave promenade concerts
under the baton of the composer Georg Glantz each Sunday night.2!

The most active and high-standard representatives of the bustling musical life were the aris-
tocrats’ ensembles who had exceptional possibilities and could engage several excellent instrumen-
talists. Mikl6s Esterhdazy’s ensemble directed by Haydn acted as a model which often performed
music in the Prince’s palaces at Pozsony, in addition to stays in Kismarton (Eisenstadt), Eszterhaza
and Vienna. In 1767 the Prince and his orchestra spent the carnival time at Pozsony and the Prince
used his two-month sojourn there to introduce his orchestra to the local nobility. The first public
performance of Haydn’s opera La canterina was attended by the Princess Maria Christina,
daughter to Maria Theresa, and her husband and proved to be a great success. Besides, the or-
chestra must have given concerts and played at balls.22 In November 1772 the orchestra providing
dance music in the Grassalkovich palace of Pozsony (probably Esterhdzy’s ensemble) was con-
ducted by Haydn,23 at the St Cecilia’s festivities in 1774 Regnard’s Le distrait was performed to
Haydn’s incidental music but not in his presence.24 The orchestra gave concerts in 1775 again, sup-
plemented by foreign virtuosos and local musicians, in the Esterhazy palace of Pozsony,25 though
Haydn may have been absent.

(Haydn got in touch with the musicians of Pozsony personally as well. In 1769 he recruited
new female singers from their ranks, and on another occasion — for example at the ball given in
honour of Maria Theresa in Eszterhdza (1770) — he may have relied in his orchestra enlarged to
thirty-six musicians on the contribution of auxiliary trumpeters and drummers from Pozsony.26)

16 Johann Schilson Treasury councillor, later also composer (works between 1800 and 1809, see Music Collection
of the National Széchényi Library).

17 Cesnakovid-Michalkovd, “Die Musik auf den slowakischen Biithnen im 17. und 18. Jahrhundert”, Musik des
Ostens 6 (Kassel, 1971), p. 76 (quoted in KB, p. 968). :

18 PZ, 24 Nov. 1779.

19 The data of PZ are listed in Mddra 1993, p. 23.

20 KB, p. 938.

21 PZ, 12 Apr. 1780 and 26 Aug. 1780. (KB, pp. 992-993)

22 Landon, op. cit., pp. 78, 133-4 and 137.

23 Landon, op. cit., pp. 36 and 180.

24 Landon, op. cit., pp- 211 and 285 — PZ, 23 August 1774.

25 PZ, 12 Apr. 1775.

26 Landon, op. cit., pp. 158 and 164.
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The first permanent ensemble comparable to Esterhdzy’s orchestra was founded in Pozsony by
cardinal Jézsef Batthyany (1727-1799).27 The exaltation of Batthyany to the dignity of the primate
of Esztergom took place in February 1776, he entered in state the towns Nagyszombat (now
Trnava), then Pozsony at the beginning of July. He employed musicians in 1775 already: an
evidence of this fact is that the clarinettist Theodor Lotz was bearing the title “the primate’s cham-
ber musician” that year.28 Zimmermann who was charged with establishing the orchestra recruited
musicians (as far as we know) in Vienna, at the Esterhdzy court?9 and among members of the en-
sembles of the aristocracy at Pozsony. The first report of the orchestra appeared in the 17 February
1776 issue of the Pressburger Zeitung : the ensemble, obviously expanded for the occasion to thirty-
six members, performed Zimmermann’s litany in the Csaky palace. 30

The earliest known information on the composition of the ensemble is available in a statement
of accounts from 177831 when the orchestra consisted of twenty-one players. In the large ensemble
the string section was made up by nine musicians: Zimmermann, the conductor, Joseph Zistler, the
administrative manager of the orchestra,32 Franz Mraff and Stephan Férsch played the violin, F. X.
Hammer33 and Leopold Schwendner the cello, J. M. Sperger34 the double bass and Karl Franz3s
the baryton (for the viola part an occasional viola-player was hired).

The twelve musicians figuring in the records as wind players were as follows: three oboists —
Albrecht Schaudig, 36 Johannes and Philipp Theimer, two clarinettists — Theodor Lotz,37 Michael
Pum, one bassoonist — Jahn (John), two horn players — Anton Boeck, Paul Rau, two trumpeters —
Franz Faber, Johann Klepp. Apart from them a harpist, Jakob Schrottenbach and a copyist were en-
gaged.

In the following three years new members were added to the orchestra: first the violinist Ignaz
Sef, the Pozsony-born cellist Johannes Kampfer and the bassoonist Franz Czervenka joined the en-
semble, then a further bassoonist called Joseph Spadny, the horn player Ignaz Boeck and finally
the flautist Anton Mikus entered service. Since some of the musicians had left in the meantime, the

27 Albert Sachsen-Teschen (Hungary’s governor) maintained a less significant orchestra at the Castle of Pozsony
between 1776-1780, at about the same time with the primate’s ensemble. (Rudolf Flotzinger-Gernot Gruber, “Die Wiener
Klassik und ihre Zeit”, Musikgeschichte Osterreichs, Band 2 [Graz—Wien—Kéln, 1979), p. 147.). Further evidence on the
existence of smaller ensembles of the nobility and concerts given in some aristocrat’s palaces are also available: on
Count Csiky’s musicians (Schiringer and others, 1767 — Landon, op. cit., p. 78) on Count Balassa’s academies, on
theatrical performances held in the garden of the Pilffys’ residence. The Amadé, Apponyi, Szapéry and Viczay families
belonged to the enthusiastic supporters of music. (Midra 1993, p. 20)

28 PZ, 12 April 1775: Lotz “Kammermusikus Sr. Exzellenz des Herrn Erzbischof Grafen Batthyéanyi”.

29 Hammer, Karl Franz, Staudig(?) left Esterhazy’s ensemble to join this orchestra, see below.

30 PZ, 17 Febr. 1776 — for the full text see Pavol Poldk, “Zur Erforschung der Lebensdaten von Anton Zimmer-
mann”, Musicologica Slovaca V11 (1978), p. 173.

31 See Adolf Meier, Konzertante Musik fiir Kontrabaf$ in der Wiener Klassik, Diss. Univ. Mainz 1968 (Worms,
1969), p. 162 and “Die Pressburger Hofkapelle des Fiirstprimas von Ungarn, Fiirst Joseph von Batthydny in den Jahren
1776 bis 17847, Haydn Jahrbuch X. (Wien, 1978), pp. 81-89.

32 Joseph Zistler (17442-1794) was a member of the orchestra from 1776 onwards. Mozart knew him (Briefe u.
Aufzeichnungen 1V/100, Landon, op. cit. p. 731). He was giving instruction at Pozsony, his best known student being
Janos Lavotta.

33 F. X. Hammer (1741-1817) was one of the most outstanding cellists and gambists on his time, playing in
Haydn’s orchestra in Eszterhdza between 1771 and 1776, a member of the Tonkiinstler-Societdt of Vienna from 1776 on
(Landon, op. cit., pp. 74-75).

34 Johann Matthias Sperger (1750-1812) studied composition with Albrechtsberger in Vienna and double bass
perhaps with Pichelberger, after a possible service at an aristocratic court in the vicinity of Linz he was active in Pozsony
from 1777 on. See Meier 1969, p.159ff.

35 Karl Franz (1738-1802) was a horn player and violinist living in Eszterhdza from 1763 t01776. Haydn wrote a
cantata for him (Landon, op. cit., p. 71). Stephan Franz, his son was a composer (1785-1855).

36 Dubious data: according to Landon he was engaged in Eszterhdza between | Apr. 1781 and Febr. 1776 as flau-
tist and oboist (Landon, op. cit., p. 78).

37 Theodor Lotz (1748-1820) became famous by contributing to the perfection of the basset horn (1782).
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orchestra had the steady force of twenty-three musicians by the end of this period. Evidence on the
1782 strength of the orchestra is contradictory: Meier suggested a reduction of forces by making
reference to the material held in the Batthyany archives where the name of Forsch and of the
deceased Zimmermann are missing in the list (the successor of the latter in the capacity of conduc-
tor of the orchestra was Zistler). In contrast, Forkel knows of the engagement of two new
musicians and asserts that the orchestra reached its greatest strength in those days (24).38

There is no doubt that the continuous operation of the ensemble was disrupted in 1783. Even
Batthyany could not withstand Joseph II's reforms which prohibited the influence of secular music
in the pontifical households. First he retained some musicians in his service who could form a
chamber music ensemble (the string players Zistler, Mraff, Sef, Hammer and Sperger, and the
members of the wind ensemble Lotz, Spadny, Mikus and Klepp), but in 1784 he dismissed all of
them.39 (The first time he could have considered the idea of setting up a new orchestra was after
Joseph II’s death in 1790 when he engaged — in all probability — a wind ensemble conducted by
Druschetzky .40)

The setting up of the orchestra was much more flexible than the data in the books of accounts
suggest. In agreement with contemporary practice, the musicians enumerated as string or wind
players were familiar with several instruments: Pum, Rhau, Ignaz Boeck, Czervenka and Mikus
played also the violin while Lotz and the copyist Joseph Kinel could also be employed as violists
and Sperger as a bassoon player. The barytonist Franz acquired fame as homn virtuoso.

The force of permanent members may have been supplemented by auxiliary musicians hired
from other ensembles maintained by artistocrats and /or the theatre, thus on certain occasions the
size of the orchestra was much larger than usual. At the February concert in 1776 Zimmermann’s
litany was played by thirty-six musicians, on 15 March 1778 a forty-member ensemble gave a con-
cert at the theatre where the bass group consisted of three double bass, three cello and two bassoon
players! The reason of the strikingly large number of wind players and the clarinettists’ early
presence is that they appeared also as a separate ensemble, as Harmoniemusik, particularly in
open-air events (in August 1781 they performed, e.g. Turkish music at a parade of ships4!). The
five to six-part wind ensemble was conducted by Theodor Lotz, the repertory was provided for by
Sperger in addition to Zimmermann. 42

The primary duty of the orchestra was to hold musical academies twice a week as was the cus-
tom at aristocratic courts and in the homes of bourgeois patrons of arts (Esterhazy, Erd4dy,
Brukenthal). The concerts were first given at the family’s earlier palace, then, from 1780 onwards,
at the new residence.43 In the summer months the concerts took place in the garden of the
archbishop’s summer house at six o’clock each Friday and Sunday, and were open for the wider
public which was rather exceptional in those days. 44

In addition to giving concerts, the archiepiscopal ensemble participated in the most varied
programmes and celebrations. In 1777 the Pressburger Zeitung reported among others of the fol-
lowing events: “the Ursuline nuns gave a ball [on 28 January]... to well-instrumented music played
by the primate’s own musicians.” On 5 March Lotz performed chamber music at the new theatre in
company of a flautist and a cellist. In the middle of October the newspaper found two events worth

38 Forkel, Musikalischer Almanach fiir Deutschland 1783, cited by Meier 1969, pp. 164-165.

39 PZ,24 Jan. 1784.

40 PZ, 23 June 1790. Cf. further Agnes Sas, “Georg Druschetzki, Batthyany J6zsef hercegprimds zenésze [Georg
Druschetzki, musician to the Prince-Primate Jézsef Batthydny]”, Zenetudomdnyi dolgozatok 1987 (Budapest), pp. 53-73.

41 Meier 1969, p. 168, Briinner Zeitung .

42 Zimmermann wrote seven partitas, Sperger composed forty-two — see Meier 1978, p. 84.

43 PZ, 25 Nov. 1780 (KB, p. 993).

44 PZ, 30 Aug. 1777 (Meier 1978, p. 86) and Meier 1969, p. 166: Geschichte des Faschings, Pressburg 1779
(henceforward GdF).
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mentioning: a festive reception at the palace held on 13 October in honour of the Primate Batthya-
ny who was awarded the Order of St Stephen, in the course of which the archbischop’s orchestra
played “well-instrumented table music”. Two days later there was “a high mass at 9 o’clok a. m. at
the cathedral, ... and in the evening musical academy”. On St Cecilia’s feast in November “the
musicians [...] performed the best sounding music works at the parish of the town. The rendering
by the violinist Anton Zistler, virtuoso at the archbishop’s court, which brought much praise to the
art of music, was particularly liked by all.”45

In the role of a traditional aristocratic ensemble the musicians played thus church music but al-
so provided table and entertainment music at balls, many of whom appeared at the same time as
soloists at public concerts. This double role must have been instrumental in establishing the out-
look of the orchestra: maintained by a fastidious, generous aristocratic patron who offered it the
most favourable conditions, it was faced, going beyond the requirements of the secluded court life,
with the demands of public appearances in front of a now forming bourgeois audience, with the
claim to emphasize virtuosity.

Contemporaries were well aware of the special status and exceptional capacities of the or-
chestra; they praised the high standard of the ensemble which can rarely be found in Europe, and
called its members “the Prince-Primate’s virtuosos and concertists” (Virtuosen und Concerti-
sten).46

As a matter of fact, almost all members of the elite ensemble held their own as soloists as well.
Sperger acquired the greatest fame: he gave concerts not only in Pozsony but also in Vienna (1778)
and several composers dedicated their concertos to him (Vanhal and Hoffmeister later, not to speak
of Zimmermann). Zistler received most reviews of appreciation in the Pressburger Zeitung, and
the achievements of Kdampfer, Lotz, Staudig, Hammer and Czervenka as soloists of concertos were
also praised.47 Apart from the virtuosos mentioned in the reviews Faber the trumpet player and
Schrottenbach the harpist (and also the flutist) had soloistic faculties: Sperger and Zimmermann
wrote their concertos for them. The rest (Férsch, Mraff, Karl Franz and Rau48) appeared in public
as the performers of demanding chamber music works.

Members of the orchestra made such a reputation during its short life that some of them could
go right on concert tours after its dissolution (Franz, Hammer, Kampfer, the Boeck brothers),4 and
/or could find employment in equally prestigious aristocratic ensembles (Sperger with Forsch and
Mikus in Lajos Erdédy’s orchestra who landed later — after a concert tour of Europe — at the court
of the Prince of Mecklenburg whereas the violinist Mraff went to Eszterhaza,50 Karl Franz and the
two Boeck brothers were engaged at the court of Munich, Hammer found employment in
Schwerin). The others were also offered remunerative jobs: Schaudig and Kimpfer got to the Hof-

45 PZ, 1 Febr. 1777 (KB, p. 995), 5 March 1777, 30 August 1777 (Meier 1978, p. 86), 1 Nov. 1777 (KB, p. 996),
26. Nov. 1777.

46 Meier 1969, p. 166, GdF: “[Batthy4ny] hat eine Capelle, wo gewis schwerlich in ganz Europa eine so viele
starke Minner und Virtuosen aufzuweisen hat, als diese”, furthermore PZ, 18 March 1778. “... Die ausserordentliche
Stille und Aufmerksamkeit des ganzen zehlreichen Publikums mag der sicherste Zeuge von dem ungetheilten Beyfall
seyn, den man hier von der Kunst ganz hingerissen, so grossen Virtuosen unméglich versagen konnte.”

47 For Zistler’s five concerts see D. Miidra,“Odraz hudobného Zivota Bratislavy v Pressburger Zeitung”, Musico-
logica Slovaca 8 (1982), p. 87. — Kampfer: 18 March 1778, 19 Nov. 1779 — Lotz: 11 March 1775, 5 March 1777 -
Schaudig and Czervenka: 18 March 1778. — Hammer: 24 Nov.1779.

48 Forsch and Rau — PZ, 18 March 1778 and 7 Dec. 1776.

49 Meier 1969, p. 172. The exceptional skill of one of the Boeck brothers was to produce on the horn two sounds si-
multaneously, the principal note and its fifth (Landon, op. cit., p. 539).

50 According to Tank and Landon he died in 1786, according to the payroll of the Esterhdzy orchestra, op. cit., pp.
416 and 75, resp.). Tank cites Pohl’s information which says that Mraff first entered the service of Count Kollowrat in
Prague, then, after a time with the Batthydny orchestra, he was employed in Eszterhaza from 1784, later by Grassalko-
vich from 1792 onwards.
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kapelle Bentheim-Burgsteinfurt, the two Theimers went to Krumau (now Cesky Krumlov), the
court of Prince Joseph Schwartzenberg.5!

The role of the Batthyany orchestra in the musical life of Pozsony was taken over by two aris-
tocrats’ ensembles: the orchestra of Prince Antal Grassalkovich and the famous operatic ensemble
of Count Jinos Erd6édy. The Grassalkovich orchestra already existed in 1772 (1775) but reached its
strength of twenty-four in 1784 only when Zistler, the one-time Batthyiny musician came to head
it. Its first composer was Franz Kurzweil (*1754), later renowed composers such as Franz Krom-
mer (1759-1831), Georg Druschetzky (1745-1819) and Anton Krafft (1749-1820) joined the en-
semble. The latter had earlier been employed by Prince Esterhazy.

Janos Erd8dy’s ensemble counting more than twenty members produced a set of outstanding
operatic performances between 1785 and 1789. Its founder and first director was Hubert Kumpf
(1757-1811), the post of conductor was occupied by J6zsef Chudy and, after 1787, Johann Paneck.
It is characteristic of the liveliness of their activities that in 1785 they had sixty-four performances
and gave the premiere of thirteen new operas.

The bulk of the repertory of the Batthyany orchestra was made up by works of its own mem-
bers who were composers themselves.>2 Beside Zimmermann, the manysided musician writing
music in the most varied genres, Sperger proved to be a prolific composer but familiar with
instrumental music only: during the years he spent at Pozsony he composed eighteen symphonies,
six double bass concertos, nine concertos for other instruments as well as a lot of chamber music
intended for well-trained performers.53 (His only chorus from his Pozsony period is a cantata Lang
lebe Batthydny — 17797).

The rest of the composers remained faithful to their original instruments: Hammer wrote a
sonata for cello and double bass, in addition to the cello concerto mentioned 54, four late sonatas for
gamba with cello accompaniment — characteristic of his works is a remarkable melodic charme.55
The violinist Zistler and the clarinet player Lotz wrote concertos for themselves,5¢ Kdmpfer com-
posed a double bass concerto combined with various obbligato instruments (sinfonia concertante?)
as well as sonatas.57 Of Jakob Schrottenbach’s works no concrete evidence is available.58

Information on works regarded as novelties of the international repertory, yet on the
programme of the orchestra, is scarce. Only some pieces are known by title. They were performed
in concerts and mentioned in articles of the Pressburger Zeitung (Martini’s overture, Le Prin’s
oboe concerto and Dittersdorf’s symphony). Of the scores of the orchestra Sperger took his own
works and the concertos he played to Ludwigslust where they can still be found. The rest of the
music collection is known exclusively from a late inventory made by Georg Druschetzky between
1792 and 1798.59 Since the works listed in it were put up for auction in 1800, no traces of the
whereabouts of the majority of them can be found (only the fate of Druschetky’s six-part wind par-

51 Sources of the information were: Schaudig (Meier 1978, p. 85), Kimpfer (Meier 1969, p. 50), the Theimer broth-
ers (Flotzinger—Gruber, op. cit., pp. 144-145).

52 “{at the orchestra’s concerts] nicht nur alle neue im Reich und in Frankreich u. Italien herausgekommene vor-
ziigliche Stiicke horet, sondern auch unseres Zimmermanns, Spergers und Schrottenbachs Arbeiten seinem Geist Wonne
und Vergniigen verschaffen kann.” (Meier 1969, p. 166, GdF )

53 1 sinfonia concertante (fl. va, vine-1778), two trumpet (1778, 1779 - for Faber) and two horn concertos as well
as one flute, one viola, one cello and one bassoon concertos, numerous chamber music works with flute, six divertimenti
(1779). New editions: Trios, Sinfonia in B (ed. Midra, Musica Antiqua Slovaca, 1982, 1992 and 1993)

54 PZ, 24 Nov. 1779.

55 William S. Newman, The Sonata in the Classic Era (Chapell Hill, 1963), p. 553.

56 The Breitkopf Thematic Catalogue , ed. Barry S. Brook (N. Y., 1966), 1782-4: Lotz: Cassatio.

57 PZ, 5 May 1781 (Meier 1969, p. 168); PZ, 12 Apr. 1775; PZ, 18 March 1778 and Meier 1969, p. 114.

58 Meier 1978, p. 86. GdF.

59 Antal Békefi, “Musikalienkatalog und Inventar des Fiirstprimas Josef Batthyany (1798)”, Studia Musicologica
14 (1972), pp. 401-421 and Sas, op. cit.
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titas is known: they are at to the Helikon library in Keszthely). For that matter, Druschetzky’s cata-
logue contained mostly the scores used by the second Batthyany ensemble reorganized after 1790,
though items of the repertory of Zimmermann’s orchestra can also be identified on two pages —
Druschetzky seems to have carried out cataloguing the material left behind by the earlier orchestra
as well.

The entry at the bottom of p. 3v refers unambiguously to the material surviving from the
1770s: “auf 5 und 6 stimmige Harmoni, alde Sachen /von Herrn Lotz zeiten nemlich: Parthien von
verschiedenen Authoren 110, Operen 21, Ballets 10, Arien 7.” The ensemble directed by Lotz per-
formed thus original works in the first place (Sperger’s five- to six-part pieces written for the
orchestra may also have been among the works by different composers), and relatively few tran-
scriptions. After 1790 the pieces proved to be outdated — at least, this is suggested by the compre-
hensive registration of the works, without listing the titles.

Druschetzky made a catalogue of works for complete (string) orchestra as well (1v): “Musi-
calien betrefend in Sinfonien und Sinfonien Concertant, nebst Sinfoni Concertino”. In the course of
cataloguing the nearly one hundred items he did not distinguish the earlier material from recent
acquisitions, thus it must be attempted to separate the various layers subsequently. It was evidently
after Zimmermann’s death that Druschetzky’s twenty-five pieces were taken up in the collection
together with Sterkel’s four works, Maschek’s one work as well as Pleyel’s four symphonies.60 Of
the earlier “Batthyany composers” eleven Sinfonien ordinarien each by Zimmermann and Sperger,
three works of a musician named Kurzweil and employed by Grassalkovich as well as two
symphonies by “gr Czaki” (Count Janos Csdky) were played, who may have been a (dilettantte)
composer active at Pozsony.6! It may be supposed that the 8 sinfonia concertante heading the list
(two works by Capuzzi, one each by Hoffmeister and Demachi and four by Cambini) were still
performed by Zimmermann’s musicians, considering the fact that the later ones were entered at the
bottom of the page. The date of acquisition of the rest of the scores cannot be determined since the
pieces themselves cannot be identified, due to lack of detailed title descriptions. Of the composers
creating in the immediate environment of the orchestra seven works by Haydn and eleven by
Vanhal were included in the collection, and the share of French composers was astonishingly high
(one piece by Martini, four works by Davaux, one by Gossec and three by Guénin). These as well
as six symphonies by one of the *“Paris” Stamitz brothers (Carl?), moreover, one piece by the little
known Schmidt and three works by Lang must have reached the orchestra through intermediaries
(e.g. the firm Breitkopf).62

The Batthydny orchestra meant thus not only an important component of the beginning of the
golden age of the musical life at Pozsony but was also considered as a decisive, exemplary en-
semble both with regard to the musicians’ capabilities and education and the freshness of the reper-
tory within the immediate surroundings. Owing to the fame of the orchestra, works by Sperger and
most of all Zimmermann, the composer members of the ensemble constituted an organic part of the
programme of churches and music halls throughout Europe.

60 Before 1778 Pleyel wrote two symphonies only, the rest were composed after 1782, see Rita Benton, /gnace
Pleyel. A Thematic Catalogue of his Compositions (New York, 1977), nos. 121 and 125.

61 Further works by Count Janos Csaky, keeper of the crown, Lord Chief Justice: Walder, opera (PZ, 1779), /2
Variationen fuers Clavier op. 1, published at Pozsony, in 1783, probably at the same time with /2 Variazioni per il
Clavicembalo solo, advertisement: Wiener Zeitung, 1787 and Stdndchen, Pozsony, Schauff 1801. (Ilona Mona, “Magyar
zenemikiadok és tevékenységiik 1774-1867" [Hungarian music publishers and their activities], Mithelytanulmdnyok a
magyar zenetirténethez 11 {Budapest, 19891, p. 360 and the data of Ervin Major’s card catalogue, Institute for Musico-
logy of the Hungarian Academy of Sciences, Budapest).

62 See the items of Breitkopf's catalogue taken over from Paris (* intagliate in Parigi™). In the catalogue six sym-
phonies (1767) by J. G. Lang (1722-98) and several works by J. Schmidt were advertised (1772, 1773-1774). Reimann,
who has two symphonies in the list, may be identical with the musician at the Pest Theatre, cf. Major’s card catalogue.
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Anton Zimmermann’s Life and Works

The musical life of the town and the circumstances under which the orchestra worked can be
reconstructed by and large from the available archival material and newspaper articles — though no
research has been carried out in a number of fields yet. The dearth of documents related to Zim-
mermann’s life allows the composition of a sketchy biography only: the articles in the Pressburger
Zeitung and the conditions of the publication of his works offer some hints to go by, in addition to
the register entries containing the exact date of birth, marriage and death, the cardinal points of
one’s life.63 Nevertheless, the first thirty years of his short life — the time before his appearance in
Pozsony - remain almost completely in obscurity.

Anton Zimmermann was born before 27 December 174164 in the Silesian village Breitenau
(now Sirok4 Niva). Since the inhabitants spoke a German dialect there, it can be supposed that the
composer’s mother tongue was German, too. As far as his musical training is concerned, no
evidence survives — he must have received the first instruction in music in the environment of his
native village. Polak supposes that he held some kind of office there as musician or organist in his
youth.

Later, after 1763, he obtained the post of organist at the cathedral of Koniggritz. Dlabatz’s
relevant information65 was looked upon with suspicion for a long time because it did not contain
any first name. Recent biographies associate it with Anfon Zimmermann, considering other par-
ticulars as well. Hannibal von Bliimegen mentioned in the lexicon was namely bishop of Konig-
gritz from 1763 to his death in 1774 - this period can be considered in connection with the young
Zimmermann by all means. It is also a proven fact that Zimmermann was in contact with the
bishopric of Koniggritz. In 1774 he wrote a letter to Joseph Girasky, the bishop of Koniggritz’s
master of ceremonies.66 As a matter of fact, he must have been active as an organist because in
1774 he was looking for an employment as organist at Pozsony, Olmiitz (Olomuc) or Briinn
(Bmo).

The years of service at the church of Koniggritz cannot be defined precisely: he may have
moved from Koniggratz to Pozsony in the early 1770s. The given period is characterised by the al-
most complete lack of biographical data: the available ones are more embarrassing than helpful.
Works under the name Zimmermann were published 1764 in London and 1768 in Paris, 67 and
Breitkopf’s catalogue from 1769 and 1772 offered for sale a bassoon concerto and three sym-
phonies (without first name) from the publisher’s own stock. Although a connection between the
extremely agile firm of Leipzig and the Silesian musician in his thirties who was just at the begin-
ning of his career can be supposed (Breitkopf sold other works by Anfonio Zimmermann later on
as well), the emergence of the early London and Paris editions without the composer’s presence is
hard to imagine.68

63 Polak 1978, pp. 171-212 and “Beitridge zur Biographie von Anton Zimmermann Kapellmeister des Fiirsten Jo-
seph Batthyany”, Studien fiir Musikwissenschaft 30 (Tutzing, 1979), pp. 61-89.

64 27 Dec. is the date of baptism,; for the entry in the register of births see Poldk 1978, pp. 189-192.

65 Allgemeines Kiinstler-Lexikon fiir Bohmen und zum Theil auch fiir Mdhren und Schlesien 3 (Prag, 1815), p. 441:
Zimmermann, ein guter Organist zu Koniggratz in Bohmen, der vom Bischof v. Bliimegen hochgeschdtzt wurde.

6 B. Stédroi, “K Zivotopisu Antona Zimmermanna”, Slovenskd hudba 1-2 (Bratislava, 1960), cited by Poldk 1978,
p. 175, but mainly pp. 182-3.

67 London, Thompson (see The British Union Catalogue of Early Music 11, ed. E. B. Schnapper [London, 1957],
p- 964) and Paris, Huberty (see Cari Johannson, French Music Publisher’s Catalogues of the Second Half of the Eigh-
teenth Century [Stockholm, 1955}, vol. L. pp. 47-48).

68 As the composer of the works a certain “Lieutenant Zimerman” can also be taken into consideration whose six
violin sonatas were printed in Paris in around 1765, see The British Union Catalogue 11, p. 1102.
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On the evidence of biographies published so far, Zimmermann settled at Pozsony in the early
1770s. His possible stay at Pozsony may be conjectured from performances of his works: the
“Singspiel” Narcisse et Pierre was played in 1772 and one work in the course of the St Cecilia fes-
tivities in 1773. (A report of the latter in the Pressburger Zeitung mentioned the composer as a
well-known figure of the local musical life (“der bekannte Herr Anton Zimmermann™).69 In 1774
he was already staying at Pozsony without any doubt for the letter mentioned earlier in which he
asked for support to apply for the post of an organist in Brno or Olmiitz (Olomuc) is dated
Pozsony, 7 April 1774.70

A recently discovered document provides proof for the presumption that in 1772-1773 the per-
formances took already place in the composer’s presence at Pozsony. Kornél Bardos found in the
course of his archival research — both among the documents of the magistracy and the chapter of
Pozsony — the registration of Zimmermann'’s request dating from December 1774 to be considered
for the post of the cathedral’s organist.7! At that time he had already been living in the town for a
longer period of time because he described in the application that he had substituted for Johannes
Schantroch, the ailing organist on several occasions and composed several vocal Masses for the
cathedral. In view of his excellent recommendations and his extraordinary talent he was promised
to receive the job as soon as it was going to fall vacant — which had to be waited for, as we know,
until 1780.

He may have tried to earn a living as a free-lance composer until then. In April 1775 several of
his symphonies were performed by the orchestra of Count Antal Esterhazy,’2 and when he got mar-
ried at Pozsony on 15 August 1775, the profession entered at the side of his name in the register of
marriages was Musicae Compositor.73 (He married Elisabeth Lichtenegger, the daughter or sister
of Jakob Lichtenegger, 7 regens chori of St Martin’s cathedral, with whom he had five children.75)

Thus it came in very handy that the Prince-Primate Jézsef Batthyany appointed him to court
composer some time during 1775. (The relevant report appeared in the 17 February 1776 issue of
the Pressburger Zeitung: in Gyé6rgy Csdky’s palace a litany by Zimmermann was played, the
composer who had been known in town for some years and was recently appointed “Hof-

6% Postolka, “Zimmermann, Anton”, MGG and PZ, 24 Nov. 1773: “Den 22. ist das Fest der heil. Cicilia ... in der
hiesigen Kollegiat Stadtpfarrkirche recht feyerlich begangen worden. Die unter dem Gottesdienste aufgefiihre Musik
verfertigte der bekannte Herr Anton Zimmermann....”

70 Stédrofi , see note 66.

71 Bratislava, Archiv mesta, Municipal records. Box no. 225, p. 293 — 19 Dec. 1774 (KB 937v): Ad Instantiam
Antoni Zimmermann apud Amplissimum Magistratum in eo humillime supplicantes, quatenus eundem ex gratiosa Re-
flexione illa, quod is Joannem Schandroch Actualem in hujate Eccl. Cath. organistam quam plurimis vicibus qua aegro-
tum in suis functionibus supportasset, cantatas quoque Missas pro honore praedictae Ecclesiae composuisset et secus
etiam ad perficiendas omnes Organistae functione semet ad Notorietatem quoque publicam proxime ideneum comperiret,
Casum praecise in illum ubi memoratum organistam mori aut ob magis invalescentem Statum suum morbidum ad
satisfaciendum Functioni sua pro inhabili denominari contingeret, in Locum illum cum cohaerentibus Beneficiis Gratiose
assumere ac super obtinenda hac Functione, nunc pro tunc assecurare dignaretur, determinatum est: Tum ex objecto
efficacium Recommendationum tum vero quoque ldoneitas supplicantis pro intus denotata statione Civico huic
Magistratui bene nota sit Eidem ad Casum affuturae vacantiae expectativa accesserit Magistratualiter resolvitur. (See
further p. 349 in the same place, the magistrates’s documents.)

72 PZ, 12 Apr. 1775.

73 Poldk 1978, pp. 176 and 185.

74 Poldk 1978, pp. 176-177: Lichtenegger was a tenor from 1763 on and regens chori of the church’s ensemble
from 1768-69 on.

75 Polak 1978, pp. 178-179. (His children’s date of birth: 1776, 1777, 1779, 1780, 1782).
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kompositeur”.76) In September of the same year he was already mentioned as court conductor with
his new title,77 and from that time on he directed the work of the ensemble as its conductor and
artistic director.

Zimmermann participated not only in the concerts of the ensemble but provided for new
programme items as well. The Pressburger Zeitung reported, in addition to the already mentioned
symphonies performed in April 1775, on the litanies rendered in February 1776 and the
harpsichord concerto interpreted by Rigler, on the first performance of a sinfonia concertante
written for a group of clarinet, bassoon, horn and cello soloists (March 1778) and the high mass
performed on the occasion of St Cecilia’s day in 1779.78

Besides, he had time left for composing stage works. After the “Singspiel” Narcisse et Pierre
which had received its premiere earlier’ his interest turned to the genre of melodrama and in 1777
he composed music to Schilson’s piece (Die Wilden).80 It shows his career as a theatrical composer
— which broke off right at the beginning — that his melodrama Andromeda und Perseus was
performed at the Hofburgtheater of Vienna on 23 April 1781 and had three performances, and the
same theatre put on its programme his melodrama Leonardo und Blandine in 1782.81 (For the
performance of Zimmermann’s fourth melodrama called Zelmor und Ermide surviving in
manuscript no written evidence survives.) Though his evident affinity to the genre could not unfold
in further works, he is still remembered as the composer of one of the early melodramas of the
post-Benda era endowed with the faculty of dramatic characterization. 82

In the meantime more and more of his works came out in print: Breitkopf published some of
his later sets of symphonies (in 1774, 1775, and 1782-84).83 The firm Guéra of Lyon chose as
works by Zimmermann (six sonatas, six quartets — 1777) its first edition.34 Artaria, the prestigious
Viennese publisher brought out three sonatas, his harpsichord concerto and the piano arrangement
of Andromeda und Perseus85 while Johann Schauff, the first music publisher at Pozsony printed
Zimmermann’s cantata written on the death of Maria Theresa and one of his harpsichord quartets.
His works were sold on the Viennese music market by the firm of the copyist Johann Traeg: in his
first catalogue issued in 1799 several works by Zimmermann are listed (Norturno, six sextets, an

76 PZ, 17 Febr. 1776, Polik 1978, pp. 173-174: “Dieser Tagen wurde bey Sr. Exc.Hm.Grafen Georg Csaky in Dero
Hotel, in Beyseyn einiger hohen Kenner der Tonkunst, durch ein auserlesenes Orchester von 36 Tonkiinstler, eine neue
Kirchenkomposition des in allhiesigen Stadt schon seit einigen Jahren sehr beriihmten Kompositeurs, Hrn. Anton
Zimmermann, welcher in einer musikalischen Lytanie bestund, mit lautem und ausserordentlichem Beyfall aufgefiihret.
... das ganze Stiick dauerte 36 Minuten. ...

Herr Zimmermann hat den Lohn seiner Geschicklichkeit, und den Preis seiner Zeitverwendung erhalten, da er von
Kurzem bey Sr.Hochbischéflichen Gnaden Hrn. Erzbischoffen von Gran, Primaten des Konigreichs Ungarn, Fiirsten von
Batthyany Hauskapelle fiirst. Hofkompositeur angenommen worden.”

77 See the entry in connection with the baptism of Zimmermann's first child: 13 Sept. 1776. (Poldk 1978, p. 178):
“Antonio Czimerman, cel[sissim]i principis Capellac Magister”.

78 PZ, 18 March 1778 — PZ, 24 Nov. 1779.

79 Stieger has information on one additional performance of the piece: accordingly, it was also performed in Riga
in 1778 (op. cit. p. 1180).

80 PZ, 10 Dec. 1777 (KB 996r)

81 Stieger, in the same work. According to the title-page of the work published without place and date, it is a melo-
drama “nach der Musik des Preussischen Kapellmeister Zimmermann ”. It is most probably the confusion of the words
Pressburger with Preussischen.

82 Articles by Milan Postolka, MGG , Grove .

83 Breitkopf distributed also works by Zimmermann published elsewhere, see the catalogues — 1776/7, 1778,
1779/80.

84 RISM A/IM, p. 312, Z 220, Z 223. The editions were sold by other French firms as well: Bureau d’Abonnement
between 1772-82, Huberty from 1769 to 1773, Preudhomme 1779, Le Duc between 1786 and 1798, see French Music
Publisher's Catalogues ..., vol. I1, pp. 19-22, 30-33, 34, 66-68.

85 Op. 1: plate no. 5, (1779), op. 3: plate no. 27, (17827) and plate no. 17 (1781).
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oboe concerto, a concerto for two bassoons, a harp concerto, the twelve quintets, twelve quintets
with flute, six sonatas for harpsichord and violin, etc.).86

In 1780 he finally succeeded in being appointed to cathedral organist as well. (Contrary to
earlier assumptions, it was only after J. A. Schantroch senior’s decease in April 1780 that he could
hold the post of organist at St Martin’s.) He played the organ there from May for a period hardly
longer than a year. On 8 October 1781 he died a sudden death.87 As conductor of the orchestra he
was succeeded by Joseph Zistler while his post of an organist was taken over by Sebastian
Ruppert.88

His death was felt as a serious blow on the musical life of Pozsony. The Pressburger Zeitung
(and after it the Wiener Zeitung89) as well as the Magyar Hirmondd of Pozsony published obitu-
aries appraising his merits.90 One of the admirers of his art wrote a funeral ode on his death9! and
his fellow musicians at St Martin’s church staged a Requiem in commemoration of him.

* %k 3k

It is difficult to give an exact and comprehensive picture of Anton Zimmermann’s oeuvre as any
survey is bound to contain errors as long as there is no thematic catalogue of his works identifying
and distinguishing pieces of identical title and key.92

Based on present-day knowledge it may, however, be claimed that despite his short life
Zimmermann left behind a well-proportioned, complete oeuvre. Though characterized by the
predominance of secular works over church music — as the lifework of other composers in the
service of aristocrats — his employment as church musician in his youth and “old age” as well as
the circumstance that the orchestra he conducted was maintained by a church dignitary of
aristocratic origin, may have incited him to write church music. According to Mudra’s list he
composed about one hundred twenty secular and fifty church music works, within which the
proportions of the representative genres are similar: forty symphonies are counterbalanced by
thirteen masses. 93

Among his church music, the number of large-scale compositions written for significant
events outweighs, such as e.g. the Motetta S. Caeciliae and Missa S. Caeciliae, the former being

8 A. Weinmann, “Johann Traeg: Die Musikalienverzeichnisse von 1799 und 1804”, Beitrdge zur Geschichte des
Alt-Wiener Musikverlages, 1. 17 (Wien, 1973), vol. 1, passim.

87 Polék 1978, pp. 200-208.

88 Polak 1978, p. 182 and Pozsony, Archiv mesta, Chapter records, 1781-1800. p . 29; 11 Oct. 1781 (KB 968) and
Municipal records p. 323: 31 Oct. 1781 (KB 968 r).

89 WZ Poldk 1978, note 200.

90 PZ, 24 Oct. 1781: At the age of 40 Zimmermann, Anton, conductor of the archbishop’s orchestra and organist at
the cathedral left the temporary for the everlasting life last week. Through his excellent compositions and the sweet play
of a Graun [?] he drew the music lovers’ exceptional approval, affection and attraction to himself. At the Requiem, which
was celebrated at the cathedral, the virtuosic musicians payed him the last honours by muted instruments. One of the
admirers of his great art wrote the following funeral ode on his death: “Ach — so neigest auch Du — der gottlicher Ton-
kunst Schopfer und Lieber, Orpheus Pisons, du Meister.” (KB 994v)

Magyar Hirmondé of Pozsony, 24 Oct.1781: “The eloquent sience of music suffered a considerable blow by the
departure from this life of Mr Tzimmermann, chief musician of His Eminence Cardinal and Prince Battyani this last
week.” (KB 996v)

91 Included in Poldk 1978, p. 207 (PZ, ibidem)

92 The thematic catalogue of Zimmermann’s works is being prepared by Darina Midra. (A detailed, but partly obso-
lete list of works can be found in Milan Postolka’s article, MGG ). The works in the following are described on the basis
of Miidra’s book (1993, pp. 61-65) as well as by using the data collected in the inventary and score collection of the
Department of the History of Music at the Institute for Musicology of the Hungarian Academy of Sciences.

93 Mudra 1993. The new edition lists only thirty authentic works, see The Symphony 1720-1840, ed. Barry S.
Brook, Series B, Vol. 14, ed. Michael Biondi (N. Y., 1984).
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perhaps composed for the feast day of the saint in 1773, the latter probably for the same occasion
in 1779.94 His three Missa solemnis compositions (two in C major and one in G major) as well as
his two Te Deums also owe their existence presumably to concrete events. Zimmermann had a
special liking for the genre of pastoral mass which was much in vogue at that time and cultivated
mainly by Franciscan composers: three of his masses falling into this category and designated by
the programmatic title Missa pastoralis, Missa pastoritia survive (a composition in C major and
two in D major as well as a work with the inscription Offertorium pastoritium).

Thanks to the available wind players, the instrumentation of the masses is varied and rich
which is obvious in the festive masses (e.g. two clarinets, two clarinos, two horns in the Missa
solemnis in D major or two clarinos, two horns and timpani in one of the C major pieces). In the
pastorale masses the chosen genre had consequences regarding the selection of instruments: he
added two clarinos to one or two flutes or two oboes. He wrote at least two to four wind parts even
in the pieces intended for daily use and he has only a single mass in A major which is restricted to
the basic forces used at church (CATB, two violins, organ).

The most popular of the masses was, according to knowledge based on surviving sources, the
St Cecilia mass and one of the festival C major masses, which has also got a version with slow
introduction in E minor, and perhaps one of the pastoral masses in D major. The masses came
down to us in the churches of the region in equal distribution (Pozsony, Pest-Buda, Brno, Prague,
Vienna — Trencsén (Trencin), Selmecbanya (Banska Stiavnica), Ilava, Pruské, Pécs, K&szeg, Tata,
Wilhering, etc.) while a strikingly large number of minor church music works (seven antiphons,
seven hymns, three arias, four offertories, six litanies, four graduals, one psalm, four motets,% and
at least two Te Deums) are known from Viennese sources.

His symphonies, which form the most extensive group of his secular works, enjoyed great
popularity in Zimmermann’s life. Between 1772 and 1775 Breitkopf published ten of them and two
additional ones between 1782 and 1784. The most splendid career had, however, his symphony in
E flat major with the programmatic title Echo that employs eight wind instruments and, in the slow
movement, a flute as well. A copy of this work was held in the collection of the British Museum: it
was attributed to Haydn because it had been on the programme of one of Salomon’s London
concerts in 1794.96 (This work was also performed, together with another of Zimmermann’s
symphonies, at the court of the Prince-Elector of Trier in 1784.97) A peculiarity of the piece — and
perhaps the secret of its success — is the use of two solo and two muted ripieno horns.98

Another of Zimmermann’s symphonies, a three-movement composition in C major held in
Donaueschingen was also attributed to Haydn though a copy of the work which the cathedral of
Veszprém came in possession of in about 1790-1800 is attributed to Zimmermann.?? It is not by
chance that of all Hungarian music collections the Esterhdzy estate contains the largest number of
Zimmermann’s symphonies (altogether four, among them the symphony in E minor bearing Sturm
und Drang features).100

94 PZ, 24 Nov. 1773: “unter Gottesdienste aufgefiihrte Musik vertigte der bekannte Komponist Herr Anton Zimmer-
mann” and PZ, 24 Nov. 1779: “... feyerliche Hochamt ... eine musikalische Messe von dem fiirstl. Kapellmeister, Hrn.
Anton Zimmermann”.

95 For the enumeration of the genres see Midra 1993, p. 63.

96 For the watermark of the manuscript 1794-1805 see H. C. Robbins Landon, The Symphonies of Joseph Haydn
(London, 1955), p. 814, no. 86. — Hob. 1.256 E flat major 15.

97 Landon, Haydn 2, note on p. 690.

98 A further evidence of Zimmermann’s sense of timbre is the early use of the pair of clarinets and the basset horn
in his masses (Missa S. Caeciliae and a Missa solemnis held in Pest) or the exploitation of the bright sound of the four
clarinos in works of the most varied genres (Te Deum, Cantata @ 15 and symphony in D major).

99 Landon, The Symphonies ..., App. 11. No. 27 — New editions: A. Sandberger ed., Miinchener Haydn-Renaissance
I/3 (Brunswick, 1939) and the same, Z. Fekete ed. (Wien—Basel, 1950). Shelf-mark in Veszprém: Symph. 32 .

100 The works provided with a programmatic title are relatively few in number, e.g. La Gratulatione, Sinfonie
militaire (printed: The Symphony 1720-1840), Sinfonia pastoritia.
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As far as the arrangement of the movements is concerned, the symhonies can be divided into
two categories. Most of them have four movements (the first is a sonata, the second has lied form,
the third is a minuet but can also be scherzo, and the fourth is a rondo). In some cases even cyclical
forms starting with a slow introduction occur.

Zimmermann’s concertos were written, as seen above, for his fellow musicians of Pozsony:
the double bass concerto in D major for Sperger, probably in 1778. The score of the work sur-
viving in the Sperger estate at Schwerin bears evidence of their close cooperation: Sperger did not
only perform the work but copied the first movement as well.101 In addition to the surviving double
bass, bassoon and harpsichord concerto(s), the one-time existence of an oboe and harp concerto,
now lost, is also known.102 Two concertos, the already mentioned early bassoon one and a
harpsichord concerto, were also printed (by Breitkopf in 1769 and Artaria & Co. in 1782).

Of the chamber music the early dubious editions of Paris and London have already been men-
tioned. The Paris and the violin and harpsichord sets of sonatas published by Artaria in 1779,
which can be attributed without any doubt to Zimmermann, follow the type of works with violin ac-
companiment that reflects the French practice. According to Newman’s characterization the violin
solos are simple and subordinate, the musical notions cantabile and the manner of writing for the
harpsichord idiomatic without putting great technical demands.!03 In contrast, the six uniformly
two-movement sonatas of the cycle of Lyon (1777) are genuinely duo sonatas, occasionally with
violin solos.104 On the basis of the critical treatment of style and of source analysis Midra con-
siders them as being similar to the duets surviving in Nagyszombat (Trnava),!05 although it may
well be that they can be ranged with the violin acccompaniment genre (or were written for teaching
purposes). A striking feature of some other chamber music is the high technical demand of the
parts so that they must have been composed at Pozsony for members of the Batthyany orchestra,
such as the Divertimenti for harpsichord, violin and viola, a really unusual scoring or the Quartetto
for harpsichord, violin, viola and cello. In addition to the twelve quintets of the present edition
there survive among the chamber music for greater forces eight string quartets, including the six
divertimento-like Viennese quartets, six sextets, six Divertimenti intended for the combination of
string and wind instruments, five Cassatios, four Nocturnos and four Partitas written for five to
seven-part wind orchestra.

The works for keyboard solo constitute two contrasting blocks with regard to genre. The or-
ganist Zimmermann composed preludes and fugues of archaic nature as well as 6 Versetti, 106 but as
a court musician he was perhaps not averse to writing light Gebrauchsmusik either, see Belagerung
von Valenciennes, a piece of programme music for harpsichord and the series 12 Zingaresi (which
cannot be attributed to Zimmermann with complete certainty, either). 107

Only a few composers active in Hungary in the eighteenth century succeeded in achieving a
breakthrough with their works on the international scene, mainly those who had connections to
Viennese publishers. Zimmermann belonged to this rare category: his compositions spread in a
fairly wide circle, perhaps in the widest range possible. They were welcome items on the
programme of not only local ensembles but formed also a precious part of the repertory of the

101 Meier 1969, p. 121.

102 Traeg 1799, see Weinmann, op. cit., p. 351.

103 Newman, op. cit., p. 360.

104 The new edition of a sonata can be found in Early Viennese Chamber Music with Obbligato Keyboard, ed.
Michele Fillion (Madison, 1989).

105 Published as: Dueto, ed. D. Mudra, Musica Antigua Slovaca ( Bratislava, 1994).

106 Versesti appeared in the appendix to Rigler’s piano tutor, see note 7.

107 Published in Hungarian Dances, ed. Géza Papp, Musicalia Danubiana 7 (Budapest, 1986). (The copy of the
pieces must have been made and distributed by the workshop Traeg, see the advertisement in WZ, 12 Apr. 1792.)
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regional centres (Vienna, Prague, Bmo), of the Austrian monasteries (Wilhering, Zwettl, Krems,
Klosterneuburg, Seitenstetten, St. Polten), the Czech and German residences (Kromefiz, Cesk)"
Krumlov — Donaueschingen, Regensburg, Schwerin, Wolfenbiittel). Moreover, his works are even
kept at a library of London and Florence each.

Owing to their popularity in their own time and the new editions, his symphonies are presently
his best known compositions. Of his chamber music only some minor works were published in the
past few years (duets, two sonatas, etc.). It is thus justified to contribute new features to his portray
as a composer by editing the representative set of his chamber music output.
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The String Quintets: Scoring, Order of Movements
and Cyclical Layout

The string quintet, which was given different designations before 1780 (Sonata, Divertimento, Cas-
satio, etc.), included typically two violins, two violas, one cello or, eventually, two violins, one
viola and two cellos. The scoring of Zimmermann’s string quintets, i.e. three violins, one viola and
one cello can be regarded as fairly unusual, at least in the chamber music under Viennese in-
fluence. (Examples of such scoring occur much rather in regions of the French tradition.) Certain
data reveal, however, that the composer’s individual inclinations may have had their share in the
choice of instruments which, in some instances, alternated within the same cycle. In Albrechts-
berger’s set of sonatas containing two-, three, four-, five- and six-part works there emerges, among
many other things, the combination of three violins, one viola, and one cello (though this opus
dates from a later period than Zimmermann’s works). It is imaginable that just as the cello,
Boccherini’s own instrument predominates in the majority of his two hundred quintets, Zimmer-
mann wrote the third violin part for himself, leaving the first violin part to Zistler as he himself was
an organist.

In this early period of Viennese Classicism the scoring should not be looked upon as some-
thing strictly prescribed. The title inscription of certain works by Pichl, Krommer, and Zimmer-
mann himself allows the substitution of the first violin by the flute. This variability is perhaps an
after-effect of the Baroque yet which frequently resorted to such freedom. As Rosen remarks, the
concept underlying the scoring before Mozart is which consideres the ensemble (whether a quartet
or expanded to a quintet) as the accompaniment of the solo of the first violin, “but this approach
translates the form into a kind of divertimento, taking away all serious possibilities.”108 The
variability of the inner, accompanying parts is a traditional feature; in contrast, in mature chamber
music (after 1760) all parts appear as individuals on the scene.

As regards scoring, the question must also be answered what kind of instrument or group of
instruments is required by the Basso part of the quintet. In principle there are four possibilities: cel-
lo solo, double bass solo, cello and double bass together and finally Basso continuo combined with
a keyboard instrument. 199 In the early phase of Viennese Classicism the answer to this question
must be found in the case of almost each work separately. (Webster claims that Haydn did not “dis-
cover” the function of the cello solo before his op. 20. In his earlier works the cello plus double
bass scoring cannot be excluded either. 110

The part-books of Zimmermann’s works bear the inscription: XII Quintetti a Violino Im [ldo
Illlo Viola et Basso. The wrapper of the bass part contains, however, Violoncello. An analysis of the
musical material reinforces this disposition: it often goes under F, moreover, descends to C’, the
deepest note of the cello (the four-stringed double bass of those days was generally tuned to F A d
g); the C’-G double stop, which cannot be produced on double bass at all, is a frequent device; the
piano-like accompanying figures can only sound in the cello in tempo and bright colours. The vir-
tuosic passages apparently exclude the use of the double bass, particularly if they descend into the
region under F as well. At the same time, there emerge strange “pseudo-six-four chords” in some
places — when the cello plays the melody — which would still require perhaps the presence of an oc-
tave lower string instrument (e.g. in the last movement of the fourth and fifth quintets).1!! In itself,

108 Charles Rosen, The Classical Style..Haydn, Mozart, Beethoven (N. Y., 1971), p. 264.

109 James Webster, “The Scoring of Haydn's Early String Quartets”, Haydn Studies (N. Y., 1975), p. 235.

110 James Webster, “The Bass Part in Haydn’s Early String Quartets and in Austrian Chamber Music 1756-1780”,
The Musical Quarterly, 63 (1974).

111 “Diese Uberschreitung der Oberstimme mit der Unterstimme ist in der musikalischen Setzkunst bey Halbcom-
ponisten ein ganz gemeiner Fehler” writes Leopold Mozart in Griindliche Violinschule, 31rd ed. (Augsburg, 1789), p. 3.
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the existence of virtuosic passages does not mean a reason for disqualification since the double
bass passed for a concertante instrument in thel1760s and 1770s!!2. Besides, Batthany’s orchestra
boasted of two excellent double bass virtuosos (Kampfer and Sperger). The frequent use of the
bass part area under F, what is more, often with thematic material, speaks at any rate against the
double bass just as the circumstance that works by the double bass player Sperger never descend as
deep as that.

In the development of the first movement of Zimmermann’s sixth quintet the entry Violoncelle
is followed by Basso some twenty bars later. This designation, which occurs here for the first time,
is employed in almost each of the subsequent quintets by the composer. Thus if we stick to the idea
that the first and second sections of the cycle were written for identical forces we must accept that
we have to do with a demanding, virtuosic bass part performed — in addition to the cello — by a
five-stringed double bass tuned probably to F (except perhaps in places reserved for cello solo)
while the lower notes were probably played an octave higher by the double bass player. Passages
which can only be played by a soloist (for example, the cello solo answering the viola in the
development of the first movement of the third quintet) occur also in the first half of the cycle. As
a result, the performers must try to supplement these sections by analogy whenever they decide in
favour of a Basso rendering by two performers.

At any rate, the quintets have much closer connections to the chamber music genres than that
their performance in a full string orchestra could be regarded authentic. If Zimmermann had in-
tended his work for string orchestra, he would not have released it in sets of twelve in all
probability and would have used the term Sinfonie rather than quintetti.

* k %

An important aspect when considering the cycle as a whole is what kind of models and intentions
moved the composer to establish the stabile, crystallized three-movement order of the quintets.
Each work starts with an Allegro or Allegro moderato type of movement (in ten instances of
twelve in duple time), continues with an Andante or Poco adagio slow movement and concludes in
a finale inscribed as Tempo di Menuetto in most (six) cases, or, less frequently as Rondo or Polo-
naise.

1. Allegro 4/4 B flat Largo languido 6/8 E flat Tempo di Menuetto
2. Moderato 3/4 F Adagio 4/4 C Tempo di Menuetto
3. Allegro vivace 4/4 C Andante un poco adagio 3/4 F  Rondo Allegretto 3/8
4. Moderato 2/4 G Adagio 4/4 e Rondo 2/4
5. Allegro 3/4 D Andantino 2/4 A Rondo (alla breve)
6. Un poco allegretto 6/8 A Andante sostenuto 2/4 E Tempo di Menuetto
7. Allegro 4/4 C Andante 2/4 F Tempo di Menuetto
8. Scherzando allegro vivace Un poco adagio 4/4 B flat Allegretto Vaudeville 2/4
24 F
9. Allegretto 2/4 G Poco adagio 4/4 C Rondo (alla breve)
10. Moderato 4/4 F Andante 2/4 B Allegro moderato quasi
Polonaise 3/4
11. Allegro moderato 4/4 A Andantino grazioso 2/4 D Vaudeville, Tempo di
Menuetto
12. Allegro moderato 3/4 E flat Romance 2/4 B flat Tempo di Menuetto
H2 “__in the 1760s and early 1770s, the double bass seems to have been used ... as a concertante instrument. It

flourished principally in provincial cours like Eszterhidza, Grosswardein, Pressburg (and Salzburg).” — Webster 1974,
p. 437.
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As it can be seen, the scheme remains unchanged throughout. Several converging tendencies
contributed to the establishment of this type. Boccherini’s quintets known all over Europe must
have played a role in developing the genre. The individual items of the composer’s set dating from
1771 (opp. 10 and 11) consist of either three or four movements, but in the 1770s two- and three-
movement quintets were also released. Thus the quartets op. 30 or the quintets op. 31 comprise
mostly an Andante or Allegretto first movement and a Minuetto finale. Op. 45 clings to the two-
movement type yet, expanding it to a three-part form at most by taking up again the motion and the
material of the first movement. It is striking to observe how little the two movements differ: they
display close tempi and an identity of key; only the metre and the type of motion change.

The quintets of the Czech composer Myslivecek active for the most part in Italy have three
movements (without minuet) and are closer to the symphony than to the less concentrated, diver-
timento-like form. Zimmermann himself is known to have shown interest in the string symphony
which had become widely accepted in Vienna in the earlier decades of the century under the
influence of Caldara, Tuma and Monn. Copies of these composers’ works occur in the music ar-
chives of Pozsony as well. They still show, as a matter of fact, traces of the Sonata de chiesa and
their four-movement structure follows in most cases the slow introduction — fugue — andante — and
dance-like finale formula.113 Nevertheless, this genre was also cultivated by Johann Georg
Albrechtsberger of whose sonata series opp. 3, 6 and 15 occur in the same Festetich music collec-
tion at Keszthely where Zimmermann’s quintets can also be found. The collection in Keszthely
holds Zimmermann’s five sextets for four string parts and two horns as well which evoke the world
of the suits by including stylized dance movements and varying number of movements. 114 Haydn’s
quintet for oboe or flute and string quartet, see Hob. x:1 whose established three-movement struc-
ture (Allegro moderato — Adagio — Finale Quasi Menuetto) may have served as a prototype for the
composer active in Pozsony figures also among the items of Keszthely. The same kind of arran-
gement of movements occurs in a fairly large number of quintets written by Ignaz Pleyel, a pupil
of Haydn between 1765 and 1789. In Haydn’s chamber music this type of construction appears
relatively early, in connection with the quartet and symphony genres. From the op. 9 set onwards
the four-movement construction becomes general whereas the pieces composed for mixed forces
show more frequently three-movement form.115

Preceding the radiance of the Viennese quartet symphony the influence of Italian music (Tar-
tini, Tessarini, etc.) was particularly strong on Austrian and Czech territories. Finscher may have
had this in mind when he wrote that the Italian symphony must have served as a model for the
instrumental music of the minor Czech masters.!!6 Among these late masters of the quartet sym-
phony we find composers like Hoffmann, Holzbauer, d’Ordofiez, Umstatt, Wagenseil and Kohout
who frequently played in and around Pozsony. Carl Stamitz’s influence must also be reckoned
with, considering the fact that he is represented by six symphonies in the Batthydny inventary. The
three-movement Italian symphony was thus present through intermediaries in the musical life of
Pozsony and its environment and may have incited Zimmermann, together with the already men-
tioned other influences, to conceive his quintets in the stable three-movement structure of the string
symphonies and not in the loose, variable order of movements of the divertimenti.

% %k Xk

113 For lack of a better term, Finscher calls this genre Fugenquartett, the development of which owes much to the
rulers’ taste: both Charles VI and Joseph II were fond of works in strict style with fugato construction (“‘gehorig durchge-
fiihrt, aber nicht zu lang™) which received their first performance in exclusive string quartet concerts organized at the
Imperial Court. Cp. Ludwig Finscher, Studien zur Geschichte des Streichquartetts 1 (Kassel-Basel, 1974), pp. 72-73.

114 Webster’s Cassation category: Cassation for strings or mixed forces with two horns.

115 Cf. Karl Geiringer, Joseph Haydn (Budapest, 1969), pp. 181 and 223-224.

116 Finscher, op. cit., p. 75.
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Before discussing the character and form of the movements, let us consider what kind of concept
may have led Zimmermann in arranging the cycle as a whole. It seems to be out of the question
that this set of works from number one to six that follows by fifths an ascending key direction
arouse as a matter of mere chance. The composer may even have thought of publishing the six
works in one unit, in a separate series (as he did for example with the duets and the sonatas).

With the seventh piece the series start anew. The key sequence is broken: it is as if the
representative symphonic tone stressed a new beginning. The bifurcation from this point on may be
intentional: it proceeds towards the dominant and subdominant regions alternately. Nevertheless,
this is realized less strictly than the key scheme of the first section (the tenth quintet is in F major
again and the last two quintets reach leapwise the farthest keys within the set of six, and opposes,
as a kind of counterpole, the A major and E flat major tonalities). The above statement is rein-
forced by the investigation of the composer’s other sets of works as well. In general, Zimmermann
tried to connect the keys of the various works in a logical manner in his cycles, either linearly !17 or
symmetrically, 118 from which we may draw conclusions regarding the authenticity of the source at
Keszthely. 119

17 6 Quartetti (1776-77), op. 3, Paris: B flat, E flat, B flat, F, C, D; 6 Sonate (1778), op. 2, Lyon: A, B flat, C, D, E
flat, F; 4 symphonies (1775): C,E, F, G.

118 6 duetti (1776-77), op. 1, Lyon: G, E, A, D,F, C.

119 On the sequence and the originality of the order of parts see in detail J. Mezei, “A. Zimmermann és a vonos-
otos-miifaj letét-problémdi”, [A. Zimmermann and the instrumentation of his string quintets], Zenetudomdnyi dolgozatok
1985 (Budapest), p. 49.

52




Types of Movements in the Quintets

If we want to sketch out the musical characterization of Zimmermann’s quintets, the easiest way to
go seems to be to group the musical solutions of the various formal sections, since these types of
movements do not become delienated sharply enough. Let us consider first the opening
movements, the most demanding components with regard to musical structure.

An examination of the first themes of the sonata movements reveals that the main themes of
the first, third and ninth quintets fall into the same category.!20 Their common features include the
tripartite structure of the main theme, the commencement of the “ticking” rhythm of accom-
paniment (mostly violin duet) after the initial move to expose the key. One of the units coming
after the rhythmical opening section is always more melodious, soaring, i. e the second four-bar
section in the first work and the third section of the third work where another four-bar crescendo
area is interpolated. The thematic construction after the central melodic unit breaks up and leads
with a slight extension to a dominant half close. In the third and ninth quintets the extension un-
folds more widely and, with the appearance of the secondary dominant, the cadence of degree V is
given such a key value that allows the direct attachment of the second theme.

In constrast with this chamber-like sort of Allegro in 4/4, the seventh quintet bears evidence of
a more symphonic conception. Providing that the composer meant the second section of this cycle
to be a separate set, this work proves to be a suitable beginning. The opening period can be broken
up into two, and its unextended treatment of form is simple and lucid, though a bit impersonal. We
may claim the main subject of the fifth quintet to be symphonically conceived, nevertheless, it can
rather be included in the lighter Italianate Sinfonia genre. It strives for continuity in its inner struc-
ture as well: by building together small two-bar units it reaches the tonic cadence of bar 20 practi-
cally without caesura.

The opening movements of the fourth, sixth and eigth works form a separate group, charac-
terized by light, divertimento or serenade-like tone as a common feature. Open-work texture plays
an essential role in each work: the transfer of the melody from one instrument to the other (fourth
quintet), register transposition (sixth quintet, cf. the opening of the main theme and of the transi-
tion, bar 17) or the juxtopposition of the upper and lower pairs of parts above the continuously
moving bass (eighth quintet).

The most important shaping of form and the most subjective tone can be discovered in the last
three quintets which evoke virtually the seriousness of the mature quartet genre. After the subject
getting gradually superimposed on the even quaver beat of the accompaniment (tenth quintet), the
entry of the smaller rhythmic values takes place with a so far unprecendented intimacy and lack of
sophistication. Through its choice of metre and the shaping of the theme the last (twelfth) quintet
represents an item of special colour. The deliberate blurring of the sense of period, the juxtopposi-
tion of the two elements of the main theme area (bars 1-13 and 14-23), seeking means and ways of
continuation (from bar 24 onwards) reveal a conscious and economical compositorial work unique
in the whole series.!2! As far as metre and tempo are concerned, it shows relationship with the
opening movement of the second quintet but stands closer to the divertimento-like movements: its
simple texture, the alternating periods of the first and third violins replying each other in return em-
phasize this relationship. 122

120 The 2/4 time-signature of the ninth work is misleading. It shows merely dimished writing.

121 This is explained partly by the extra-musical programme (“de lamentatione”), the quotation from the lamenta-
tion melody as well.

122 The third violin plays an important role again, just as the viola did in Mozart’s quintets. This underlines Poldk’s
assumption, according to which Zimmermann may have composed this part for himself.
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In the following let us examine how the composer prepares the second theme and its key, what
the localisation of this theme can be based on and finally, what does the composer do after
reaching the dominant key. In spite of the variety of solutions we can speak of an identical
“programme” in this respect and the varying movements are only its different realizations.

In seven cases of twelve the transition starts with a new beginning of the opening theme or
eventually with the repetition of the second half of the theme. The only means of modulation is the
use of the secondary dominant, and even this is employed so modestly that the question arises
whether we can speak of modulation at all. After the V cadence strengthened by the secondary
dominant the new formal section treats the dominant reached simply as degree I in most cases
(third, ninth, twelfth quintets).

Frequently, the second theme is hardly separated or its beginning is difficult to locate. More
than once the composer lets the transition run onto the new theme, though he facilitates its recogni-
tion by other means in such cases. It is, for example, Zimmermann’s favourite solution to make the
second theme sound in the high register of the cello (“kantabler Satz”: first, second, eighth, ninth
and eleventh quintets). On the other hand, what we may feel as a second theme appears relatively
late, at the two-thirds of the exposition in a lot of instances and can thus be considered well-nigh as
the closing theme (fourth-ninth quintets).

In the first quintet the beginning of the second theme, which is hardly separated from the tran-
sition (bar 29), is indicated by a change of register. Zimmermann fills in the remaining part — more
than the half — of the exposition by building in a maggiore-minore alternation from bar 38 onwards
which refreshes the wearing out key considerably (just as in the third and fourth quintets), and thus
the closing theme can follow. In the tenth quintet, however, the already heard second theme returns
in this place, i. e. where the “delayed second themes” occur normally. This kind of formal link can
be realized within the exposition not only with the second theme: in the second quintet a transition
spread over a set of sequences behaves similarly (cf. the sixth and eighth quintets).

In the fourth piece it is almost impossible to establish the place of the second theme with any
certainty. The suitably placed dominant cadence (bar 46) determines the arrival in the new key in
much the same way as a detached second theme. 123 The cadences have a similar role in bar 36 of
the fifth quintet or bar 44 of the sixth quintet, but the tenth quintet may also be included here in
which, due to the continuous writing, there is no exposed dominant cadence and the thematic
material appearing in the new key spreads over a larger area. (It can be called a theme complex).

The seventh work, a representative of the symphonic style, combines almost all the traits
treated so far. The main theme started again reaches the dominant through the secondary dominant
and, in bar 30, a new transition of thematic pretensions leads to the strong cadence of bar 39. There
follows a genuine second theme — a regular period — enframed by the transition returning again
before the conclusion of the exposition.

Works in which the second theme is in the tonic (the eighth and ninth quintets) represent spe-
cial cases of the realization of the sonata form. In spite of the cello solo colour this theme cannot
be called subsidiary theme as another theme appears later, after the dominant cadence establishing
the key (bars 51 and 21, respectively). Such an exposition with three subjects has naturally its con-
sequences in the later structure of the movement as well.

The peculiarity of the ninth piece is that it produces, after the introduction of the second theme
without transition and modulation (bar 18), a kind of subsequent transition by means of the
Steigerungszug starting in bar 25. Its counterpart is the second intensification starting in bar 40,
going thereby back to the main key again on the verge of the exposition.

Towards the end of the set the individual, so to say bold solutions increase in number. As men-
tioned before, the most characteristic feature of the main-theme section of the last quintet is the dis-

123 A similar “substitution” of the second theme occurs in other composers as well, cp. e.g. the opening movements
of Haydn’s quartet op. 20 no 4 or Mozart’s B major string quartet K. 458.
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solution of the sense of period and the composer leaves its strange resolution reminiscent well-nigh
of Haydn to the very end of the exposition and of the whole movement (bars 86-92).

The solutions of the development section can be traced back to two major types originating
perhaps in the same source which, starting in the dominant key and touching incidentally on the
tonic, reaches a third key level — the key of the original degrees VI, II, or III — and then the period
that preceded the closing theme in the exposition, returns in general in minor.!24

The second piece represents the simplest case: it starts a sequencing retransition after a short
introduction (six bars) and a weak half close built on the tonic. The patch-like effect of this
thematically loosely connected area is interrupted by semiquaver progressions entering in bar 87
and is led directly to the reprise. The formal section which can hardly be called development is
divided into two sections of different motion. There is namely no thematic hint, it is as if we heard
one single, extended retransition. The attraction of the tonic remains valid throughout the whole
formal section, and this holds true for the four-fifth of the quintets. This points to the fact that the
older, two-part sonata ideal was still more lively in the composer’s mind than the concept con-
sidering the development as an independent formal section.

Another solution of the development section emerging from the combination of two ideas can
be well traced in the eighth quintet. Following an introductory G minor area the same material is
being repeated on the tonic, then the retransition starts with a new theme and continues with a
change to minore, in order to refresh the key. The seventh quintet repeats this procedure almost
completely, but employs somewhat more characteristic themes. After the evocation of the head
motif of the main theme and the harmonies of the search for key a complete period each sounds in
the submediant and the tonic minore keys, followed by a pseudo-polyphonic retransition ending in
diminished seventh chords.

Zimmermann achieves the further enrichment of the development section by including concer-
to-elements, particularly in case of works which can be called divertimenti (the fourth and sixth) or
Italianate symphonies (the fifth quintet). In the latter contrapuntal elements make the development
more colourful (see e.g. the retransition section starting in bar 100). In the sixth quintet the cello is
entrusted with a genuine solo, even if a short one, (the entry Violoncelle appears here for the first
time), and the third key level after the dominant is no more the tonic but the “mediant” C major.
The retransition begins also in this key, then reaches the dominant of the tonic minore by touching
D minor and C minor. The same order of key relationships is repeated in the ninth quintet as well
(starting from the tonic minore and reaching the mediant as its parallel major), but there the key
relationship is also stressed by the change of key signature.

The pieces discussed so far can all be included in the same type of form: the development
forms one single central formal unit, even if divided into different levels, as far as key is con-
cerned. The eleventh item stands pre-eminent among the pieces belonging to this category in that it
shows grandness of the realization, and emphasizes the unity of the movement. The key transitions
are the most successfully executed here (the modulation joining the B minor and A minor sections,
the prolongation of the interrupted cadence and its slow redefinition to an augmented six-five
chord at the retransition).

The second type differs from the above described one in grades. The retransition, the so far
second section of the development, appears with thematic stress here, grows in size and becomes
divided into well-separable sections itself. As a result, the key scheme gets also modified to some
extent.

124 Koch'’s description is cited in Ldsz16 Somfai, Joseph Haydn zongoraszondtdi [Joseph Haydn’s Piano Sonatas],
(Budapest, 1979), p. 237.
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In the first quintet both large sections (bars 59-75 and 76-92) are divided into two, tonally dif-
ferent parts (T, S; Sp, T) within which the same thematic material runs off twice (A, A; B, B).
A 14-bar retransition is added to these two sections.

A peculiarity of the elaboration of the third quintet is that the concertante viola and cello solos
of the first section modulate and in the second part of the subsequent section the retransition uses
already the second section (bars 9-12) of the main theme. Thus the thematic return starts in bar 12
of the main theme (bar 114)!

The last quintets are the most mature pieces with regard to development as well. In the tenth
quintet the dialogues of the introduction and the retransition as well as the confrontation of the
upper and lower parts produce an intimate effect. Here the core of the development is made up by
the D minor (submediant) cello fantasy which served most probably to demonstrate the achieve-
ments of the cello virtuoso Kampfer on his instrument. The harmonic picture is so strikingly
enriched in these pieces that one would feel inclined to think of some external influence. The
decisive factor must have been, however, the composer’s accumulated and steadily growing experi-
ence in composition.

The elaboration of the first movement of the twelfth quintet is the most complex one. The first
section is a cello solo here as well which is perhaps even more virtuosic than it was in the tenth
quintet. Following the soloistic interlude in the submediant (a duet between the third violin and the
viola) the return of the main theme is prepared in the course of a long retransition by the evocation
of the rhythm of the second theme, then by the entire theme. The repeated use of the second theme
Justifies its omission from the further progression of the movement.

In Zimmermann’s works the recapitulation follows in general the process of the exposition
without any modifications or with slight changes only, the only difference being that after the main
theme a modulation to the subdominant key takes place so that the key relationships of the exposi-
tion can remain unchanged in the remaining part of the reprise. Thus if there was another tonic
theme before the second theme in the exposition (eighth and ninth quintets), it rises to the sub-
dominant level in the reprise, and the “delayed” second theme appears in the tonic. The correspon-
dence between T-D of the exposition and S-T of the reprise was very frequent with the composers
of the time.125

In the finales the movement structure becomes much more distinct than in the opening movements.
The final movement in half of the quintets bears the inscription: Tempo di Menuetto. This tempo
indication may equally crop up at the beginning, in the middle and at the end of the cycle (first,
second, sixth, seventh, eleventh and twelfth quintets), thus it can provide suitable material for ob-
serving the eventual changes of the composer’s thinking as well.

The Tempo di Menuetto finale in sonata form did not pass for a rarity in those days. 126 Thus
Zimmermann made use of and developed an overall tradition common and known to all. Contrary
to the general custom, however, Zimmermann did not write repeat signs to the opening period in
the first piece but developed it continuously. Nevertheless, it is justified to write out the repeat
signs even in the case of repetitions because it may occur that two phrases are combined
doppelfrasiert, the scoring or the texture change, the second part of the period is extended, in
general in the interest of preparing the dominant concluding the main theme section. The
occasional insecurity of composition derives from the contradiction between the established state

125 The best-known example is the first movement of W. A. Mozart’s Sonata facile (K. 545).

126 Haydn's quintet (Hob. X:1) in the collection of Keszthely, some early groups of works by Haydn (such as e.g.
Hob. V, string trios, all items of the Hob. VI group of duos, certain baryton trios of Hob. XI can be included here, more-
over, examples can be found among Haydn’s piano sonatas and early symphonies as well: see nos. 4, 9, 18, 26, 30. Pleyel
counted among the composers who carried on the Haydn tradition and whose string quintets preserved in Keszthely
frequently end in a minuet as finale.
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of the tonal scheme and the less characteristic formulation of the thematic construction. After the
theme that opens the movement we can hear sequences, motivic material and rhythms carrying the
modulation, the tonal transition and retransition. Since this is a dance, the motivic fragments get
arranged to units in pairs, and the whole movement is characterized by a kind of airy construction.

The size of the second piece hardly comes up to the half of the preceding one. In it the
thematic areas are more detached, but the quasi development is substituted by one single period
and the subsequent return here as well. In the third to fifth pieces the composer experiments with
other finale forms.

The final movement of the sixth piece receives a truly sonata-like weight in its formulation
and becomes an arch of almost identical significance with the opening movement. The first to
strike us is the clear separation between the thematic areas and the increased inner complexity of
the texture. The manner of employing the cello as melodic instrument has structural role: at the
beginning of the development, on the turning point, it bears contrasts of colour (though this section
never extends to an independent formal section; it could rather be termed as a resting place of
form). In the seventh quintet the tonal role of development becomes still more obvious. As a matter
of fact, we find here a further example of the three-unit (return) second theme construction with
return and of the minore episode refreshing tonality.

The last piece, which is at the same time the most extensive example of this type (171 bars),
has the most elaborated finale. The theme itself is more stratified than the previous ones were and
the elaboration of the movement comes close to that of the opening sonata allegro. The second
theme group consists of three units there too (the second thematic formula is the variant of the first
one transformed to a closing theme), whereas the composer reaches another cadence by the inser-
tion of an extensive pseudo-modulatory passage, with a detour of key. The gesture of the beginning
of the development is merely a motto and has nothing to do with the thematic material of the
movement. The continuation may be interpreted, however, as the canon and minor variant of the
beginning of the main theme. In the place of the development there is a Modulationspartie here,
too, a progression of harmonies strung up on a dactylic supporting rhythm. The modulation pas-
sage is explicitly symphonic in effect and the aspiration for the seriousness of the genre can al-
ready be felt in the finale of the second quintet.

Rondeaus form the second chief type of finale, of which the rondeau of the third quintet was
conceived in the same style to be traced back to the Italian overture-symphony as the few above
cited pieces of the final movements. A general feature of these works is the soloistic scoring of the
opening of the theme and the tutti repetition replying it. A three-part unit of the rondeau theme
may also be come upon, so that the composer brings back the three-unit thematic section as a
reference only and is repeated at the conclusion of the movement in its integrity. The episodes are
clearly separated both with regard to texture and key. (In the first episode of the third quintet the
upper three parts, in its second episode the lower three parts carry on the musical happening.)

The title Rondeau is not always combined with Presto tempo: in the duple time movements
(the fourth, fifth and ninth quintets) the tempi are expressly Moderato or Allegretto. In the additive
bass of the fifth quintet, which is symphonic in character to a certain extant, traces of the continuo
practice can also be discovered; the sonata-like features are stronger in these works (e.g. the so-
called transition sections use a much larger area than the thematic sections, see the ninth quintet!).

The items called Vaudeville (the eighth and eleventh quintets) do not depart considerably from
the rondeau finales, in contrast, they seem to be the most concentrated items of the group. (The
designation Vaudeville must have been a mere associative allusion without any definite restrictions
of form.) The only difference is that here the return of the refrain is preceded by the return of the
middle section (eighth piece) or of the second half (eleventh quintet) of the thematic section. In the
latter example the first half of the theme appears as if merged with the return (bars 49 and 102) and
the “dramatic” momentum of the return is borne by the emergence of the characteristic second half
of the theme.
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Among the final movements there is only one item inscribed Allegro moderato (the tenth),
though the added remark quasi Polonaise makes it dubious whether it is an independent sort of
movement at all. The actual Polonaise movements always occur in Zimmermann’s chamber music
— thus also in the A major and B flat major sextets preserved in Keszthely and in the Cassatios and
Notturnos held in Nagyszombat (Trmava) — after the minuet as its alternative.!27 While these pieces
are constituents of dance forms of several movements, in the more serious chamber music genres
related with the quartet the Polonaise is an outsider and requires a certain degree of stylization.
The designation Polonaise expresses here the overall character of the movement only, just as the
remark Tempo di Menuetto in the finale of the eleventh quintet does not mean anything more than
tempo indication. The final movement of the tenth quintet has a faster tempo than the minuet
finales. The movement is a clearly shaped sonata, thus all that has been said in connection with the
sonata movements earlier holds good of it, too. What is striking in this work is the economical
treatment of the musical material: the introduction to the development and the retransition use the
same motif and the development is restricted to following the harmonic happenings. The return of
key anticipates the thematic reprise in this case as well. The subsidiary theme, which has not been
a decisive factor of the process in any way, does not return any sooner than immediately before the
conclusion, as a variation on the closing theme. The proportions of the movement designed with
ease and the resolute, concentrated formulation make this movement one of the best, most mature
finales of the series.

* %k %k

While in the finales the movements in minuet tempo can be clearly separated from the rondeau-
type movements, the dividing line between the two main types of the middle movements — Adagio
in 4/4 and Andante in 2/4 — is less conspicuous.

As far as tempo direction and time signature are concerned, the middle movement of the first
quintet represents a unique solution. The movement is constructed on the sonata principle; the con-
tinuous melodic structure roots in the Italian Baroque instrumental music. As regards intonation
and form, it is related to the Adagios in 4/4, of which the middle movement of the second quintet is
an evident example. It is also a sonata with a richer set of rhythms than the previous one. The mid-
dle movements prove more suitable for experimentation with key (see e.g. the change in bars 26-
29, the appearance of the reprise in the subdominant). The outer movements are much less bold in
this respect. The slow movement of the third quintet is an “intermediate” piece by virtue of its
inscription (Andante un poco Adagio) as well. Due to its odd-numbered bar and the cantabile
melodiousness it stands closer to the Largo movement of the first quintet and is characterized by
the same serenade or notturno tone. The fourth work contains again an Adagio in 4/4, the only
minor movement of the cycle. The sonata form follows the two-part Baroque scheme, thus the
return begins with the second theme.

In the next three works the type of Andante in 2/4 emerges again, and even the un poco
Adagio slow movement of the eighth piece comes close to it in character (the Andante thematic
construction forms the main thematic material of the movement, but notated in large bars.) In it the
compositorial significance of the scoring is worth mentioning as well as the placement of the sub-
dominant attraction in the development section so characteristic of sonatas.

The last Adagio movement (ninth) differs from the previous ones with regard to character and
formulation to such an extent that one must suppose the existence of some external influences. In
the dramatic contrast of the chordal theme and the interlude of fast motion the musical vein of the
composer of melodramas may have manifested itself, whereas the security of the treatment of
instruments reflects the effect of the symphonic genres. The exposition is not repeated this time but
continues with an elaboration built on the mediant key. The return starts in the second theme and

127 Similarly to Bach’s Suite in B minor or Michael Haydn’s fifth quintet preserved in Keszthely.
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the opening theme returns at the end of the movement only, while the reversed function of the in-
terludes (D, T instead of T, D) indicates the refinement of the compositorial thinking.

The Andante type of movement emerges in the fifth quintet only, associated with the serenade
tone (violin solo with pizzicato accompaniment). The middle section consists merely of six bars
which agrees note by note with the beginning of the development of the first movement of the
ninth quintet. Since it is thematic material there and a somewhat foreign body here, it is almost
sure that it must have been included here after the completion of the ninth quintet, perhaps to sub-
stitute a solution not satisfying the composer.

By means of the wealth of its rhythmic vocabulary, the slow movement of the sixth quintet
comes closer to the Adagio type but retains the sonata contours followed in the other type as well.
The movement unfolds on a larger area and is more carefully elaborated than the middle movement
of the fifth quintet; besides, the small cadence for two violins inserted before the conclusion of the
exposition strikes an explicitly serenade tone. The return is from the transition onwards in the sub-
dominant key and the composer carries out a regular modulation, just like in the exposition, for the
sake of taking back the tonic.

The establishment of form pointing towards Andante with variation appears first in the seventh
quintet. The thematic and key scheme of the theme of a double period length confined between
repeat signs makes clear how the simple, three-section thematic division fits in with the key con-
cept of several levels:

thematic level: A B A
aba
key level: T— D-T-Sp— T

The reprise modified by violin figurations and, in a wider sense of the word, the first unit of each
new section — because the second one is a retransition — can be regarded as variations because the
identical direction of the motion of the parts and the corresponding sequence and rhythm of the
harmonies justify it sufficiently.

The tenth quintet is the test-piece of the actual variation form. It can almost be called an
instrument or register variation since the figurations descend from variation to variation lower in
each part. The middle movement of the eleventh quintet is once again a simple ternary structure
(ABA), the only difference being that the key of the middle section is not in the dominant but the
subdominant. This shows that the composer does not insist on the presence of the dominant level,
merely seeks the opposite of the tonic which can again be looked upon as the heritage of the Baro-
que musical thinking. In the last quintet the same key concept, the retransition takes place in the
same manner, through the supertonic, as in the preceding one. The middle section of the opening
theme (from bar 9 onwards), the surprise effect of the retransition and the subsequent interlude
(from bar 67 onwards) seem to betray Haydn’s influence. In the knowledge of the close musical
relationship between Eszterhdza and Pozsony this influence cannot be excluded.
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Editorial Notes

General Remarks

A) The Sources

Since the autograph score of the string quintets does not survive, the works are available, according
to our present state of knowledge, in two complete sets of manuscript parts and one containing on-
ly three works. The copies originate by and large from the same period and are of more or less
identical quality. Nevertheless, emendations suggesting performance can be found in the copies
preserved in Keszthely only. The parts held in Vienna and St Florian were only available on
microfilm or as xerox copies. In contrast, we had possibilities to examine the original copies of the
material of Keszthely. This explains why the latter was chosen as the main source of the present
edition.

Main Source: K — Keszthely, Helikon Library, shelf mark: 0/18

The parts are contained in five separate volumes containing all twelve pieces. Except for the dif-
ference in part designation each volume has an identical title inscription glued to the cover: X/1./
Quintetti/ a Violino I.mo [1.de [I].0 Viola/ et Basso/ Del Sig.re Ant: Zimermann./ — separately: Violino
I.mo, Violino I1.do, Violino 1110, Viola, Violoncello. For the latter see the information under C).

The tempo marks, dynamics instructions and expression marks differ only in spelling from
present-day usage, e.g. collarco, semprepia, etc. The tempo and the expression marks are oc-
casionally written under each other, such as languido under Largo or Vaudeville under Allegretto .
Their inscriptions are contained on the label glued to the cover-page.

The measurements of the volumes in portrait format are: 21.5x31 cm.

The watermark of the paper of the parts held in Keszthely cannot be identified.

All parts were unanimously written on music manuscript paper with twelve staves to the page,
four bifolios being sewn together. Their cover is identical, vari-coloured cardboard (see facsimile
no. 1).

The clear, lucid layout of music must be the work of professional (probably Viennese)
copyists. It is highly probable that the part-books were made in Traeg’s workshop, for the quintets
were already listed in the firm’s catalogue of 1799. The five volumes were made by three copyists:
the first copied the first and second violin parts as well as the first portion of the Violoncello (up to
p. 17), the second copied the third violin part and the second portion of the Violoncello part and the
third the viola part (see facsimiles nos. 2, 3 and 4).

Later entries and emendations regarding performance can be clearly distinguished by means of
the different colour of ink (see facsimile no. 5).

Further Sources

1) W — Wien, Osterreichische Nationalbibliothek, Suppl. Mus. 11533-11544. The sequence of the
pieces as well as the scoring (two violins, two violas and Basso) 128 differ from that of the main
source. All parts of a quintet are sewn together in one volume and the title of the individual
volumes is, apart from the serial number and the key, identical: Quintetto in D [in C etc.] a 2
Violini/ 2 Viola/ e’ Basso/ Del Sigr: Zimermann. Under the title there is a music incipit with tempo

128 See footnote 119.
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indication while at the bottom of the page the copyist’s initials N. H.!129 and the date of the nota-
tion, 1791, can be found. The volumes were made on music manuscript paper in portrait format
with twelve staves to the page. The great number of note errors and slips of the pen left unemended
throughout strengthen the assumption that they were never used (see facsimile no. 6).

2) F — St. Florian, Bibliothek des Augustiner Chorherrenstiftes, Ms. XXV/61-63. In this collection
only the parts of three works (in F major, G major and G major) survive. The individual volumes
contain all parts of a work. Apart from the designation of key their title inscription is identical:
Quintetto in F[in G) a 3. Violini/ Viola/ et Violoncello/ del Sigre Antonio Zimermann.

The numbering of the title-page of the pieces dating from the same time as the inscription (No.
[?4], 9 and 10) agrees with the serial number given to the works in the set of Keszthely 130, These
numbers were, however, crossed out later and replaced by No. 19-20-21 above them. 13! (No. 19
appears on the label glued to the music paper, not on the paper itself; this is why the original
numbering cannot be seen.) Two of the three works are written on paper in landscape format with
ten staves to the page (XXV/61 and 63, originally nos. 9 and 10) and one, notated also on paper
with ten staves to the page, in portrait format (XXV/62, originally No. 47). The copyist of the latter
is not identical with that of the other two; he writes violoncello on the title-page differently:
Violonzello (see facsimiles no. 7 and 8). On the cover-page of the quintet XXV/ 63 an entry
concerning the possible provenance can be read: “Hferr] Link in die hoffmeisterische Buch-
handlung”, indicating perhaps Viennese origin (see facsimile no. 9). At the bottom of the cover of
quintet XXV/ 62 the name of Ignaz Haas (the possessor?) can be seen.

B) Editorial Methods

In the use of articulation signs the main source of Keszthely has been followed and supplemented
by signs taken from other source(s). Wherever the articulation of the main and other source(s) dif-
fers, the main source was relied on. The deviating markings of the second and third sources are
listed in the notes. The missing marks have not been indicated separately.

The additions taken from the subsidiary source(s) are in parenthesis ( ), the editorial additions
are distinguished by square brackets [ ]. The missing accidentals of tone repetition after the bar-
line as well as the step of an octave within the bar have been added without separate markings.

The tempo indications and directions of performance are given with modern spelling, the
instruments are used with their present-day designations, the obsolete abbreviations of the signs of
dynamics have been modemized (for: f, pia: piano, sfz: sf, etc.). The designation m: v: (= mezza
voce) characteristic of the age has been retained (cf. the beginning of XI. A/3) since it agrees by
and large with mezzoforte in present-day usage. The asynchronous sections (sf/ fz/ fp) have been
unified wherever it was deemed necessary (cf. IV.G/1-62, 71-76, 151), the form pof/ poc: pia has
been substituted by pfoco] f, p[oco] p for the sake of avoiding ambiguity. The apparently super-
fluous fermata on the last double line at the end of the pieces has been omitted. The abbreviations
of the repeated notes (note-stems struck through) as well as the abbreviation-like markings of the
two-note slur have been written out throughout. The dots extending over bar-lines have been
replaced by tying over, and the double stops as well as the chords are placed on common stems.

The evident difference between staccato dot and wedge has been retained. A dot is written un-
der the tie in each case (e.g. at the beginning of the twelfth quintet) whose string vibrato ( portato)
manner of performance is unambiguous. The value of the appoggiaturas has been retained and the

129 N. H. was probably a Viennese music copyist of mainly chamber music. Many of his works occur in Francis I's
so-called Kaisersammlung which had been in possession of the Musikverein of Graz from where it was transferred to the
ONB. The copies to be dated originate in the period between 1788 and 1806. (Cf. also Kirkendale, Fuge und Fugato in
der Kirchenmusik des Rokoko und der Klassik [Tutzing, 1966], p. 95 ff.)

130 Based on it, it is supposed that originally this series may also have been complete.

131 Numbering at the music collection/library?
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ties belonging to them have not been added anywhere. The abbreviation-like markings of the triplet
have been written out in full and the differences of the marking have been unified, its omissions
have been added.

C) Performance Considerations

The Violocello-Basso issue and the authenticity of the soloistic performance have already been dis-
cussed in the preface (on p. 49 of the introductory study).!32 A rendering by two violins, two violas
and a cello is also possible which does not derive from the consideration alone that this is the usual
scoring for a string quintet nowadays, much rather because the second Viennese source is also
based on this scoring. Since the Va I part of the Viennese source is for the greater part identical
with the V1. III of the material of Keszthely, the quintets may be performed by two violins two
violas and cello from the music edited here. The few differences between the two sources (ex-
change of parts) are as follows:

Quintet in F Major (No. 2)

2nd Movement: 72-1316 K: Basso > W: Val; 76-135 K: VI. Il > W: Basso; 181-207 K: Basso > W: Val,;
191.208 K: V1. Il > W: Basso; 551-57! K: V. I >W: Val; 551-571 K: VL. [lI > W: VL. L

3rd Movement: 25!-35! K: Basso > W: Va [; 25-35 K: V1. Il > W: Basso.

Quintet in C Major (No. 3)

Ist Movement: 581-691 K: VI. Il > W: Vall; 581-794K: Va>W: Val; 691-7912K: Basso > W: Vall;
(69-79 W: Basso tacet); 731-80! K: VI. Il > W: VIL

3rd Movement: 922-116! K: VL. III > W: VL II; 922-116! K: Basso > W: Val; (93-118 W: Basso tacet).

Quintet in G Major (No. 4)

3 rd Movement: 671-831 K: Basso > W: Val; (67-83 W: Basso tacet).

Quintet in D Major (No. 5)

15t Movement: 802-87! K: Basso > W: Val; (801-87! W: Basso tacet).

3rd Movement: 29'-49! K: Basso > W: Va II; (29-66! W: Basso tacet); 301-493 K: Va>W: Val;
501-65! K: Basso > W: Val; 641-656 K: VL. lIlI > W: VL. 1I.

Quintet in A Major (No. 6)

Ist Movement: 7569-911 K: Basso > W: Val; 761-913 K: Va> W: Basso; 76-80! K: Va Il > W: tacet;
801-915 K: VI. Il > W: VallL

Quintet in C Major (No. 7)

Ist Movement: 1322-1384 K: Basso > W: Val; (1321-1391 W: Basso tacet).

Quintet in F Major (No. 8)

3rd Movement: 1061-1147 K: Basso > W: Va I; (106-114 W: Basso tacet).

Quintet in G Major (No. 9)

1st Movement: 181-251 K: Basso > W: Val (18-251 W: Basso tacet).

3rd Movement: 642-744,911-1044 K: Basso > W: Vall; 65-741,91-1043 K: Va > W: Basso.

Quintet in F Major (No. 10)

Ist Movement: 241-278 312-352 K: Va> W: Basso; 241-27, 311-35!1 K: Basso > W: Va Il

2nd Movement: 642-811 K: Basso > W: Val; (64!-80 W: Basso tacet).

Quintet in A Major (No. 11)

Ist Movement: 571-5811 K: Basso > W: Val; (57-58 > W: Basso tacet).

2nd Movement: 561 K: Va > W: Basso (an octave lower); 56-69 K: Va > W: Basso;
561-691 K: Basso > W: Val; 56!1-69 K: V1. llI > W: Vall.

132 See in greater detail in Webster 1974 and “Violoncello and Double Bass in the Chamber Music of Haydn and
his Viennese Contemporaries 1750-1780", JAMS 29 (1976), p. 413 by the same author, as well as in a study by Hess in
the preface to W. A. Mozart, Neue Ausgabe Samtlicher Werke, Serie VIII, Kammermusik, Werkgruppe 19, Abteilung 1.
Streichquintette , ed. Emst Hess and Emst Fritz Schmid (Kassel-Basel, 1967).
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Quintet in E flat Major '""De lamentatione" (No. 12)
3rd Movement: 1451-1544 K: Basso > W: Va I; 1451-1542K: V1. Il > W: Basso.

Wherever the markings of dynamics are missing at the beginning of the works, the pieces must
be started, in agreement with contemporary practice, using the natural strength of tone (i.e. forze)
which is reinforced by the written out dynamics of the return as well. The composer wrote out the
dynamics at the beginning in cases only when it deviated from the usual level of dynamics (e.g. at
the beginning of the first movement of the twelfth quintet in E flat), or when it contrasts with the
continuation (as e.g. at the beginning of the seventh quintet in C, the ninth quintet in G and the
tenth quintet in F).
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