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Istvanffy Benedek élete és miikodése

A 18. szazad elején, a szazétven éves torok uralom utan a zenei élet intézmeényes kereteinek szinte
teljes Gjjaépitésére kerilt sor. A zenei muveltség Ujraalapozasa €s elterjesztése jol képzett zenészek
csoportjara vart, s természetes, hogy az adott korilmények kozott, a specialis és folyamatos muivelést
1gényld zenész-képzés magyarorszagi hianya kovetkeztében a zenész-tarsadalom zomeét — az orszag
népességenek etnikai Osszetételénél joval magasabb aranyban — a kiralyi Magyarorszag védettebb
teriletein fekvo, német lakossagli varosok polgarai mellett elsosorban bevandorlok, rovidebb-
hosszabb ideig itt mik6do német, cseh és olasz zenészek alkottak.

Annal feltinobb tehat, hogy a szazad derekan Istvanffy Benedek személyében egy jo képességil,
magyar szarmazasu keépzett szerzo akadt. A jelenség kiilonosségéhez hozzajarul, hogy Istvanffy
minden valoszinGség szerint nemesi szdrmazdsu. (Talan a Baranyaban honos kisasszonyfalvi
Istvanffyak leszarmazottja, mely csaladbol a 16. szazadi torténetiro, Isvanffy Miklos is szarmazott.'
A csalad Dunantulon €16 aga mellett mar a 16. szazadban egy felvidéki ag is kirajzolodik.) Jollehet a
szazad végére a magyar fonemesség egyre inkabb zenekedvelové lett, st maga a zenetanulas is
divatossa valt korikben, a szizad kozepén azt a szokatlan elhatarozast, hogy egy nemesi szarmazék
zenel palyara 1épett, talan valamiféle csaladi adottsag is magyarazza. A 18. szazadbol ugyanis (a
zeneszerzd apja és kopistaként is miikodd testvére, Elek mellett’) tobb zenész Isvanffyrél van
tudomasunk: a Felvidéken két Isvanffy Lorinc (Laurentius) mikodott — apa és fia,® Isvanffy Pal palos
szerzetes pedig a pécsi Jakab-hegyi kolostor orgonistaja volt 1788-ban.*

Istvanffy Benedek jelentdsége szarmazasatol eltekintve is kétségtelen — jollehet mindossze tiz
muve maradt fenn és azokat sajat koraban is csak szilkebb koérnyezetében ismerték. A gyor
székesegyhazban Orzott két mise és egy Gloria-tétel, 2 himnusz (Te Joseph celebrent, Decora lux),
egy-egy Rorate coeli (masolata Veszprémben), Alma Redemptoris és egy offertorium (Jam virga
Jesse), valamint a soproni Szentlélek templomban talalhato tovabbi két offertorium (Adeste,
triumphate és Veni Sancte Spiritus) kvalitasai garantaljak szerzojik kiemelt helyét a szazad magyar
zenetorténetében.’

Az életérol fennmaradt adatok mennyisége — maveinek szamahoz hasonldan — csekély: ezért a
biografia osszeallitasakor gyakran kovetkeztetésekre és feltételezésekre kell hagyatkoznunk.® A
Musicalia Danubiana 3. kétetének kiadasa ota felmeriilt Ujabb adatok és a korabbiak értékelésének

! Nagy 1.: Magyarorszdg csalddai cimerekkel és nemzékrendi tabldakkal. Pest, 1858 — {ij kiadasa: Budapest,
1987. 257-261. o. Istvanffy Mikldosnak ugyan nem maradtak fitutodai, de a csalad feltételezett masik aganak
tagjairol Nagy Ivan késobbi adatokat kozol (1692, 1782, sét 1857).

% Vavrinecz V.: Istvanffy Benedek élete és miikodése. In: Benedek Istvanffy: Church Music Works, Musicalia
Danubana 3. Budapest, 1984. 9. o.

? (1) Laurentius Isvanffy /az apa/, P. Paulin Bajan tanara Szakolcan 1730 keériil, (2) Laurentius Isvanffy /a fily/,
elébb Szakolcan majd Kassan miikodott, halalanak idépontja talan 1779 vagy 1786, de a legvaldsziniibb, hogy
1797. 2 Salve Regina-ja a kassai domban talalhato (regisztralva az 1786-, 1787-, 1790-es és 1797-es
inventariumokban). A szerz6 megnevezése a kottan és a jegyzékekben: Isvanffy, keresztnév nélkiil, de Ladislav
Kacic egy azonos irassal késziilt, Laurentius Isvanffy altal szignalt Galuppi mii masolata alapjan azonositotta.
(Valamennyi adat L. Kacic szives kozlése alapjan)

* Bardos K.: Pécs zenéje a 18. szazadban. Budapest, 1976. 81. o.

> A felsorolt kisebb miivek kiadasat 1d. Musicalia Danubiana 3. kotetében, felvételét pedig a Hungaroton SLPD
12733 sz. lemezén (Istvanffy Benedek: Musica sacra. Budapest, 1986). A gydri kottatarban egy tovabbi,
elveszett offertoriumanak autograf cimszovege olvashatd egy Donberger-mi boritdjan (Bardos K.: Gyér zenéje
a 17-18. szazadban. Budapest, 1980. Fiiggelék 255. sz.).

® Az eddigi irodalom: Bardos: Gyér zenéje ..., Vavrinecz emlitett tanulmanya (Id. 2. jegyzetet), és Dobszay
bevezeté tanulmanya ugyanott (Istvanffy Benedek kisebb egyhazi miivei), valamint Dobszay kisérOszovege a
kisebb mivek lemezfelvételéhez, 1d. az el6z0 jegyzetet.



lehetséges ujabb szempontjai sziikségesseé teszik, hogy eddigi ismereteinket jelen kotetiinkben is
osszefoglaljuk.

[stvanffy Benedek 1733-ban sziiletett Szentmartonban (a mai Pannonhalman), apja Isvanffy
Jozsef (1703-1771), aki 1726-t6l a pannonhalmi bencés apatsagban volt orgonista’ és a figuralis zene
oktatdja, 1752-57 kozott a veszprémi székesegyhaz muzsikusa, ezutan pedig a bakonybéli
bencéseknél orgonista. Istvanffy Jozsef 1731-ban vette feleségiil Szele lonat, akitol hét gyermeke
sziiletett.® Elete végén a gy6ri "magyar ispitaba" keriilt, s ott is halt meg.

Benedek iskolairol nincs adatunk, elsd zenei ismereteit bizonyara apjatol szerezte. Késobbi
tanulmanyairél, melyek soran eminens zeneszerzové valt, semmilyen konkrét adat nem all
rendelkezésre. Igy nyitva marad a kérdés: milyen mester révén nyerhette kivételesnek mondhato,
atlagon feliili ismereteit, tajékozottsagat?

Az a korabbi feltételezés, mely szerint tanulmanyai soran Széchényi Laszlo grof tamogatta
volna, Isvanffy egy 1760-as években kelt kérvényére hivatkozik. Ebben Széchényirdl szolva azt irja:
[neki készonhetem], "hogy oly szamos koltségge altal tanulasim végezvén kenyeremet kereshetem".’
A megfogalmazas szerintiink nem egyértelm(: a "szamos koltség" egyarant vonatkozhat a
tanulmanyok finanszirozasara, de ugyanugy a kenyérkereset biztositasara is. (1757-ben tényleg nala
allt alkalmazasban.) Amennyiben mégis a tanulmanyokra utal, akkor is csak a lehetdséget
megteremtd anyagi forrast jeloli meg, a tanitomester személye tovabbra is homalyban marad.
 Bécs kozelsége, a régié Bécsre irnyuld zenei orientdcidja kovetkeztében nyilvanvalé, hogy egy
Eszak-Dunantulrol szarmazo zenész képzésében a csaszarvaros befolydsa meghatarozo lehetett.
Kérdés, hogy ez a hatas kozvetleniil, vagy kozvetités altal érvényesiilt?

Jollehet Istvanffy késobbi "munkahelye", a gyori székesegyhaz rendelkezett ilyen kapcsolatokkal
(a repertoar egyértelmi bécsi eredete mellett személyes kontaktus létrejéttérol is tudunk: 1748-bol
bécsi énekesfitk foglalkoztatasarol maradt fenn adat, 1755-1757 kozott — egyéves bécsi tanulas utan
— a fiatal Albrechtsberger mitkodétt itt orgonistaként'®) — Istvanffy kiilfoldi (bécsi) tanulmanyaira
nem utal semmi nyom. A lehetséges kozvetitot kell tehat megtalalni — vagyis szerzonk sziikebb
patriajaban kell korilnézni. A legkézenfekvobb a kozeli Esterhazy-udvar Magyarorszagon — s egy-
két évtized mulva, Haydn-nak koszonhetoen Eurdpaban is — kiemelked6 szerepet jatszo, viragzd
zeneglete felé fordulni. A szazad kozepén az ott €16 Gregor Joseph Wemer az egyetlen olyan képzett
zeneszerzo ebben a koérben, aki Istvanffy mestereként szoba johet. Mindenképp érdemes kiilonds
figyelmet szentelnlink neki, hiszen valamiféle kapcsolata biztosan volt Isvanffyval.

A gybri székesegyhazi kottatar gazdag 18. szazadi gyljteményének egy tekintélyes része
Isvanffy kezenyomat Orzi: szamos darabot részben vagy egészben lemasolt, ill. boritdval-
cimszoveggel latott el."' Ebben a 144 miivet tartalmazo anyagban a legnagyobb szamban Wemer
mivei talalhatok: tole 33 darabot irt le sajatkeziileg (mig a tobbi szerzotdl atlag 1-3 darabot, és még
— az iranyado bécsi zeneélet egyeduralkodojatol, a Stephansdom kamagyi és a Hofkapelle
karmesteri tisztét egyszemélyben visel6 — ifjabb J. G. Reuttertol is csak 7 milvet tartott lemasolasra
érdemesnek, tovabbi haromhoz csupan boritot késztett). Figyelemremélto tovabba, hogy Wemer
egyik miséjéhez (Missa Coena Domini) Gloria-tételt irt,'* két himnusza pedig (Te Joseph celebrent,
Decora lux) Wemer himnusz-sorozatanak fuggelékeként maradt fenn: ezekben Istvanffy azt a két
himnusz-szoveget zenésitette meg, mely Wemer ciklusabél hianyzott."

7 Isvanffy Jozsefrol és a csaladrol 1d. Pfeiffer J. — Szigeti K.: A veszprémi székesegyhdz zenéjének torténete.
Miinchen, 1985. 57-60. o.

® Maria (*1732), Benedek, Jozsef (*1736), Elek (*1741 —késdbb gydri kaplan), Ignac (*1745), Maria Salomea
(*1749) és Ilona (*1753).

® Isvanffy Benedek levélfogalmazvanya, fennmaradt a gy6ri székesegyhaz kottatardban, Kunath Ignac egy
elveszett miivének boritojan, kozli Bardos (Gyér zenéje ... 64. 0.).

' Bardos: Gyér zenéje ... 55. és 60-61. o.

" Vavrinecz: i.m. 9. o.

> Bardos: Gyor zenéje ... Fiiggelék 1512. sz.

" Dobszay: i. m. 12. o.
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A feltételezett kismartoni szalak valoszinliségét tovabb erdsiti, hogy az emlitett anyagban a
Napolyban és Madridban (!) mikodétt zeneszerzotol, F. Conforto-tol (vagy Conforti, 1718-1788) az
atlagosnal tobb, hét teljes szdlamanyagot masolt. Conforto miiveit Magyarorszagon Gydrén kiviil
csak Kismartonban ismerték: Esterhazy Pal Antal herceg ugyanis napolyi kovetként személyes
kapcsolatba keriilt vele — 1751-ben egy kantatat rendelt tole Maria Terézia sziletésnapjara, s mas
miveit is beszerezte és hazahozta.'* Kézenfekvd, hogy Isvanffy csak a kismartoni udvar
kézvetitésével juthatott a mivekhez "’

Az egymashoz kozel fekvd regionalis zenei kozpontok kozti élénk forgalomra utal, hogy a
soproni orgonista, Johann Patzelt valamennyi rankmaradt egyhazi miave Gyorben talalhato, és
Isvanffynak koszonheti fennmaradasat: a Miserere cimlapja, a Requiem és a mise valamennyi
szolama az 6 kézirasat orzi.'® Patzelt is sziikségképp kapcsolatba kertiilt az Esterhazyakkal: Castor
és Pollux c. operajat 1743-ben a soproni jezsuitak szamara irta, s az opera licenzaja a kegyur
Esterhazyakat magasztalja.'’

Mindezek az adalékok egy csaknem magatol értetddo, szinte kikerilhetetlen kapcsolatot
korvonalaznak: a tovabbi (levéltari) kutatasok feladata felderiteni, hogy Wemer és Istvanffy kozott
kirajzolodo tanar-diak viszony valodban létrejott-e, annal is inkabb, mert kéztudott, hogy Wemer
karmesteri tevékenysége mellett zeneszerzés- és énektanitassal is foglalkozott.'®

Istvanffy tanulmanyai végeztével, 24 éves koraban a masik nagy dunantuli fonemesi csalad
egyik tagjanak, grof Széchényi Laszlonak (1713-1760) alkalmazasaba lépett Sopronhorpacson:
1757-ben mar az 6 soproni hazikapolnajanak orgonistaja. Feltehetéen gazdaja kozvetitésével nyerte
el Széchényi Antal (1714-1767) nagycenki kastélyaban az orgonista allast. Ide 1758-ban kertilhetett,
a grof ugyanis ekkor telepedett le Nagycenken, jollehet a kastény fel(jitasa és bovitése csak 1761-
ben késziilt ef. "’

Isvanffy csaladi kérilmeényeirdl szintén csak kozvetett adatok allnak rendelkezésre: feleségenek,
Kémives Katalinnak a nevét egy késobbi, gydri keresztelési anyakényv orizte meg,” és
hazassagkoteésik iddpontja is ismeretlen. Mindenesetre 1756 eldtt lehetett, miutan abban az évben
sziletett lanyuk, Franciska,?' aki késdbb — Isvanffy 1778-ban bekovetkezett halala utan annak gydri
utodjahoz, Krajtsovits Andras succentorhoz ment feleségiil. >

Fennmaradt levelek és kaptalani jegyzokonyvek alapjan részletesebben ismerjik Istvanffy
Gyorbe szerzodésének és ottani mukodeésének torténetét. Eloszor 1764-ben, Széchényi Antal
ajanlasanak birtokaban mutatkozott be a varosban — Zichy piispék hazanal és a templomban is

' Az emlitett kantata: Gli orti Esperidi, 1d. The New Grove Dictionary of Music and Musicians. London, 1980.
4. k. 567-568. 0. Az 1756/1759-es Esterhazy-katalogusban szerepld tovabbi miivek: 2 opera (Antigono,
L'Endimione), 7 /vagy 15/ aria, fuvolaverseny, szimfonia, 1d. J. Harich. Inventare der Esterhazy-
Hofmusikkapelle in Eisenstadt. In: Haydn Jahrbuch 9 (1975) 69., 71., 83. o., valamint U. Tank: Studien zur
Esterhazyschen Hofmusik von etwa 1620 bis zur 1790. Regensburg, 1981. 315. o.

'S Conforto miivei ilyen mennyiségben sem osztrak, sem német konyvtarban nem talalhatok, még egyiittvéve
sem (vo. R. Eitner: Biographisch-bibliographisches Quellenlexikon der Musiker und Musikgelehrten ..
Leipzig, 1899-1904 — 1j kiadasa Graz, 1959. 28. o. és Grove ...). A korabeli katalogusokban is csak harom
esetben fordulnak el6 (1d. B. S. Brook: Thematic Catalogues in Music. New York, 1972. Nr. 884: Miinchen,
Hofkapelle, Nr. 1121: egy francia kastély 1757-es szimfonia-gyijteménye, a katalogus ma San Francisco-ban,
Nr. 1323: Gino-gytjtemény katalogusa, ma Uppsaldban).

'® Bardos: Gvér zenéje ... Fiiggelék 1032-34. sz.

" Sét, egy ideig talan Esterhazy-alkalmazasban is allt, 1d. Tank: i.m. 334. és 341. o.: "Organist Johann
Parzelt", 1734-1736. Mivének modern kiadasa: J. Patzelt: Musica pro comoedia generali (Castor el Pollux).
Bratislava, 1989.

'"® Tank: i.m. 185-186. 0. Werner ismert zeneszerzé-tanitvanyai: Johann Novotny, eisenstadti orgonista, S. T.
Kolbl, J. W. Dietzl — de 1734-td] énekesfiukat is oktatott.

' Vavrinecz: im. 7. o.

20 Az Istvanffy-hazaspart 1765-ben keresztsziiloként jegyezték fel

2! Ez az adat a halotti anyakényv alapjan kalkulalt: Franciska 60 éves koraban halt meg, 1816. szept. 25-én.

22 Az eskiivd datuma: 1779. febr. 16. Valamennyi adatot 1d. Bardos: Gyér zenéje ... 63. o.



sikerrel muzsikalt,” az idds orgonista-regens chori, Mechler Andras helyét azonban csak 1766. 8szén
vehette at. A zenekar az 6 mikaodése idején tiz tagot szamlalt, s az egyiittest sziikség szerint alkalmi
kisegitok erositették.

Gybdrben 1721 6ta az orgonista és a regens chori ("succentor") feladatkorét egy ember latta el.
Igy Isvanffy kotelességei kozé tartozott "a fogadalmi miséken a kanonokok élén eloénekelni, a korus
tébbszolamu és gregorian énekét vezetni, a zsolozsmat a hetes kanonokokkal és a prebendistakkal
végemi." Az 1767-es vizitaciéo az innepélyes zenés misék rendjét is megszabta: "... amikor
vesperason, misén és kérmeneten a kaptalan jelenlétében muzsikalnak, akkor mindegyik [zenész]
részt vesz. [...] Vasamap és iinnepnap a 8 o6rai misén mindegyik tobbszolamu zeneével kételes
szolgalni az Urfelmutatasig, utana magyarul énekel barmelyikiik orgonakisérettel." "A zsolozsman a
primatdl a nénaig 6t koralista €s a succentor koteles részt venni, a matutinumon €s a laudesen az 6t
koralista és a tanitd. Nagyobb iinnepen pedig valamennyien legyenek jelen a teljes zsolozsman. "**
Ezen kiviil a succentor tanitja minden vasamap a kispapokat a szeminariumban a gregorian ének
alapjaira, és gyakorolja veliikk az éneklést. A succentor gondja volt tovabba egy discantista és egy
altista oktatasa €s eltartasa — ezért a kaptalani iskolaban szolgalati lakast kapott.

Unnepélyes alkalmakkor a gydéri karmelitanal és ferenceseknél, sét a varosi korhaz
Szentharomsag-templomaban is a  székesegyhaz zenészei —muzsikaltak. Ez  alkalmi
kézremlikodéseknél rendszeresebb elfoglaltsagot jelentett Isvanffynak, hogy a jezsuita rend 1773-as
feloszlatasa utan két éven at a jo zenei hagyomanyokkal rendelkezd templom korusanak vezetését is
rabiztak. Ottani feladatait egy, a helytartotanacshoz irt kérvényeben részletesen felsorolta: nemcsak
az Unnepek zenéjérol gondoskodott, hanem a sziikséges kottak beszerzése é€s az egyiittes tagjainak
oktatasa is ramaradt.”*

Mindezen kiviil a székesegyhaz zenészei a varos kiemelkedd linnepein is kozremiikodtek, mint
pl. 1771-ben a Szent Jobb fogadasan. Istvanffy succentorsaga idejének legjelentésebb eseményére,
Zichy Ferenc piispok aranymiséjére 1774-ben keriilt sor. A fényes Unnepség-sorozat csaknem
valamennyi rendezvényén zene szolt: az tinnep elOestéjén a palota udvaran, a délel6tti miséhez vald
felvonulas alkalmaval, az tinnepi ebédnél, a kiillonbozo helyszineken tartott népilinnepélyeken, az esti
balokon. A nap kétségkiviil legjelentdsebb zenei produkcidjaként Istvanffy erre az alkalomra
komponalt — kétetiinkben kozreadott — linnepi miséje hangzott fel, melyet a kortars szemtanu szerint
a hallgatosag is igen nagyra értékelt: "... A fenséges énekkari és zenekari muzsikat az itteni kaptalan
succentora €s karmestere a zenemuveészet 0sszes szabalyainak megfeleloen szerezte és szamos kivalo
zenem{ivész kozremiikodésével mindenki teljes tetszése mellett vezette."

* Zichy piispok valaszleve Széchényi Antalnak (Bardos: Gyér zeméje .. 64. o.) "... Elérkezett hozzam
szerentséssen Isvanffy Benedek Sr és jeles tudomanyarul valé probajat hazomnal sok ahoz értéknek
jelenlétével, ugy az Templomban is ditséretessen s mindnyajok approbatiojaval meg tette."

** Bardos: Gyor zenéje ... 43., 68. és 72. o.

2 Vavrinecz: i.m. 8. .

%% Bardos: Gydr zenéje ... 271-274. és 272. o.
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Istvanffy Benedek: Missa
"Sanctificabis Annum Quinquagesimum, vel Sanctae Dorotheae"

Istvanffy Benedek Dorothea-miséjének értékelésekor harom kérdés foglalkoztatja az elemzot.
Egyfelol megkiséreljuk a 18. szazad derekanak kozép-eurdpai mise-termésében azonositani azokat a
kompozcios eljarasokat, melyeket Istvanffy mintaként kovethetett, s kijelolni azon zeneszerzok
korét, akiknek munkassaga iranyado lehetett szamara. Masfeldl megvizsgaljuk, hogy a nemzetkéz,
altalanosan hasznalt modszerek alkalmazasa mellett Istvanffy miséje mutat-e szerzdjére jellemzo,
egyéeni vonasokat. S végiil valaszolnunk kell arra a kérdésre, hogy a mise hogyan modositja Istvanffy
— nyomtatasban megjelent €s hanglemezen is hozzaférheto heét kisebb egyhazi mive altal megrajzolt
— zeneszerzOi portréjat, s mindezek alapjan Istvanffynak a korabeli magyarorszagi egyhaz szerzok
kozott elfoglalt helyére is rakérdezhetiink.

A gyori székesegyhaz kottataranak 18. szazadi gyljteménye — kozottik az Istvanffy altal masolt
repertoarjat tukrézi.”” A kisebb, helyi szerzok®® mellett az elé6zd generacidhoz tartozok (Hasse,
Tuma, Wagenseil, Zechner) muvei is jelen vannak. Feltiind, hogy a misekomponalas 18. szizadi
torténeteben oly nagy szerepet jatszo un. "napolyi iskola" mestereinek (A. Scarlatti, L. Leo, Fr.
Durante, N. Piccini, N. Porpora, N. Jomelli stb.) egyhazi darabjait hiaba keressiik a kottatarban. A
napolyi iskola masodik és harmadik generacidjahoz tartozo zeneszerzok® csak operaariakkal
képviseltetik magukat a gydri kottaanyagban. A napolyi iskola eredményei nyilvan bécsi
kozvetitésen, ill. német mesterek (pl. Hasse) munkassagan keresztiil keriilt az Istvanffyhoz hasonlo
kozép-eurdpai kismesterekhez. Egy masik feltiind hiany Johann Joseph Fux oeuvre-je. Az Gn. "bécsi
iskola" masik alapito mestere, Antonio Caldara 3 misével és 3 motettaval van jelen a gyon
kottaanyagban.

A gyon repertoar korszeriiségét, és egyuttal Istvanffy naprakész tajékozottsagat jelzi, hogy a
még szinte palyajuk elején jard kiilfoldi zeneszerzok (Brixi, Dittersdorf, Haydn, Leopold Hoffmann,
Sonnleitner) kompozicioi is helyet kapnak a jatszott mlvek soraban. Kiilén emlitést érdemel, hogy az
Istvanffy altal lemasolt harom Joseph Haydn-mii egyike a "Grosse Orgelmesse” (Hob. XXII:4)*,
mely a szolisztikus orgonahasznalat tekintetében Istvanffy miséinek egyik lehetséges eloképéiil
szolgalhatott.

A jelen kotet bevezetdjének Istvanffy-életrajzaban emlitett repertoarbeli anomalia: Gregor
Joseph Wemer miveinek feltiinden nagy szama (Id. kotetiink el6z6 tanulmanyat) nyilvanvaléva tesz,
hogy Wemer Istvanffy szamara kiilonosen fontos mester volt. A Wemer-€letmii hatasanak a
Dorothea-misében is latjuk majd jeleit.

A 18. szazad kozepének kozép-eurdpai mise-repertoarja (részben a liturgiai funkcionak
megfelelden) stilusbeli sokféleséget mutat. A misekompoziciok fo tipusai két iranyzat mentén

2" A bécsi mise-repertoarhoz 1d. G. Reichert: Zur Geschichte der Wiener Messenkomposition in der ersten
Hilfte des 18. Jahrhunderts. Diss. Univ. Wien, 1935. A gy6ri székesegyhaz kottataranak tematikus jegyzeke
Vavrinecz Veronika munkaja, 1d. Bardos: Gyér zenéje ... 322-604. o.

*8 F. Aumann (3 mi), Bonnack (1), J. Boog (1), G.B. Constanzi (3), G.J. Donberger (1), B. Galuppi (1), B.
Greisler (3), G. Giacomelli (1), T. Gsur (1), J. Habegger (1), Himmelbauer (1), B. Klima (2), J. Krottendorfer
(1), J.A. Scheibl (1), A. Schenker (2), F. Schmiedt (3), Schramek (1), Senfft (1), Strasser (1), J.P Ziegler (1) -
Id. Vavrinecz: i.m. 9. o.

* Vinci és Traetta, valamint Paisello és Zingarelli. vé: W. Miiller: Johann Adolf Hasse als Kirchenkomponist.
Leipzig/Wiesbaden, 1911/1973. 9. o.

%% Bardos: Gyér zenéje ... Fiiggelék 593. sz.
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rendezhetdk el>' A kor zeneszerzéi iranyzataitol mintegy leszakadva tartja allasait az 6nallo
hangszeres szolamokrol lemondo, konzervativ stile obligato, Missa in contrapuncto vagy alla
cappella elnevezési tipus. A csupan szerény orgonakisérettel vagy Kirchentrioval (két hegedi és
basso continuo) ellatott misefajta korantsem pusztan konzervativ hajlamu zeneszerzok (pl. Fux vagy
Wemner) személyes preferencidja miatt tarthatta meg életterét,”” hanem liturgikus okai voltak
fennmaradasanak: a diszes figuralis zenét mell6z0 bojti és adventi idoszak misetipusava valt. (Wemer
48 miséje kozill 6t6t komponalt ebben a szigoru stilusban.)

A kor misekompozicioinak masik nagy tipusa, a zenekari kiséretes concertante-mise, mely
leptekét, hangszerelését, szovegkezelését tekintve 6nmagan belill is szamos alcsoportra oszthato. A
zenekari misék legszerényebb formaja a Missa brevis, a hétkoznapok €s az lUnneptelen vasarnapok
foistentisztelete, melynek zenekara altalaban nem Iépte tul a Kirchentriot, a terjedelmes ordinarium-
tételekben (Gloria, Credo) pedig sajatos szovegkezelést alkalmazott: olykor az egyes szovegsorok
parhuzamos, egyidejii megszolaltatasaval érte el a kivant tomorséget. A Missa brevist az
ordinarium-szovegek zenei alosztasanak mellozése, az atkomponalt jelleg jellemezte. A rovidsegre
valo torekvés szélsoséges eseteiben (Missa brevissima) az egyes szOvegrészek egymasra rétegzodése
a szoveg erthetoségenek rovasara ment, s ekkeént liturgiai szempontbol elfogadhatatlan eredmeényeket
produkalt.*

Az Unnepi alkalmakra szant Missa solemnis a legterjedelmesebb, leggazdagabb zenekart
alkalmazo mise-tipus. A vonoszenekar alapjat leggyakrabban itt is a Kirchentrio szolgaltatta, mely
csak a szazad végeén egésziilt ki bracsaszolammal, s a fafuvosok mellett trombitak és timpanik tették
fenyessé a hangzast. Szovegkezelés tekintetében — a Missa brevis atkomponalt jellegével szemben —
az egyes ordinarium-tételek szovegének belso osztasa valt jellemzové. E folyamat végallomasa a
napolyi iskola mesterei altal kialakitott un. "kantata-mise”, melyben az eredeti liturgikus tételek
alosztasai 6nallo zenei tételekké onallosodtak, melyek hangnem, tempo, metrum és apparatus
tekintetében kiilonboztek egymastol. A Missa solemnis vagy Messa concertata a virtudz
enekszolokat, (gyakran a teljes vokalis kvartettet) éppugy integralta stilusaba, mint az alkalmankénti
hangszeres szolokat** A Missa solemnis tipus egészen a 19. szazadig érvényes szerkezeti vaza —
kisebb eltérésektdl eltekintve — a kovetkezoképpen alakult:**

Kyrie: Kyrie I - lassu bevezetés, majd Allegro, tulnyomorészt a korus eldadasaban
Christe - lirai ellentét, az énekes szolistak fenségtertilete
Kyrie II - fuga

Glona: A legtobb esetben tizenegyrészes ("Gloria - Laudamus - Gratias - Domine Deus -
Domine Fili - Qui tollis - Qui sedes - Quoniam - Jesu Christe - Cum sancto spiritu
- Amen"), a szoveg belso osztasaban mutatkozhattak valtozatok; a "Laudamus"-t
szabaly szerint a koloratirszopran (vagy duett) szamara tartottak fenn, és egy moll
korustétellel allitottak szembe, a "Quoniam” nem ritkan a basszus-szolonak jutott,
az "Amen"-t, st gyakran mar a "Cum Sancto Spiritu”t is fuga formajaban
dolgoztak fel.

Credo: A megzenésités nehézsége, hogy a hitvallas szovege — az "Et incarnatus -
Crucifixus" ko6zéprésztdl eltekintve — szamos tartalmilag és szintaktikailag hasonlo

*' H. Dopf: Die Messenkompositionen Gregor Joseph Werners. Diss. Univ. Innsbruck, 1956. 35. o.; L.M.
Kantner: Traditionen katholischer Kirchenmusik. In: Handbuch der Musikgeschichte. Band 5. ed. C.
Dahlhaus, Regensburg, 1985.

%2 A konzervativizmussal aligha vadolhaté Michael Haydn még az 1790-es években is miivelte ezt a tipust, vo.
Missa pro tempore quadragesimae (1794) DTO 45. kotet.

% Dopf, 43. 0. Zechner, Tuma, ifj. Georg Reutter vagy L. Gassmann is irt Missa brevissima-kat.

* H. Unverricht: Die orchesterbegleitete Kirchenmusik von den Neapolitanern bis Schubert. In: Geschichte der
katholischen Kirchenmusik II. ed. Karl Gustav Fellerer, Kassel, 1976. 157-172. o.

% A Missa solemnis szerkezeti leirasat L.M. Kantner idézett tanulmanyabol vettiik at, 1d. 102. o.
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szovegreszt sorol egymas mellé, melyek — akar a szimbolikus, akar az illusztrativ
zenel értelmezés szamara nehezen megkozelithetoek, (pl. "Qui ex patre filioque
procedit”). E nehézségek athidalasaként vagy az Gn. Credo-misék rondéformaja,
tehat a Credo sz és a hozza kapcsolodo markans zenei téma tobbszori visszatérése
altal, vagy egy hangszeres 6sszek6t6-motivam alkalmazasa altal teremtették meg a
zeneszerzOk a tétel zenei egységét. Az "Et unam sanctam catholicam” szakaszt
gyakran unisono szimbolizalt, az "Et in Spiritum sanctum" szovegrésznél a harmas
metrumra valtas jelezte a harmadik isteni személyt. A Credo-befejezéshez a
Gloriaéhoz hasonloan gyakran fugat komponaltak.

Sanctus: A liturgikus eldiras szerint csak a fOopapi misén valasztottak el a Benedictustol
(Caeremoniale episcoporum, tom.11,8 n.71; Sancta Congregatio 1643. junius 13.),
ezert a Benedictussal egy egyseéget kepezett. Ezt a formaképletet kovették a
mediterran orszagokban, ez magyarazza a tétel mindkét részének viszonylagos
rovidsegét. Német nyelvterileten viszont a Missa solemnisben — a zenei tételek
jelentds hossza miatt — a Benedictus kulonvalt, s a virtuéz énekszolok
felségteriiletéve lépett eld. A mediterran terileteken ezt a funkciot egy motetta
toltotte be.)

Agnus Dei: A 18. szazadra egymassal kontrasztalo kétrészesség jellemezte: egy lirai, vagy moll
hangnemii Agnus Deit legtobbszor egy konvencionalis fuga formajaban irt "Dona
nobis" kovetett.

Istvanffy mindkét miséje mUfaji tekintetben a zenekari kiséretes mise legnagyobb szabasu
valtozatahoz, a Missa solemnishez tartozik. A zeneszerzd két miséje kozil is a kotetiinkben
kozreadott Dorothea-mise a jelentékenyebb. A miuvet életrehivo alkalom magyarazza kilonleges
tnnepélyességét, hiszen a kompozicio Gyor 18. szazadi torténetének talan legnagyobb tnnepén, a
varos kegyuranak, grof Zichy Ferenc piispoknek aranymiséjén hangzott fel 1774. augusztus 15-én,*
amint ezt a cimlap is jelzi.*” A m{ eldadéapparatusa a Kirchentrio mellett nemcsak a két clarinot és
timpanit, valamint a két oboat foglalkoztatja, hanem alt és tenor harsonaszolamot is magabanfoglal.

Kyrie

A Dorothea-mise solemnis-jellege, a monumentalitast célzo zeneszerzdi ambicio mar a Kyrie
lassu bevezetéseében is kifejezésre jut. Az Adagio nyito itemeket unisono, virtuéz vonosfutamok altal
tagolt akkordikus korustdombok rendezik be. Mar itt felbukkan a gyors hegedi-figuraciok
alkalmazasa, s altalaban a hegedik nem tematikus, virtuéz hasznalata, melynek feltalalasa az
iskolateremtd bécsi mester, if]. Georg Reutter nevéhez fuzddik, ("rauschende Violinen a la Reutter"),
s amelyet Istvanffy kis egyhazi miiveinek stilarisan érettebb csoportjaban is hasznal.>® A bevezetés
harmoniai  tervét gazdagsag ¢és nagyléptékli gondolkodas jellemzi, mely nemcsak a
mellékdominansokon és sziikitett szeptimakkordokon keresztil elért dominansakkordhoz vezetd ut
nemes patoszaban nyilvanul meg, hanem az elért dominans teriilet kiszélesitésében is; az a modszer,
mellyel a zeneszerzd képes az V. foku akkord fesziiltségét fenntartani, szinte az érett klasszikat
elolegezi: A 10/11. illetve 11/12. itemben alkalmazott maggiore-minore jaték (az "eleison” motivum
megismétlése) Mozart késer nagy C-dur kompozicidinak fény-amyék valtakozasara emlékeztet,
csakugy, mint a kettos ellenpont szabalyai szerint mozgo két hegedi utojatékanak kromatikaja (13-

*® Bardos: Gyér zenéje ... 271-274. o.

7 "Messe de anno 1774 in pieno choro 'Sanctificabis annum quinquagesimum' vel S. Dorotheae. Del Sigr.
Benedetto Istvanffy".

*® Dobszay: i.m. 16. 0.
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14.0.), mely hatasos "kettospontot" képez az Allegro forész berobbanasa elé. Az 1770/80-as évek
magyarorszagi mise-termésében nem talalunk hasonlo 1éptékii lassi bevezetést.”

A "rauschende Violinen" altal koriilrajzolt homofon koérus inditja a gyors forészt, melynek elso
Utemeit a harmoniai egyértelm(ség (az 1. és V. fokok kizardlagos hasznalata) és a motivum-
ismétlésbol adodd szimmetrikus periodizaltsag jellemz (2+2, illetve 1+1 Utem). A célratord
harmoniai folyamatban mar az elsoé korusbelépés megcélozza és eléri a dominans hangnemet. Az elso
Kyrie formaja a haromszori korusbelépésbol €s a korusszakaszokat kovetd hangszeres kozjatékokbol
epul fel. A Kyrie harmas tagolasa valoszinlleg az eredeti liturgikus akklamacié harmassagat idéz,
ugyanakkor jol kiegyensulyozott harmoniai tervet valosit meg: az 1. korusszakasz a dominansba
modulal, a masodik dominansban marad, a harmadik pedig az alaphangnem parhuzamos molljaba
fordul. A hangszeres ritomnell, melyet minden esetben kizarolag a Kirchentrio jatszik (2 violino,
violone, senza organo*®), hajlékonyan alkalmazkodo, jol hasznalhaté eszkéznek bizonyul Istvanffy
kezében. Tobb kisebb motivumbol vald épitkezése kivaloan jellemzi a zeneszerzd rokoko,
koraklasszikus dallamképzését. A ritomell — elsd6 megjelenési formajaban — egy triolas unisono
motivumbol (25-26.1.), egy visszafordulé skalamenetes motivumbdl és annak szekvencialis
ismetlésebol (26-28.11.), a skalamenetes motivumrol levalo négyhangos képlet 6nalléosodasabol (28-
29.0.) és egy érzelemgazdag szinkopas tercmenetbdl (29-30.0.) all 6ssze. A ritomnell legalladobb
eleme a skala-motivum, témafeje viszont valtozhat: 3. és 4. megjelenésekor (49-50. és 71-73.11) Gynak
tino, valojaban azonban az érzelemgazdag szinkopas motivumbol szarmazo zenei gondolattal indul.
Valamennyi ritomell-varians tipikus gesztusa, k6zds vonasa egy tulajdonképpen 4 iitemes zenei
tartalom motivum-ismétlések altali kibOvitése. A hangszeres kozjatékok harmoniai szerepe mindig a
vokalis szakaszok altal elért hangnemek megerdsitése.

Az altalanos gyakorlattol, a Missa solemnis leggyakoribb formai képletétdl eltér a Christe
kozéprész zenei megfogalmazasa. Istvanffy nem szolohangokra osztja a Christét, s ekkeént a
kozéprész sem apparatusaban, sem dinamikdjaban nem hoz ellentétet a Kyriéhez képest, sot
monotematikus kapcsolatot teremt a két rész kozott, hiszen a Christe homofon korusanak anyaga
nem mas, mint a Kyrie moll valtozata.*' A mindossze 16 iitemes Christe korusblokkjat — a Kyriével
ellentétben — nem tagoljak hangszeres ritomellek. A szakasz, melynek funkcidja a szonataforma
kozéprészével allithato parhuzamba, egyediil texttrabeli valtozatossagot hoz, a szopran-alt, illetve
tenor basszus szolamok quasi "kétkorusos", szolamparos szembeallitasat (59-66.1.), majd nagy
szekvencia vezet vissza az alaphangnemhez. A masodik Kyrie az elsé anyagat idézi vissza, az els6
vokalis szakasz dominans modulacidjanak iigyes elkertlésével. Zeneszerzoi rutinrol tesz bizonysagot
az a tény, hogy a visszatérésben alkalmazott apré valtoztatasokban az énekszeriiségre valo torekves
erzékelhetd (vo. 42-44 . iitemet a 103-105. utemmel), s ugyancsak biztos kézre vall, hogy Istvanffy az
utolso Kyrie-korusrészben a Christe szolamparos jatékat 1s atmenti (107-108.1.).

* Az osszehasonlitasban az Istvanffyval kozel egyidében miikodott legfontosabb komponistak: Valentin
Deppisch (17467-1782), Anton Zimmermann (1741-1781), Joseph Bengraf (1745-1791), Franz Anton Novotni
(1749k-1806) és Georg Druschetzky (1745-1819) miséit vizsgaltuk meg. Ugyancsak 15 iitemes Adagio
bevezetést talalunk Deppisch No.3. C-dur miséjében, am ez az Adagio harmdniai tekintetben meg sem kozeliti
[stvanffy lassu bevezetésének gazdagsagat. Mas szerzoknél inkabb az a tipikus, hogy a mindvégig lassu
tempoban és piano dinamikaban tartott teljes Ayrie-tétel képez kontrasztot a kovetkezd Glorigval (vo.
Druschetzky és Zimmermann: Missa Solemnis in D). Zimmermann és Novotni néhany miséje egy masik
lehetdségre is mutat példat: csak az elsé Kyrie a lassi, a mérsékelt tempoju Christét kovetd masodik Kyrie
viszont gyors fuga, melyet a zeneszerzo a mise végeén "Dona nobis"-ként is felhasznal.

Y A senza organo jelentéséhez I1d. Sas Agnes: Unisono és tasto solo jel6lése Valentin Deppisch miiveiben c.
tanulmanyat. In: Zenetudomanyi dolgozatok (1984) 37-48. o. (Kilonosképp a 38. 0. és a 7. jegyzet.)

! A masik Istvanffy-mise szolohangokat 1éptet fel a Christében, de a tétel hangnemileg hasonlé utat kévet (C-
dur — d-moll — a-moll).
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Az elsd Kyrie valtozatlan megismétlése mint a tétel zenei egységeének eszkéze a kor
misekompozicioinak jellemzd vonasa, ugyanakkor a Christe és a Kyrie egyanyagusaga, tehat a
monotematikus jelleg példa nélkul all a kor nemzetk6zi és magyarorszagi repertoarjaban egyarant, s
jol erzekelteti Istvanffy koherencidra iranyuld fokozott torekvését, melyet a hosszabb szovegi
misetetelekben is érvényesit.

Gloria

Figyelemremélto, hogy mig kisebb egyhazi miuveiben Istvanffy egyaltalan nem hasznal
gregorian dallamot,*? addig Dorothea-miséjében mind a Gloria, mind a Credo gregorian intonaciojat
belekomponalja a tetelekbe. A gregorian intonacid melldzése €s nagyszabasu korusbelépéssel valo
helyettesitése — s ezaltal egy 6nmagaban zart, szimfonikus lépték(i zenei egység megteremtése — a
szazad folyaman egyre inkabb gyakorlatta valt.* A gregorian intonacio-dallamnak a figuralis zenébe
valé bevonasara osztrak mesterek miséiben talalunk példakat,* a kor magyarorszagi mise-
repertoarjaban viszont Istvanffy intonacio-kezelése egyediilallo.** Az egyetlen szolamma 6sszefogott
korus gregorian dallamat fiirge vonos unisono ellenpontozza, melynek ritmus-motivumai a "Qui
tollis" szakaszig allando elemei maradnak a tételnek. Ezaltal a zeneszerzo kapcsolatot teremt a
gregorian intonacio-dallamot idézd — elsd pillantasra szervetlen — nyitd Gtemek €s a tétel egésze
kozott. A kor harmoniai gondolkodasara jellemz6, hogy az intonacié figuralis feldolgozasa a
gregorian dallamot egy dominansba modulalo fordulatként értelmezi. Ekként az "Et in terra pax"
szakasz (8-15.1.) feladataul kapja, hogy — szubdominans és dominans iranyba tett gesztusok
egyensulyaként — a tonikai C-dart Gjra megszilarditsa. Ez a részlet azért érdemel emlitést, mert az
ellentétes erokkel valo jaték és a benne megnyilvanulo egyensulyérzék szinte mar az érett klasszikara
emlékeztet, s a kor — gyakran sablonos harmoéniai menetekkel operalé — kismesterei folé emeli
[stvanffyt.

A Gloria elsO szovegi egységet €s a "Laudamus"-t elvalaszto oboaszold (15-17.1.) a tétel soran
fontos dsszek6td kapoccsa valik: a 92-93. (itemben a "Domine Deus" €s a "Qui tollis" szakasz kozott
tolti be a hangszeres kozjatek szerepét, s varatlanul felbukkan a "Cum Sancto Spiritu” fuga befejezd
utemei elott is (278-280.1), de beldle szarmazik a "Qui tollis—Qui sedes" szakasz hangszeres
kozjatéka is (107-109., illetve 144-146.11.), melybdl jelentds orgonaszolét bont ki a zeneszerzd *®
(Istvanffy a két legterjedelmesebb szovegli misetétel egységes zenei nagyformajanak
megteremtésében azonos modszereket alkalmaz: a Credo-tételben is az oboapar terceld dolce
dallama kap majd hasonlo szerepet.)*’

A "Laudamus" és a "Gratias" korusdeklamacidi toretlenul folytatjak a tétel inditd lenduletét.
Az eldbbi szakasz C-diarbdl a-mollba modulal, az utébbi forditott utat jar be. Az alaphangnem és a
parhuzamos mollja kozétti rugalmas atmenet biztositja, hogy a tétel elsd jelentos cezurajanal, a

*2 Dobszay: i.m. 12. o.

Y Unverricht: i.m. 169. o. Jellemz6, hogy mig Werner valamennyi miséje megtartja a Gloria és a Credo
gregorian intonacidjat, addig példaul Haydnnal mar csak harom korai miséjében (Missa brevis in F - 17497,
"Girosse Orgelmesse” - 1768-97, "Kleine Orgelmesse” - 1775k) lathatjuk az eredeti liturgikus szereposztas eme
tiszteletben tartasat. Az Istvanffy-kortars magyarorszagi miseszerzok linnepi miséikben mar szinte Kivétel
nélkil mellézik a gregorian intondcidt. (Druschetzky 1776-os D-dur, és 1810-es B-dur miséjének Gloridja
gregorian intonacioval kezdddik, a Credo ugyanakkor mar az intonacio szovegét is bevonja a tobbszolamu
megzenésités teriiletére. Novotni altalaban mindkét tételben megtartja a gregorian intonaciot.)

" G. Reichert: Mozarts "Credo-Messen" und ihre Vorldufer. In: Mozart-Jahrbuch (1955) 117-144. 0. 121. o.

** Zimmermann, Bengraf, Deppisch, Druschetzky, Novotni ezidaig megismert miséiben (osszesen 23 vizsgalt
kompozicidban) nem fordul eld az intonacio gregorian dallamanak bevonasa a figuralis zenébe.

*“ A 118. illetve a 158. iitemtdl.

Y Ld. a Credo 72-75., 113-116., 159-162. itemét, illetve a 87-89., 128-130., 174-177. iitemet, mely kozeli
rokona (moll valtozata) a (r/oria oboa-motivumanak.
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Domine Deus szakasz kezdetén a hirtelen modulacio (35-36.1) ellenére is megalapozottnak erezziik
az a-moll megérkezését.*®

A két Canto-szolamra szant "Domine Deus, Rex coelestis" a mise elsd vokalis szoloja. A keét
énekszolam tercparhuzamban mozg6 dallama szoros rokonsagot mutat a masik Istvanffy-mise (S.
Benedetto) "Domine Deus"-anak témajaval, melyet ugyancsak duettre (tenor-basszus, majd szopran-
alt kettosére) fogalmazott a zeneszerzd. A k6zos hangnemi terv és a hangszerelés is erositi ezt a
kapcsolatot. A két Istvanffy-mise Gloridjanak formai parhuzamai és tematikus egybeesései oly
mértékben egymashoz rendelik a két tételt, amely nem magyarazhato pusztan véletlenszert
hasonlosagokkal: véleménylink szerint testvérdarabokrol, sot, ugyanannak a zenei gondolatnak
kétféle valtozatarodl van szo. Mindez indokoltta tesz, hogy a tétel elemzésének végén még egyszer
visszatérjink a két Gloria 6sszehasonlitasara.

A Dorothea-mise "Domine Deus"-anak szekvencialis tovabbszovése (44-47.1) egy masik
Istvanffy-muvel termet rokonsagot: az A/ma Redemptoris Mater antifona ugyanezzel az eszkozzel €l
a "succurre” szovegrésmél (16.1.).*° A két szakaszt nemcsak a tematika, a motivika és a hangnem
azonossaga, hanem a két énekhang és a hegedik valtakozo jatéka, concertalasa is 6sszekapcsolja.
Ezt a parhuzamot ugyancsak nem véletlen egybeeséskent, hanem egy Istvanffy-stilusjegykent kell
ertékelniink. A két tétel egymasra rimelése a két énekszolam kanonikus felelgetésében is folytatodik
(v6. a mise 49. utemétol, illetve az Alma Redemptoris 32. (temétdl induld szakaszt).

A "Domine Deus, Agnus Dei" tutti nem mas, mint a "Gratias"” zenei anyaganak visszatérése. (E
korabbi szakasz visszaidézésével egyuttal az a-mollbol C-durba vald visszamodulalast is
nagyforma kohéziojat segiti eld, mint a mar emlitett oboaszolo visszaidézése (15-17.1. = 92-93.11.).

A Gloria harmadik nagy egysége — mely mar hangnemeében, tempojelzésében és metrumaban is
elvalik az elozményektdl — a szinte 6nallo tétellé terebélyesedd "Qui tollis" (3/4, Allegro moderato,
c-moll). A harmas metrum és az azonos alapu moll (minore) hangnem kivalasztasaval Istvanffy a
"Qui tollis"-megzenésitések gyakor képletét koveti. (Hasonld megoldasokkal talalkozunk Wemer,
Haydn, Druschetzky vagy Novotni milveiben.*) E tételben Istvanffy jol szervezett, organikus zenei
format teremt, mely ugyanakkor tokéletes oOsszhangban all a liturgikus széveg szintaktikai
egységeivel. Az elsd "Qui tollis - miserere” egység c-bol g-mollba modulal, majd egy hangszeres
kozjaték utan megismétlodik a "miserere” négyiitemes egysége (115-118.11.). Jelentds orgonaszolo
(118-128.11) vezet a masodik "Qui tollis" szakaszhoz, mely Esz-dirban indul. A “suscipe
deprecationem” konyorgés a "miserere” zenei anyagat kapja meg (141-144.4.). A hangszeres
kozjatek ezuttal a "Qui sedes"-hez vezet, melynek témaja a kozponti gondolatbdl szarmazik,
harmoniailag pedig visszavezet a c-moll alaphangnemhez. Az orgonaszolé megismétlodése tesz
teljessé az alaphangnem rekapitulaciojat, s a "miserere” négyiitemes egysége — mely mar a tétel
folyaman 6nallésodott — a teljes tétel lekerekitéseként hangzik fel a 167-170. itemben.

Kulonos figyelmet érdemel az orgona szolisztikus kezelése. Istvanffy a mise harom
szovegrészénél alkalmaz orgonaszolot: a Gloria "Qui tollis"-aban, a Credo "Et incarnatus"-aban, és
az "Agnus Dei, qui tollis"tételben. A szoveg mindannyiszor a blneinket elhordozod Krisztus
megvalto tettéhez kapcsolodik, a zenei anyag mindannyiszor moll hangnemi, sét az "Et incarnatus”
és az Agnus Dei sz0loja tematikusan egymas variansa. Mint fentebb mar emlitettiik, a gyon
szekesegyhaz kottataranak 144 Istvanffy altal masolt (vagy cimlappal ellatott) kompozicidja kdzott
Haydn "Grosse Orgelmesse"-je is megtalalhato (Hob. XXII:4).”" Istvanffy tehat az orgona misében

** Efféle drasztikus hirtelenségii modulaciok gyakoriak Werner oratoriumaiban az ariak 6 és kozéprésze
kozott, vagy a recitativokban.

* Musicalia Danubiana 3, 95. o.

* Harmas metrum és minore valtas: Werner H-Bn, Ms.mus.111.31. jelzetii D-duir miséjében. Harmas metrum:
Werner Ms.mus.I11.18, 22, 25, 32, 36, 41. jelzetd miséiben. Minore hangnemii "Qui follis"-ok: Werner
Ms.mus.111.26, 28; Haydn Afissa Cellensis (1766), "Mariazeller” mise (1782); Druschetzky Missa in D (H-Bn,
Ms.mus.1611), Missa in C (H-Bn, Ms.mus.1612), Missa in D (H-Bn, Ms.mus.1614), Missa solemnis in C (H-
Bn, Ms.mus. 1605), Novotni: Missa Pastorella, H-P (N 31).

*'Ld. a 4. jegyzetet.
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valo kiemelt jelentoségli hasznalatanak igen fontos eloképeit ismerhette mar sajat Dorothea-
miséjének komponalasakor. Ugyanakkor Haydn orgonahaszndlata jelentdsen eltér Istvanffyétol: a
bécsi mester a zenekar szdvet teljesen integrans részéve, szinte allandoan jelenlévd elemévé teszi az
orgonaszolot, mig Istvanffynal ezek a szakaszok mindig zart ritomnellekkeént jelentkeznek. (Erdekes
kuloénbség, hogy a két zeneszerzd még véletlenll sem azonos szovegrészeknél lépteti be az
orgonaszolot. %) Az egyes misetételek orgonaszoloval valo felékesitésére Istvanffy mas mestemél is
lathatott mintakat. Wemer tobb miséjében is felbukkan az orgonaszolo.” (Az orgonaszolam
altalaban a "Flautino” regisztralasi utasitast is tartalmazza, mely nyilvanvaléan egy négylabas
fuvolaregiszterre utal.**) Raadasul az Ms.musI1.22. jelzeti mise "Et incarnatus"-anak
orgonaszoldja ugyanazt a dallami toposzt szolaltatja meg (egyszeribb formaban), mint az Istvanffy-
mise "Et incarnatus”-anak és Agnusanak szoldja. (Lasd az 1. Fuggeléket.) Mivel mar eddig is
szamos bizonyiték igazolja, hogy Istvanffy behatoan ismerte Wemer életmiivének jelentds részét, az
emlitett dallamrokonsag talan nem véletlen. ™

A c-moll, 3/4-es "Qui tollis" utan erds hangulati kontrasztot hoz a 2/4-es, C-dur "Quoniam’
gondtalan, derls alt-szoldja. (A "Quoniam” a mise egyetlen pillanata, amikor egy énekes szolista
teljes tételnyi szolot kap, s nem csupan egyiittesben vesz részt.) A Kirchentrioval kisért ana stilarisan
a legkorszeribb nyelvet beszélii motivum-ismétlésektdl attort, diszito-motivumokkal és
harmashangzat-figuraciokkal gazdagon ellatott, diszkurziv, "csevegd” dallamossaga a napolyi iskola
hatasat viseli magan, s a zeneszerzd kisebb egyhazi mivei koziil az offertoriumok szolotételeivel all
rokonsagban.*® A vilagos forma, a nagyobb formarészek tombszerii kezelése, és az egyszeri
harmoniai szerkezet ugyancsak az érett klasszika kozelségére utal. A harom terjedelmes ritomell ket

e

i

visszamodulalasa rimel: a szimmetrikus zenei folyamat a kétrészes szonataforma elvének megfeleloen
alakul. Miként azt mar a ritomell triolai elorevetitik, mindkét vokalis teriilet nagy szerepet juttat a
virtuoz koloraturanak. A masodik rész "Altissimus"” szovegére énekelt magas, tartott kétvonalas e-
hangjaiban (a vokalis szolam legmagasabb hangjaban) a kifejezett szévegabrazolas is helyet kap.

A Gloria utolso szakaszat, a "Cum Sancto Spiritu” szovegrésztdl kezdve — a konvenciot kovetve
— fugakent komponalta meg a zeneszerzo. A Missa "Sanctae Dorotheae” nem bovelkedik fugakban:
a 18 szazadra mar kikristalyosodott a mise-megzenésitések legalabb ot-hat, figat megkivano helye
(a II. Kyrie, a Gloria-befejezés, a Credo-befejezés, az "Osanna” — gyakran a Sanctus is — s végiil a
"Dona nobis pacem”)” koziil Istvanffy csak a "Cum Sancto Spiritu”, az "Osanna"” és a "Dona nobis
pacem"” esetében hasznalta a fuga-format. Amikor azonban e tiszteletreméltd szerkesztésmodhoz
folyamodik, nem elégedik meg a fuga — a korban egyre gyakoribb — felszines utanzasaval, hanem
igaz polifon gondolkodasrol tesz bizonysagot.™*

*2 Haydnnal az orgona a Ayriében és Christében, a Gloria "Quoniam” és "Cum Sancto Spiritu” szakaszaban, a
Credo befejezésében, a Benedictusban, és az Agnus Dei "Dona nobis"-aban jut szoloszerephez.

* Werner H-Bn, Ms.mus.111.19. jelzetii miséjének "Laudamus”-aban, valamint az H-Bn, Ms mus_111.22 jelzetii
ml “Laudamus”-aban és "Et incarnatus”-aban.

* Ugyanezt a regiszternevet hasznalja Haydn — ugyancsak négylabas fuvolaregiszter jeloléseképpen — miséinek
orgonaszoldiban, (egészen az 1801-ben keletkezett "Schopfungsmesse” "Et incarnatus”-aig). V6. C. M. Brand:
Die Messen von Joseph Havdn. Wiirzburg, 1941. 434, 0. és 44. jegyzet.

** Ugyanakkor ennek a dallami egybeesésnek nem szabad tilzott jelentéséget tulajdonitanunk, hiszen az "Et
incarnatus” szbveghez kapcsolodo rendkiviil gyakori dallamtipusrél van szo, mely tobbek kozt Haydn
"Nicolai"-miséjében (1772), vagy "Mariazeller”-miséjében (1782) is felbukkan. V6. Brand: i.m. 166. o.

% Ld. a Jam virga jesse "O Jesu, amor mi” kezdetii duettjét, vagy a I'eni Sancte Spiritus duettet. Musicalia
Danubiana 3. 132, és 199. 0. A stilushoz 1d. Dobszay LaszIo tanulmanyat a kotet eldszavaban (15. o.).

* Kantner: i.m. 101-102. o.

* Ugyanakkor a szekvenciazo, egymassal tercparhuzamba allithato témak arrél taniiskodnak, hogy a mise
fugaira is igaz Dobszay Laszlo megallapitasa: “...az olasc, délnémet, osztrak iskolak a X1I-X171ll. scazadban az
archaizalo textura és az act kitolté modernebb harmoniai-dallami képletek kettosségét mutatjak. A folvamatos,
ol kialakitott kontrapunktikus szdvet Istvanffy miveiben is nélkiilozi a polifonia igazi fesziiltségi elemeit. [...]
Ugyanakkor a szolamvezetés kifogastalan, [...] anvaga bar nem homogén, de folyékony.” In: Musicalia
Danubiana 3, 12. o.
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A Dorothea-mise harom fugaja kézil a "Cum Sancto Spiritu” szakasz megzenésitése a
legzsenialisabb. A sz6veg mindharom szintaktikai egysége sajat zenei témat kap: A "Cum Sancto
Spiritu" hordozoja gyakori fugatéma-toposz a kor misetermésében,”” am a szinkopas elcsusztatas
révén eredeti és nagy fesziltség-tartalékokat magaban rejtd témakent all eléttink; az "in Gloria Dei
Patris” kifejezés egy terclépésekben lefelé halado, ugyanakkor felfelé szekvenciazo dallamot kap
(251.11.). Hasonl6 kettdsség hatarozza meg az "Amen"-témat is: motivikus tartalma egy lefelé halado
skalamenet, mely a szekvencialis ismétlésekor mindig egy szekunddal magasabban indul (253-55.11.).
A zeneszerzd a formarész elejét (251-264.1.) mindharom téma egytittes bemutatasa altal rendez be,
méghozza a permutacios fuga elvének megfelelden (minden szdlamban szabalyos sorrendben kéveti
egymast az A, B és C téma - Id. az alabbi tablazatot.) A harom téma egyuttes felhangzasa (261-
64.1) utan a "Cum Sancto"-téma torlasztassal 1ép be a szopran/alt, illetve tenor/basszus tercelo-
szextelo szolamparjain. A torlasztas miatt a téma eredetileg is szinkopas ritmusa most valosaggal
tobzodik az eltolt itemsiilyokban, s teljesen megingatja a hallgato iitemérzetét (264-66.1i.).*° Ezutan
az "In gloria Dei"” téma (B) kerul hasonlé — torlasztist alkalmazd — feldolgozasra, pusztan a
szolamparok belsO szereposztasa valtozik meg (a szopran/basszus all szemben az alt/tenorral, 266-
270.4.). A harom téma mintegy a forma tagolopontjaként jelenik meg ujra egyutt a 270-71.
atemekben. A 272. (temtdl az "Amen"-téma feldolgozasa kovetkezik az inverz alak (forditott iranyu
skalamenet) bevondsaval. A fol-ala szaguldo skalamenetek kaotikus viharat a Gloria-tétel mar
tobbszor emlitett oboamotivuma oszlatja szét, mely ismét hatasos egységesito-elemnek bizonyul a
nagyformaban (277-280.1.).

L. tablazat: Gloria - a Cum Sancto Spiritu zarofuga

TH 251 261 264 266 270 272 278 280-2

Sop A B C A B X C ci ci x kad.

At B C X A A B A C ¢ ¢ x kad.

Ten A B C X B A B B ci C C x kad.

Bas A B C X A B C x C C x kad.

permutacios szakasz A és B téma C téma és inverze oboa zarlat

szolamparokban, szolamparokban  szdlé
tercmenetekben tercmenetekben

Jelmagyarazat: .

A - Cum Sancto Spiritu fugatéma

B - in gloria Dei fugatéma
C - Amen flgatéma

Cl' -Amen fugatéma inverze (a skalamenet megforditasa)
X - egy szolam sziinetelése
i - litemszam

A tétel nagyformajanak végére jutva érdemes ismét Gsszevetni a keét Istvanffy-mise Gloridjat. A
két kompozicio nemcsak hangnemi tervében, valamint az egymasnak megfeleld belso tételrészek
karakterbeli azonossaga, illetve a tutti-szolo szereposztas tekintetében mutat rokonsagot, hanem igen
szoros tematikus kapcsolatban all egymassal. (Ld. a I1. Fiiggeléket). A "Domine Deus" duettet szinte
hangrol hangra megegyezd hangszeres kozjaték elozi meg. Maga a duett ugyanannak a zenei
gondolatnak két — egymashoz igen kozeli — variansa. A 3/4-es, c-moll "Qui tollis"-ok ugyanahhoz a

59

Requiemjének Kyrie- és "Osanna”-tételében, valamint Istvanffy Benedetto-miséjében is.

Hasonlé fugatémat taldlunk Werner Missa in Confrapunto-jaban (H-Bn, Ms.mus.I11.20.), Patzelt

% Epp a metrikaval valo jaték emeli a "Cum Sancto” fugat az Istvanffy kisebb egyhazi miiveiben alkalmazott
ellenpontos tételek folé, melyekrdl Dobszay ezt irja: "/a kontrapunktikus szévet] atkotései ritkdn jarnak egyiitt
tovabblendité disszonancidkkal, a szolamok és ellenszolamok egyiittiarasa kiemeli _az iitemsilyokat, a

harmoniai menel iranyito szerepe kétségtelen.” 1. m.: 1d. a 31. jegyzetben.
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tételtipushoz tartoznak, s az azonos hangnem és metrum mellett kozos formai szerkezetik is
megnyilvanul a kozjatékok beépitésében: a Dorothea-mise orgonaszoloinak szerepét a Benedetto-
misében egy jelentds, kromatikaval érdekessé tett vonos-ritomell tolti be.®’ Nyilvanvaloéan azonos
stiluskorbe sorolhaté a két "Quoniam” (egy alt- illetve egy tenor-szold) derls, kora-klasszikus
melodikaja, egyszeri harmoniai felépitése és kétrészes (kidolgozas nélkiili) szonataformaja. Az
onallo tétellé novekvd "Quoniam” mindkét misében erételjes ellentétet hoz a "Qui tollis” utan. A
Benedetto-mise Gloridjanak "Cum Sancto Spiritu” szakasza ugyancsak harom kilonb6zd témat
rendel a szoveg harom szintaktikai egységéhez, s e harom téma ugyancsak kombinalodik egymassal,
bar a tétel stratégiaja kevésbé céltudatos, s fesziiltségteremtd ereje kevésbé eredményes, mint a
Dorothea-mise zarofugajaé. A Benedetto-mise "Cum Sancto” fugajaban Istvanffy a szolamvezetés
kényszere miatt kevésbé koherens harmoniai fordulatokra kényszeril, s a szakasz nem én el
testverdarabja frappans tomorséget.

Mindezek alapjan — pusztan a stiluskritikai megfigyelésekbol €s a kompozicios eszkézok
szinvonalanak tanulmanyozasabol — arra kovetkeztethetiink, hogy a két mise kozil az érettebb
Dorothea-mise a késdbbi. Mivel a Benedetto-mise datalatlan, allitasunk a forrasok tiizetesebb
filologia vizsgalatanak elvégzéséig csupan hipotézis marad.

Credo

Mikent a Gloria, a Credo is a gregorian intonacio-dallam figuralis megzenésitésével kezdddik.
A gregorian dallam ezittal is a harsonakkal erdsitett unisono koruson szolal meg, egészhang-
alapértékekben, mikozben a két hegedli, az orgona és a nagybdgd ugyancsak unisono,
nyolcadmozgasu ellenpontot jatszik. Georg Reichert — Mozart "Credo-miséinek" elozményei utan
kutatva — a gregorian intonacié megzenésitésének néhany jellegzetes példajara talalt a 18. szazad
elejének mise-repertoarjaban.®® J.G Reinhardt (1677 koril - 1742), bécsi udvari orgonista Nr.19-es
Jegyzekszamu miséjében figuralis basso continuo-kisérettel latja el a basszusszolam altal énekelt
intonaciét, mely az utana kovetkezd korusszovethez képest idegen test marad.* J.J. Fux Kochel 38.
szami miséjében a korus tobb szolamara is kiterjedd imitacié témajava teszi az intonaciodallamot.®
Egy masik Reinhard mise (Nr.2.) Credo-jaban az intonacio, mint imitacios téma a korus valamennyi
szolaman végigvonul ** Mindharom példa megegyezik abban, hogy a gregorian dallam felidézése
csak a tétel elejére korlatozodik, s a késébbiekben nem tér vissza.*

Istvanffy eljarasa azonban magasabbrendii az emlitett eseteknél. A figuralis kéntosbe oltoztetett,
s ezaltal maestoso karaktert nyert intonaciot refrénnek hasznalja, s az "Et ex Patre natum”, illetve a
"Qui propter nos homines" szakasz elott Ujra visszaidézi. A nagyforma — biztos kézrdl taniskodo —
felépitésének hatasat fokozza, hogy a mottok egyuttal a tétel elsd részének legfontosabb hangnemi
tertileteit is kijelolik (C-dur, 1-6.4.; F-dar, 25-30.4.; G-dar, 47-52.4.). A mottoként hasznalt
intonacié haromszori megjelenését, tehat egy Istvanffyéhoz hasonldo formamodellt tartalmaz

61 A két tétel harmoniai terve ugyanakkor némiképp eltér.

Dorothea-mise: c-moll — g-moll — Esz-dur — c-moll;

Benedetto-mise: c-moll — a-moll — d-moll — a-moll. Tovabbi lényeges kiilonbség, hogy a Dorothea-mise "Qui
tollis”-anak hangszeres bevezetés nélkiili, "in medias res" korusbelépésével szemben a Benedetto-misében egy
jelentds, affektushordozo, pontozott ritmusu motivumra épiillé hangszeres bevezetés késziti el6 a korus
belépését.

%2 Reichert: Mozarts "Credo-Messen" ... 117-144. o.

% Reichert i.m. 121. 0. Beispiel 3.

® Reichert i.m. 122. 0. Beispiel 4.

%9 Reichert i.m. 122. o. Beispiel 5.

% Az intonacio basso continuoval kisért figuralis megzenésitésének egy késébbi példaja Michael Haydn 1803-
as keltezésii Missa Sancti Francisci-janak Credoja (in: DTO 45. k.), melyben a gregorian dallam feldolgozasa a
tétel 3/8-os metrumahoz illeszkedik.
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Holzbauer Nr. 18-as jegyzékszamu miséje, azzal a lényeges kiilonbséggel, hogy a gregorian dallam
mindannyiszor ellenpontos feldolgozasra kertil a zenei szovetben.’
Az intonacio-refrén hasznalata a Credo-misék csoportjahoz sorolja Istvanffy kompozicidjat,
melyeknek ko6zés vonasa, hogy az intonacio-szoveg €s a hozza kapcsolodo zenei anyag allando
visszatérését (tehat a hagyomanyos liturgiai eloirassal ellentétes szovegkezelést) hasznaljak fel a
terjedelmes tétel zenei nagyformajanak fo egységesito eszkozeként. Ugyanakkor Istvanffynal a
Credo-refrén csak a tétel elsd szakaszat rendezi be, a késébbiekben (az "Et incarnatus "6l kezd6do
reszben) mar nem jelenik meg tobbé. A refrén kovetkezetesebb, teljesebb kiaknazasat lathatjuk
példaul Mozart K. 192-es F-dir Missa brevisében.*® Erdekes egybeesés, hogy az emlitett Mozart-
mise, a zeneszerzo két Credo-miséje kozil a korabbi, épplgy 1774-ben keletkezett, mint Istvanffy
Dorothea-miséje. (Ugyanakkor teljesen valoszinUtlen, hogy a magyar komponista ismerte volna az
1774. junius 24-én befejezett Mozart-milvet sajat mis€jének megirasa, tehat 1774. augusztus 15.
elott. A Mozart-mise késobb sem kertilt a gyon székesegyhaz kottataraba, s az Istvanffy altal masolt
vagy cimlappal ellatott 144 kompozicié kozott egyetlen Mozart-mii sem szerepel.*’)

Az Istvanffy-kortars magyarorszagi szerzok életmiivében — az eddig attekintett forrasanyagban
— nem talaltunk Credo-misét. A liturgikus eldirasokat tiszteletben tartdé Wemer mise-termésében sem
talalkozunk ezzel a gyakorlattal, Haydn egyetlen, korai Credo-miséje (Missa Cellensis, 1766) pedig
— jelenlegi tudasunk szerint — ismeretlen volt Istvanffy szamara.”® Egyelére tehat nyitva kell
hagynunk a kérdést, mely mesterek muveiben latott példat Istvanffy a Credo-mise alkalmazasara, s
hogy talalkozhatott-e ezzel a sajatos formaval a Reichert altal felsorolt bécsi komponistak miséiben,”*
vagy ismerhette-e a mannheimi Holzbauer hasonlo kompozcioit. E kérdésre az Istvanfly
tanuloéveivel kapcsolatos esetleges Ujabb adatok ismeretében és a gyoéri székesegyhaz kottataranak
teljeskori feldolgozasa utan valaszolhatunk.

Istvanffy Dorothea-miséjében az intonacio-refrén haromszon megjelenése két-két, korus-tuttit €s
szOloszakaszt tartalmazo zenei egységet foglal keretbe. A tétel elsd része — az "Et incarnatus”
hangnem- és metrumvaltassal is hangsulyozott cezurajaig — a kovetkezoképpen épil fel:

I1. tablazat:

Credo-intonacio A unisono korus C-dur 1-6.1.
Patrem omnipotentem B tutti korusdeklamacio C-dur 7-15.40.
Etin unum Dominum C  sz0lo Canto I & Il C-dar—d-moll-F-dur 15-25.0.
Credo-intonacio A unisono korus F-dur 25-30.40.
Et ex Patre natum B tutti korusdeklamacio C-dur 31-38.0.
Genitum non factum C 52016 tenor-basszus a-moll-G-dur 38-47.1.
Credo-intonacio A unisono korus G-dur 47-52.1.
Qui propter nos B tutti korusdeklamacio C-dur 53-61.1.

%7 Reichert: Mozarts "Credo-Messen" ... 140-143. o. Beispiel 21. Reichert felhivja a figyelmet a Holzbauer-mii
"Genitum non factum” szakaszanak és Mozart elsd6 Credo-miséjében (K.192.) talalhato "Genitum"-szakasz

feltind hasonldosagara. Ugyanez a hely az Istvanffy-mise “Genitum non factum"-ara is emlékeztet.

% A Credo-refrén — mely a jol ismert, négyhangos "Mozart-névjegy"-gyel azonos — ésszesen hat alkalommal
fordul el6 a tételben: a tétel elején, az "Et in unum Dominum”, a "Genitum non factum”, a "Qui propter nos" és
az "Et incarnatus est” szakasz eldtt, valamint — a "Crucifixus” szoveghez kapcsolddva, moll hangnemben és

ellenpontos szdvetben.

% Vavrinecz: i.m. 9. o.

0 Ld. az el6z6 jegyzetet.

"V Fr. Conti, G. Donberger, M. Oettl, J.G. Reinhardt, F. Schmidt.
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Az alimitaciot és a valodi motivikus imitaciot valtogatd szolo-szakaszok tde valtozatossagot
hoznak a monumentalis korustombok kozott.

Az "Et incarnatus est" a hozza kapcsolodo "Crucifixus-sal egyiitt 6nallo tétellé novekszik a
Credo-n belill. A 3/4-es, c-moll, Andante ma non troppo szakaszt nemcsak az azonos metrum és
hangnem rokonitja a Gloria "Qui tollis"-aval, hanem az orgonaszolo fellépése is, s a két oboa
tercekben haladd dolce motivumainak ugyancsak lattuk megfeleldjét a Gloridban® Az "Et
incarnatus "-ban az orgonaszolo hosszabb, osszetettebb, €s onallobb, mint a Gloria orgonabetétje, s
tételkezdo ritomellként az egész formarész hangulatat megalapozza. Mint fentebb emlitettilk, Wemer
egyik miséjének "Et incarnatus"-a ugyanazt a dallam-toposzt szolaltatja meg, mint az Istvanffy-mise
"Et incarnatus "-anak €s Agnusanak orgonaszoloja (Id. az 1. Fiiggeléket, és a 29. jegyzetet).

E két utobbi dallam osszehasonlitasa” felfedi lényegi azonossagukat, mely nemcsak a
"pathotype"”™ melodika érzékeny hangjainak (a hangkésziet mély 6. és magas 7. fokanak)
kihangsulyozasabol fakad, hanem tovabbszovesiik modja, s a mogottiik rejlo harmoniai folyamat is
tokéeletesen megegyezik. Nem tagadhatjuk, hogy a kor zenei nyelvének egyik igen kedvelt
kozhelyérol van szo, ugyanakkor Istvanffy javara irandd e kozhely alkalmazasanak néhany
kifinomult eszkoze. Ezek koze tartozik a terceld oboa-motivum begpitése az orgonaszoloba (72-
73.11), mely dur és moll kozott lebegd ambivalenciaval kiilonds fényt kolcsonoz a ritomellnek, vagy
az orgonaszolam rendkivill hangszerszeri tizenhatodmenetei (81-84.0.) és harmincketted-futamai
(77-80.1), melyek a mértéktarto virtuozitas megcsillantasaval ékesitik a szolot. Az orgona-ritomell
ritmusszokincse €s motivumkészlete Haydn billentylis versenymuveire emlekeztet.

Mesten kézre vall a ritomell be€pitésének modja a vokalis szakaszokba. Az "Et incarnatus”
korusbelépés az orgonaszolo témajat veszi at (90-93.G.). Miként a ritomnell, a korusrész is az 5.
utemtdl indul Uj harmoniai teriletek felfedezésére, am mig az orgonaszoloban egy szubdominans felé
tarto elsofokin mellékdominans valik a harmoniai kimozdulas katalizatorava (66.11.), addig a korus
anyaga szextakkordok és szlik szeptimek szekvenciajan keresztiil B-durba tart (94-105.0.). A szdban
forgo szakaszban ("Ex Maria Virgine, et homo factus est”) a zeneszerzd a dinamika érzékeny fény-
amyek jatékaval (a forte és piano itemenkénti valtogatasaval) fokozza a harmoniavaltasok
erdekességeét.

A korusszakaszban elért B-dur hangnemet az orgonaszolo visszatérése erdsiti meg, mely
kihagyja az eredeti ritornell modulal¢ szakaszat, s a dominans g-mollban zar.”* A "Crucifixus” nem
mas, mint az "Et incarnatus"” korusblokkjanak varialt (az \j szoveghez igazitott) megismetlése g-
mollban, melyet a ritomell visszatérése kerekit le. Ez a harmadik orgonaszolo mellozi az eredeti
ritornell (mar amugy is "elkoptatott”) elsé négy litemét, és épp azzal a modulativ résszel indul, mely
a kozépsé ritomell-alakbol hianyzott (153.i1.-tol). Ezaltal egyfajta tematikus rekapitulacionak is
eleget tesz a forma, ugyanakkor az alaptonalitasba valdo wvisszatérés is a legnagyobb
természetességgel megy végbe.”

2 Ld. a2l. jegyzetet.

7 Credo - "Et incarnatus” 62-90.1i., illetve Agnus Dei 1-15.ii.

" Warren Kirkendale terminusa. In; Fugue and Fugato in Rococo and Classical Chamber Music. (Revised and
expanded second edition) Durham, N.C., 1979. 91. o. A Kirkendale altal hasznalt kifejezést alkalmazza
Dobszay Laszlo Istvanffy Te Joseph-himnuszanak és Rorate coeli-introitusanak stilisztikai jellemzésében. I.m.:
12-13. o.

" A 66-71. iitemnek megfelel6 részt hiaba keressiik a 109-131. iitem ritornelljében.

76 A ritornell épitéelemeinek efféle mesteri atrendezésére Mozart vagy Bach miiveiben talalunk példat.
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Az "Et incarnatus” formajat a I11. tablazatban szemléltethetjiik:

I11. tablazat:

Orgonaszold - ritornell A c-moll 66-90.1.
Et incarnatus est - tutti AB c-moll - B-dur  90-105.0.
orgonaszolo - ritornell A  B-dur—-g-moll  105-131.0
(rowiditett: a modulacios szakaszt elhagyja)

Crucifixus - tutti AB g-moll —c-moll 131-153.0.

b

orgonaszolo - ritornell c-moll 153-177.u.
(roviditett: a téma elso részeét elhagyja,

a modulacios szakaszt viszont rekapitulalja)

A masik Istvanffy-mise ugyancsak orgonaszoloval ékesiti az "Et incarnatus” tételt, a két
kompozicio karaktere mégis gyokeresen eltér egymastol. Az "Et incarnatus” zenei illusztralasaban —
mondhatnok: teoldgiai interpreticiojaban — a barokk és klasszikus miseszerzok kétféle megkozelités
koziil valaszthattak. Az egyik lehet6ség a megtestesiilés szenvedésének és fajdalmanak érzékeltetése
(mintegy a "Crucifixus”, a kereszthalal kinjainak megelOlegzése mar az "Et incarnatus est”
szovegrésznél). Istvanffy Dorothea-miséje nyilvanvaloan ezt az utat koveti a "pathotype” dallamossag
kivalasztasaval, és az "Et incarnatus"” valamint a "Crucifixus" szovegrész azonos zenel anyagra valo
raillesztésével. A masik lehetOség az "Et incarnatus” pillanatban a betlehemi jaszolbolcso képének
felidézése, tehat egyfajta pasztoralis idill megteremtése a Credo-tételen beliil.”” Istvanffy Benedetto-
miséjének "Et incarnatus”-a: egy szopran és alt szolora koncipialt F-dur Andante, amely — a
misében egyediilallo modon — két kirtét is foglalkoztat (sempre piano!) nem mas, mint egy
pastorale. Istvanffy tehat mindkeét "Et incarnatus "-értelmezést kiprobalta miséiben. A két tétel formai
felépitése és hangnemi terve egyebként teljesen azonos.

A Credo harmadik nagy egysége az "Et resurrexit”t0l a hitvallas végéig terjedd szovegreészt
foglalja magaban. Ahogyan az elso szakaszban a Credo-intonacio refrénszeri visszatérése, az "Et
incarnatus/Crucifixus"-ban pedig az orgonaszolé ritornellje, ugy ebben a szakaszban is egy
visszatero zenei egység, a teljes zenekarral kisért korusblokk valik a forma pillérévé (IV. tablazat). A
misekomponistak szamara a terjedelmes szovegli Credoban a zenei kohézio megteremtésének
eszkoze — a Credo-misék szoveges/zenei refrénje mellett — a tételnek egy kozponti motivummal vald
atszovése.” Az "Et resurrexit” korusblokkjat kisérd tizenhatod-motivum — mely, a szoveg
tartalmahoz illden, a szaguldasbol fakado "muszkularis 6romot" is megadja a tételnek — pontosan ezt
a szerepet tolti be a Dorothea-mise Credo-jaban. Az "Et iterum venturus est” szopran-alt-tenor
tercettje az "Et in unum Dominum” sz0l6 rokona: legfoképp a szinkopas ritmika teremt kozottik
kapcsolatot.

Az "Et iterum” kivaloan példazza Istvanffy polifon iraskészségét, mely rendkiviil elevenné teszi
a rovid szoloszakaszokat. Masfelol az "Et iterum” szekvenciajanak (192-201.1) harom, tombszeriien
egymas mellé helyezett hangnemi stacioja (C-dur, a-moll, F-dur) mintha csak a Credo-refrén
haromszori megjelenésének hangnem-kijelold szerepét idézné vissza — egy kisebb 1épték(i formai
szinten.”” A zenei folyamat sodro iramaban Istvanffy még pillanatnyi szovegillusztraciokra is sort
kerit: példaul a "Judicare vivos" harciasan felfel¢ torekvo, szolamparos motivumaban (202-205.11.),
és az "Et mortuos" szikitett kvart-1épésében és bo szextes disszonanciajaban (206.1.)

"7 Ennek az attitiidnek a legnagyszeriibb példaja Mozart befejezetlen, "nagy" c-moll miséjének (K.427.) “Et
incarnatus’-a. '

"8 Unverricht: i.m. 164. o.

7 V6. a I1. tablazattal.
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IV. tablazat:

Et resurrexit - tutti: A C-dar 178-192.11.
Et iterum - solo: Canto, Alto, Tenore B (1) C-dur — a-moll — F-dar  192-201 4.
Judicare - tutti: 2) F-dur — a-moll 202-207.11.
Cujus regni - solo: Canto, Alto, Tenore 3) a-moll 207-218.11.
Et in spiritu - tutti: A a-moll — d-moll 218-233.1.
Et unam sanctam - solo: Tenore, Basso C d-moll — C-dur 233-253.10.
Confiteor - tutti: A C-dur 253-278.11.
Sanctus

A Sanctus-Benedictus tételparban Istvanffy mind a keét forész, mind pedig a belso osztasok
aranyat és jellegét tekintve a kozép-eurdpai Missa solemnis legtipikusabb szerkezeti vazat koveti. A
Sanctust — tempojelzéssel is megkiilonboztetett — két révid, kontrasztalo szakasz szembeallitasa
alkotja: a lassu tételkezdetet a "Pleni sunt coeli” szakasz Allegroja koveti,*® a Benedictus pedig a
virtuoz énekes szolok teriilete, mely sokkal terjedelmesebb, mint a Sanctus, s tempokaraktere szinte
kivétel nélkiil Andante® E tipikus kereteket azonban olyan valasztékos eszkozokkel tolti ki a
zeneszerzd, amely kivételes helyet biztosit a tételeknek a kor magyarorszagi misetermésében.
Mindenekelétt a Sanctus nyitéd itemeinek harmoniai gazdagsaga érdemel emlitést, mely még a mise
Kyriéjének lassu bevezetését is felilmulja. A tétel masodik hangzatatol (egy II. foku
mellékdominans kvintszext akkkordtol) a zenei folyamat tonalitasa dur és moll kozott lebeg, s a
szlikitett szeptimeket €s napolyi akkordokat érintd processzus szamos varatlan, dramai fordulatot is
tartalmaz. Ugyanakkor ennek az elsd tizenot ltemnek felépitése kiegyensulyozott, szinte
szimmetrikus: a 4. {item végére a harmoniai menet F-darban talal nyugvopontra, melyet az 5-6. iitem
bo kvintszextes akkordja, €s a 6-7. item hegedl-kézjatéka mindjart f-molla szinez. Minderre pontos
zenei rimkeént valaszol a 11. Gtem C-dur zarlata, a 12-13. {item b kvintszextes akkordja és a 13-14.
utem c-mollos hegedi kozjatéka. Erdekes, hogy a masik Istvanffy-mise Sanctusanak lassu elso részét
(ezittal mindéssze 4 iitemes szakaszat) is a kiilonleges harmoéniai fordulatok jellemzik.* Hasonléan
amyalt, kifinomult harmoéniai folyamattal ékes Sancrust csak elvétve talalunk a kortars
magyarorszagi misetermésben.®

% Az Istvanffy-kortars magyarorszagi miseszerzok kompozicidiban rendre megtalaljuk ezt a lassu-gyors
(rendszerint Adagio-Allegro) tempdvaltast, s ugyancsak kozos jellegzetesség a Sanctus-ok tomor zenei
megfogalmazasa: a tétel altalaban az "Osannd”-val egyiitt sem haladja meg 20-30 iitemes terjedelmet, még a
legiinnepélyesebb Missa solemnisekben sem.

! Néhany jellemzé adat a magyarorszigi mise-termésbdl (A Sanctus iitemszamai "Osannd”-val egyiitt, a
Benedictusé "Osanna” nélkiil értenddk): Deppisch C-dur mise No.4. (B 41): Sanctus 18 ., Benedictus 38 i,
Druschetzky D-dur mise No.1.: 32/45 ii.; Esz-dur mise No.2.: 29/87 ii.; C-dir mise No.3.: 33/76 ii.; C-dur mise
No.5.: 25/82 ii.; B-dur mise No.7.: 26/71 ii; Novotni D-dur mise (N 32): 16/85! ii.; Zimmermann C-dur Missa
solemnis: 36/130! 1.

2 Az allandd késleltetések révén a Benedetto-mise Sanctusanak harmoéniai menete még meglepobb, mint a
Dorothea-miséjé: szinte egyfajta "kis harmoniai labirintusként” hat.

5 A két Istvanffy-példahoz egyediil Druschetzky 1793-ban keletkezett, No.3-as C-dir miséjének Sanctusa
mérheté (jelzete: H-Bn Ms.mus.1612), mely ugyancsak sziik szeptimek alkalmazasaval és dur-moll kozt lebegé
tonalitasaval hivja fel magara a figyelmet. A 6. Druschetzky-mise (B-dur, H-Bn Ms.mus.1610) mas tekintetben
érdemel emlitést: Sanctusanak fontos eleme a cselldszolo, mely a lassi bevezetésében és a "Pleni sunt”-tal
kezdddé Allegro-ban egyarant jelen van. Ugyanezen mise Benedictusa orgonaszolét foglal magaban. A mise
végen a "Dona nobis” faga végén a zeneszerzo a csello- és az orgonaszolot egyetlen mozzanat erejéig egyarant
visszaidézi.
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A mindéssze hétitemes "Pleni sunt coeli” nemcsak sodro lendiiletii Allegro tempdjaval, hanem
harmoniai egyértelmlségével és egyszeriségével is ellentétet képez a bevezetéshez. A tetel
dramaturgiaja e tekintetben is a Kyriére emlékeztet.

Az "Osanna in excelsis” szovegrészre kilén formarésszé onallosulo fuga bontakozik ki. A fuga
ezittal egytémas, dux és comes alakokkal, és jellemzd modon csak akkor hasznalja ki a teljes
négyszolamusagot, amikor (hat téma-belépés utan) a szerkesztés feladja szigorat, s a tulajdonképpeni
fugatéma helyett a témafej — a szopranban megjelend — szekvenciazo sorolasat allitja szembe az alsé
szolamokkal (30-32.1.), vagy — a Kyriébdl vagy a Gloria zarofugajabol ismert — szolamparos
jatékot lépteti fel (33-36.11.).

A vokalis szolokvartettre, oboakra, hegediikre és basso continuo-ra fogalmazott Benedictus, egy
2/4-es F-dur Andante moderato, Istvanffy kisebb egyhazi muvei kozil stilarisan a Jam virga Jesse
offertorium "O Amor mi" duettjének és a Veni Sancte Spiritus duettnek rokona. Ez a kapcsolat
mindenekeldtt a kis motivumokbol épitkezo dallamossagban érhetd tetten. A tizenhat iitemes ritomnell
legalabb hét-nyolc kiilénb6zd, masfél-kétitemes motivumbol all 6ssze. A melodika toredezettségét
még inkabb alahuzza a hangszerelés, mely az oboapar, a vondsok és a teljes apparatus
szembeallitasaval, valtogatasaval teszi elevenné a zenei szovetet. Ezt a rendkivil cizellalt
szereposztast a zeneszerzo jol kiaknazza majd a vokalis részben, amikor az egyes hangszercsoportok
valtakozasat a vokalis szolamok vagy szolamparok felelgetésével helyettesiti (vo. a 39-42. ttemet az
54-57. itemmel). Erdemes részletesen végigkovetni az elsé vokalis szakasz beépitését a ritornell
anyagaba. A ritornell elsd 6t és fél iiteme valtozatlanul felhasznalasra keriil az énekes szo0l6 kezdetén.
A ntomell emfatikus szubdominans fordulata (44.G. masodik felétdl 47-ig) helyett azonban az
énekszolamok imitacids tovabbszovése folytatja a zenei folyamatot (59-65.1.). A 65. iitem szopran-
alt belépése a ritomell 47. iitemének motivumabol szarmazik, ezenkiviil azonban legfeljebb a 67/69.
utem harminckettedei és a basszus-motivuma utal a ritomell 44-45. i{itemének harminckettedeire,
illetve 48/50. item basszusanak ritmikajara. Ettol kezdve az énekes szo0lo a ritomellhez képest Uj
zenei gondolatokat exponal, melyek ko6z0s vonasa, hogy szolamparos felelgetés utan osszefoglald
jellegli "tuttik"-ban egyesiilnek (72-91.11.). Az elsé vokalis szakaszt lezaro hangszeres utojaték ott
folytatja a ritomellt, ahol az énekes sz0l0 elhagyta azt: a 91-99. {item nem mas, mint a 47-54. item —
dominans hangnembe helyezett — anyaga.

A tétel a szonataforma elvének megfelelden alakul: a 99. iitemmel kezd6do kozéprész tematikus
és harmoniai tekintetben is kielégiti a "kidolgozasi szakasz" kovetelményeit. A négy énekes szolam
imitaciosan lép be a fotémaval, majd szolamparos felelgetésbe kezd vele, melynek soran az F-dur
alaphangnemet is érinti (107-108.1.). Ez a pillanat azonban alvisszatérésnek bizonyul, hiszen a
motivum tovabbmodulal B-durba, s alaposan meg is szlarditja ezt a hangnemet (110-118.0.).
Innentdl kezdve aztan a zeneszerzo a legnagyobb természetességgel vezet vissza az alaphangnemhez:
a B-durt megfelelteti az elsé rész F-darjanak, s ekként a dominans modulacio a tétel alaphangnemeét
veszi birtokba. Ezt a célt szolgalja az elsé vokalis rész két egymast kovetod szakaszanak megcserélése
a wvisszatérésben (59-65.1. = 122-127.11; 66-69.0. = 118-121.1.). A visszatérés még egy
figyelemremélto mozzanataban tér el az els6 vokalis résztol: a hangszeres ritomellnek azt a
mozzanatat (az emfatikus szubdominans fordulatot) is rekapitulalja, amely az elsé vokalis részbdl
teljesen hianyzott (vo. 44-47. (itemet a 141-144 Gitemmel).

Az "Osanna"-fuga — a két elsO szolambelépés elhagyasatol eltekintve — az els6 "Osanna”
valtozatlan visszatérése.

Agnus Dei

Fontebb mar emlitettik, hogy az "Et incarnatus” és az Agnus Dei orgonaszoldja nem
egyszerien egy kozos "pathotype” dallamcsalad tagja, hanem tovabbszoveésiikk modja, €s a mogottik
rejlo harmoniai folyamat is tokéletesen megegyezik, tehat egyenesen ugyanazon dallam ket
variansarol van sz6.*

¥ Ld. a 73. jegyzetet.
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Az Agnus orgonaszolojaban is szerepet kap a triolas, figurativ elem, s a két tétel erds
rokonsaganak Ujabb bizonyitéka, hogy az orgonaszoloba beepiild tercelo dolce oboadallamnak (8-
12.4.) is megvan az elézménye az "Et incarnatus”-ban. Istvanffy a kor tipikus Agnus-
megzenésitéseit koveti abban, hogy a liturgikus szoveg elso szakaszat énekes szolistara bizza, mig a
miserere-kOnyorgés a teljes koruson hangzik el. A miserere-korusszakaszban alkalmazott, dramai
hatasu dinamikai hangsulyok (20-24.i.), melyek a késleltetéseket huzzak ala, ugyancsak az "Et
incarnatus"-bol ismerdsek (v6. Credo 94-97.u.. "Ex Maria Virgine”). A c-moll hangnemi, 3/4-es
metrumt tétel* formaja hien koveti a liturgikus szoveg harmassagat, ugyanakkor tipikusan
koraklasszikus harmoniai tervet kovet, és enyhe fokozast is tartalmaz. Az els6 korusrészt, mely c-
mollbdl Esz-durba jut, egy nem tematikus, a ritomell anyagatol fliggetlen orgonaszolo valaszt a
masodik vokalis szakasztol. Ennek az orgonaszolonak "hangszaporito”, egyre magasabbra emelkedo
skalafutamai tipikus szolista-produkciot alkotnak, mely akar egy versenymuben is megtalalna helyét
(33-42.1). A masodik vokalis szakaszt — az elso basszusszolojahoz képes — mas tenor €s basszus
szolista duettje inditja, s témajuk immar fuggetlen a ritornell dallamatol. A keét énekszolam a 48.
utemtol rendkivil kifejezd, késleltetéses, szekundsurlodasos szekvenciaban egyesiil. Ez a szakasz
egyuttal el is modulal a harmoéniai folyamat kovetkezo lényeges allomasara, a g-mollba. Miként a
tenor-basszus duett is egyfajta fokozast képviselt az elso szakasz basszusszolojahoz képest, ugy a
korusrész is fesziltebbé valik, elsdsorban harmoéniai szempontbol: az itemsulyt kiemeld dinamikai
hangsulyok rendre szikitett szeptimekre és késleltetésekre keriilnek (54-60.1.). A masodik vokalis
szakaszt az orgona-ritornell teljes alakjanak visszatérése kerekiti le g-mollban. A harmadik Agnus
Dei-szakasz az eddigi logikat folytatva a basszus szl és a tenor-basszus duett utdn most szopran-
alt-tenor tercetten szolal meg, mely egy szekvencian keresztiil, g-mollbdl indulva, s B-durt érintvén
visszajut az alaphangnembe (77-87.1.). A teljes korus utolso belépése a liturgikus szdveg utolso
egységet is kimondja: "Dona nobis pacem”, majd az orgonaszold visszatérése kerekiti le a tételt. A
nitomell azonban az orgona kadencia-szerii akkordfelbontasaiba torkollik, s harméniailag nyitva
marad a c-moll hangnem V. fokan.

Istvanffy nagymiséjét a "Dona nobis pacem” szavakra komponalt monumentalis fuga csenditi
ki, mely 6nallo tétel rangjara emelkedik. Mint emlitettiik, a szoveg mar elhangzott az Agnus Dei
végen, s ekkent megismeétlése nem liturgikus hanem kizarolag zenei célt szolgal: a nagyszabasu mise
mélté zarémozzanatanak szanta a zeneszerzd.*

A "Dona" figa két fo alkotoeleme a fotéma és annak allando ellenpontja. E két anyag
jellegzetességei sokat elarulnak a 18. szdzad hetvenes éveire mas meglehetosen kiturilt polifon
gondolkodasrol, mely Istvanffy figaszerkesztésében is megmutatkozik.®” A fotéma feje, mely a tétel
folyaman messzemenden o6nallosul, lényegében nem mas, mint egy pontozott ritmus és egy
oktavugras, az ellenpont pedig egy felfelé halado, ritmizalt, szekvenciazo skalamenet. Mindkét képlet
eléggé lapidaris ahhoz, hogy barmilyen harmoéniai kozegbe beilleszthetd legyen, s egymassal
kénnyen kombinalhato. (Rendkiviil arulkodo, hogy az ellenpont mar elsd6 megjelenésekor is
tercparhuzamban jelenik meg az alt- és a tenor-szolamban.) Amint a Sanctus tétel "Osanna’-
fugajarol megallapitottuk, a "Dona”-fuga sem hasznalja ki a textura négy 6nallé szolamat: amikor
valamennyi szélam belép, akkor is lényegében csupan két 6nall6 szal jellemz a zenei szdvetet, hiszen
téma és ellenpontja egyarant altalaban tercparhuzamban vonulnak. A fuga zenei folyamataban

% A minore hangnem ugyancsak tipikus vonasa a kor Agnus Dei tételeinek. Ld. Istvanffy: Benedetto-mise;
Druschetzky D-dur (No.1.), Esz-dir (No.2.), C-dur (No.3.), C-diir (No.5.) mise;

Novotni D-dur mise (N 32); Zimmermann C-dur Missa solemnis stb.

% A Benedetto-misében masként jart el Istvanffy: a harmadik Agnus Dei-t nem koéveti azonnal a zaré
konyérges, hanem csak a moll lassu tételt kovetd 32 iitemes, homofon Allegro szakasz mondja ki a "Dona
nobis" szoveget. Ugyanakkor a Missa solemnis miifajdban bdségesen talalunk példat a nem liturgikus, hanem
zenei szempontok szerint gondolkodd szovegkezelésre. Zimmermann e-moll Missa solemnisében példaul a
Christét kovetSen szabalyosan visszatérd Adagio Kyrie utan, mintegy fiiggetlen tételként nagyszabasu fugat
illeszt a zeneszerz0 Kyrie szoveggel, mely megjelenésének pillanataban szervetlennek (s a szovegkezelést
tekintve feleslegesnek) hat. Ugyanakkor ez a fuga szolgaltatja majd az egész miseciklust lezaré “Dona nobis
pacem” zenei anyagat.

¥ Ld. az 58. és a 60. jegyzetet.
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jotékony valtozatossagot hoz a két epizod (nem tematikus kozjaték), melynek késleltetése és
szekundsurlodasa valodi feszilltségforrast képvisel. A motivum a Credo "Et iterum venturus est”
szOl6jat idézi vissza (vo. a Credo 192-201. {itemét a "Dona nobis” 25-31.itemével). A szekvencia
elevenségét mindkét helyen az egymassal terctavolsagra 1évo hangnemi szintek tombszerli egymas
mellé helyezése adja.® Istvanffy messzemenden kiaknizza e szekvencia lenditd erejét. A fuga elsd
szakasza (1-24.1.) kizar6lag a C-dur és G-dur hangnemeket kereste fel, a kozjaték szekvenciajanak
terclancan (C-dur, a-moll F-dur) azonban a zeneszerzd F-darba juttatja a zenei folyamatot, hogy
aztan a B-durt és a d-mollt is érintse. Errél a hangnemi szintrdl ismét a kézjaték terc-szekvenciajan
keresztiil jut vissza az alaphangnembe a zenei folyamat (d-moll, F-dur, a-moll, C-dur — 46-54.ii.). A
kovetkezdkben a dominans G-dur és parhuzamos mollja tesz teljessé az érintett hangnemek korét.
Akarcsak a mise masik két fuga-tételében, itt is nagy szerepet kap az 6nallosulo ellentéma anyagabol
épiild, szolamparokra osztott felelgetés (54-60. és 81-87.11.). Jellemzd, hogy a fuga végen, mintegy
"utolsé6 érv"-ként a téma és az ellenpont tercparhuzamban, szukcesszive szolal meg az immar
homofon koruson (106-115.1.).

A Missa "Sanctae Dorotheae" részletes elemzése utan visszatérhetink azokra a kérdésekre,
melyeket vizsgalodasunk kezdetén tettiink fel. Istvanffy jol tajékozott komponistanak mutatkozik, aki
az elézd generacid egyhaz repertoarjat éppoly jol ismeri, mint kortarsainak miveit. Kivaléan
alkalmazza a homofdn kérustombiiket 6vezd gyors hegedifiguraciok ifjabb Georg Reutter nevével
fémjelzett technikajat. Gregor Joseph Wemer és a kortars Joseph Haydn miveinek hatasa
megmutatkozik az orgonaszolé alkalmazasaban, és a misekomponalas néhany melodikus toposzanak
(pl. az "Et incarnatus” dallam) felhasznalasaban. Istvanffy ismeri, és sikeresen alkalmazza az osztrak
mesterek korében népszeri "Credo-mise” format, és a gregorian intonaciok beépitését a figuralis
zenei szdvetbe. (Ezéltal — jelen ismereteink szerint — mindkét tekintetben egyediil all a kortars
magyarorszagi misekomponistak kézott.) A "Quoniam” vagy a Benedictus tanusaga szerint
Istvanffy invenciézusan beszéli koranak legkorszeriibb zenei nyelvét, a napolyi mesterek mihelyében
kialakitott, szamos motivumbol épitkezd koraklasszikus melodikat. Alapvetden harmonikus
fogantatasu fugaszerkesztése is a kor zenei gondolkodasat tiikkroz.

A Kyrie monotematikus felépitése — a Christe mint a Kyrie zenéjének moll valtozata — atipikus,
sajatosan Istvanffyra jellemzd megoldas a kor mise-irodalmaban. Ez a vonas, éppugy, mint a
terjedelmes szovegii misetételek — a Gloria és a Credo — nagyformajanak szerves kialakitasa a
visszatérd refrének altal, a zeneszerzd nagyvonalu formalasra valo képességérol tanuskodik.
Nagyszabasu és gazdag a m{ harméniai nyelvezete is, kiilonosképp a Kyrie lassu bevezetése és a
Sanctus emelkedik ki e tekintetben. Istvanffy kedvelt eszkoze az egymastol terctavolsagra lévo
hangnemi szintek témbszeri egymas mellé helyezése. A Credoban a visszatéré intonacio-
megzenésitést hasznalja ki a f6 hangnemek kijel6lésére. A Missa "Sanctae Dorotheae” szamos k6zds
vonast mutat Istvanffy masik miséjével, mindez annak jele, hogy a misekomponalas altalanosan
hasznalt toposzain beliil a zeneszerzd kialakitotta sajat tipikus tételkaraktereit és formai tervét. A hét
kis egyhazi miliben tapasztalt stilusbeli heterogeneitassal (stile antico és "korszeribb" stilus egyttes
jelenlétével) szemben a mise stilarisan egységes.

Mindezek alapjan megkockaztathatjuk a kijelentést: Istvanffy Benedek a 18. szazad masodik
felének legtehetségesebb magyarorszagi zeneszerzdje,” s a kotetiinkben kozreadott Missa "Sanctae
Dovrotheae"” a kor magyarorszagi egyhazi zeneirodalmanak egyik legjelentdsebb alkotasa.

8 Ld. aIV. tablazatot és az 53. jegyzetet.

¥ Misekomponalas terén egyediil Georg Druschetzky mérhetd Istvanffyhoz, sét — a fafuvés hangszerek
alkalmazasaban és stilaris vonatkozasban — némileg feliill is multa a gy6éri mestert, am a hangszerelésbeli
tobblet Druschetzky sajatos képzettségével és katonazenész-multjaval magyarazhatd, stilarisan érettebb zenei
stilusa pedig természetes, ha figyelembe vessziik, hogy — Istvanffy révid alkotopalyajaval szemben — a hosszi

életli Druschetzky kései milveit mar pl. a teljes Mozart-életmii ismeretében komponalhatta.
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Benedek Istvanffy's Life and Work

At the beginning of the eighteenth century, after a century and a half of Turkish occupation the
institutional framework of the Hungarian musical life had to be rebuilt almost completely. It
devolved on a group of well-trained musicians to lay the new foundations of and spread the musical
culture. Under the given circumstances it is thus quite natural that as a result of the missing
musicians' training requiring special and continuous cultivation the greater part of the musicians'
community consisted of immigrants in Hungary—at a much higher rate than the ethnic composition of
the country’s population would suggest—, of German, Czech and Italian musicians active here for a
shorter or longer period of time, in addition to the citizens of the towns situated in the more protected
part of the Royal Hungary and being populated by Germans.

It is all the more remarkable that in the person of Benedek Istvanffy there appeared in the mid-
eighteenth century a gifted musician of Hungarian origin. What enhances the strangeness of this
phenomen is that in all likelyhood Istvanffy was of noble birth. (He may be a descendant of the
Istvanftys of Kisasszonyfalva, native of Baranya, a family from which the sixteenth-century historian
Miklés Istvanffy also came from.' Beside the Transdanubian branch of the family there also appeared
a branch in Upper Hungary in the sixteenth century already.) The Hungarian nobility grew
increasingly fond of music by the end of the century and leaming music became their fashionable
passtime. Nevertheless, it may perhaps be explained by some natural endowments in Istvanffy's
family that he, a man of noble offspring, made the unusual decision in the middle of the eighteenth
century to embark on a musical career. Other members of the Istvanffy family are also known to
have eamed their living as musicians in the eighteenth century (beside the composer's father and his
brother Elek active as copyist as well®): in Upper Hungary there were two Laurences (Laurentius)
Istvanffy, father and son® while Pal Istvanffy was a Pauline friar and organist at the monastery on the
Jakab mountain in Pécs in 1788.*

The importance of Benedek Istvanffy is indisputable irrespective of his social background, even
though only ten of his works survive which cannot have been known outside his immediate
surroundings in his own time. The musical qualities of his two Masses and a Gloria held at the
cathedral of Gyor, of the two hymns (Te Joseph celebrent, Decora lux), a Rorate coeli (whose copy
is held in Veszprém), an Alma Redemptoris and an offertory (Jam virga Jesse) each as well as of
two further offertories (Adeste triumphate and Veni Sancte Spiritus) which can be found at the Holy
Spirit Church in Sopron guarantee their composer an eminent place in the history of the Hungarian
music of that century.’

' Nagy 1., Magyarorszdg csaladai cimerekkel és nemzékrendi tablakkal [Hungary's families with coats-of-arms
and geneological tables]. (Pest: 1858, new edition Budapest: 1987), pp. 257-261. Miklos Istvanffy had no male
successors, thus in the book later data on the members of the other line of the family can be found (1692, 1782,
even 1857).

% Vavrinecz V., "Istvanffy Benedek élete és miikodése” [The life and work of Benedek Istvanffy], Benedek
Istvanffy: Church Music Works. Musicalia Danubiana 3. (Budapest: 1984), p. 25.

3 (1) Laurentius Istvanffyy (senior) was teacher to P. Paulin Bajan in Szakolca (now Skalica) in about 1730, (2)
Laurentius Istvanffy (Junior) was first active in Szakolca, then in Kassa (now Kosice). He died perhaps in 1779
or 1786 but most probably in 1797. His two Salve Regina can be found at the cathedral of Kassa (registered in
the inventories of 1786, 1787, 1790 and 1797). On the music and in the catalogues the composer's name is
given as Istvanffy, without first name. It was, however, identified by Ladislav Kacic on the basis of a work by
Galuppi made in the same hand and signed by Laurentius Istvanffy. (For the kind communication of these data
I am obliged to L. Kacic)

* Bardos K., Pécs zenéje a 18. szazadban [The music of Pécs in the eighteenth century], (Budapest: 1976), p.
81.

* For the edition of the enumerated minor works see Musicalia Danubiana, vol. 3 and the recording of the same
Hungaroton SLPD No. 12733 (Benedek Istvanffy, Musica sacra. Budapest: 1986). In the music collection of
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Similar to the number of his works data on his life are sparse. Thus when compiling his
biography we are compelled to rely on deductions and conjectures.® Since the publication of the third
volume of Musicalia Danubiana additional data have emerged, however, and potential new aspects
of evaluating the previous ones make necessary to sum up the knowledge gained so far in the present
volume as well.

Benedek Istvanffy was bom in Szentmarton (now Pannonhalma) in 1733. His father Jozsef
Istvanffy (1703-1711) was organist and instructor of figural music at the Benedictine Abbey of
Pannonhalma from 1726 onwards, musician at the cathedral of Veszprém between 1752 and 1757,
and organist of the Benedictine community of Bakonybél thereafter.” Jozsef Istvanffy married llona
Szele in 1731 with whom he had seven children.® In old age he went into the "Hungarian hospital" of
Gyor where he died.

Of Benedek's schooling little is known. He must have received his first musical instruction from
his father. On his later studies, in the course of which he tumed out to be an eminent composer, no
concrete data are available. Thus the question remains unsettled who could have been the master to
impart to him the exceptional, above the average knowledge and orientation he was in possession of.

According to an earlier presumption he was supported by Count Laszlo Széchényi during his
studies. This relies on the evidence of Istvanffy's petition from the 1760s. In it he writes about
Széchényi thus: [I owe to him] "that finishing my studies through his many expenditure I can now
eamn a living™. This formulation is in my opinion not unambiguous. The term "many expenditure"
can equally refer to financing his studies and providing him a living. (In point of fact, Istvanffy was
employed by Széchényi in 1757.) Should it refer to the studies, it sheds only light on the financial
resources making the possibilities come true while the person of the tutor continues to remain in
obscurity.

As a result of the geographical closeness of Vienna and the strong Viennese orientation of the
region in matters of music, it is evident that the influence of the Imperial City must have been
decisive in the instruction of a musician coming from Transdanubia. The only question is whether
this influence was a direct one or came about through mediation.

There is no evidence that Istvanffy studied abroad (in Vienna) though the cathedral of Gydr,
Istvanffy's later "place of employment" had such connections. In addition to the unambiguously
Viennese origin of the repertory of the Gyor cathedral, evidence on personal contacts also survives.
From 1748 the employment of the Viennese choir boys is documented and between 1755 and 1757
the young Albrechtsberger worked there as an organist, after a year of studies in Vienna.'® Thus the
possible link, the intermediator must be found, and for that we must look round in the composer's
country proper. The most obvious place to turn to is the nearby Esterhazy residence, all the more so,
since its flourishing musical life played an outstanding role in Hungary and, owing to Haydn, in
Europe as well within the next one or two decades. Gregor Joseph Wemer was the only trained
composer active there in the mid-eighteenth century who could come into question as Istvanfty's

Gyodr the autograph title inscription of a further, lost offertory can be read on the cover of a work by Donberger
(Bardos K., Gyor zenéje a 17-18. szazadban [The music of Gyér in the seventeenth-eighteenth centuries],
Budapest: 1980, Appendix No. 255).

® Literature so far includes: Bardos, Gyér zenéje ..., the above mentioned study by Vavrinecz (see footnote No.
2) and Dobszay's introductory study in the same volume (Istvanfly Benedek kisebb egyhdazi miivei) [Minor
church music works by Benedek Istvanffy] as well as Dobszay's accompanying words to the recording of the
minor works, see the previous footnote.

7 On Jozsef Istvanffy and his family see Pfeiffer J. — Szigeti K., 4 veszprémi székesegyhaz zenéjének torténete
[History of the music at the cathedral of Veszprém], (Munich: 1985), pp. 57-60.

¥ Maria (*1732), Benedek, Jozsef (*1736), Elek (*1741 — later chaplain at Gy6r), Ignac (*1745), Maria
Salomea (*1749) and Ilona (*1753).

® Benedek Istvanffy's letter draft surviving in the music collection of the cathedral of Gyér on the cover of a lost
work by Ignac Kunath. Mentioned in Bardos (Gydr zenéje ..., p. 64).

19 Bardos, Gyor zenéje ..., pp. 55 and 60-61.
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master. At any rate, he deserves special attention because he surely had some kind of contact with
Istvanffy.

A considerable part of the rich eighteenth-century music collection of the Gyodr cathedral bears
the mark of Istvanffy's hand: he copied several pieces full or in part and provided others with cover
and title inscription.'' In this material which comprises one hundred forty four pieces Wemner's works
are represented in the greatest number: Istvanffy copied thirty-three of Wemer's works in his own
hand (and only one to three pieces from the rest of the composers on an average. Even the output of J.
G. Reutter the junior, the absolute ruler of the influental Viennese musical life, Kapellmeister at St
Stephen's Cathedral and the Court in one was considered only partly worth of copying. Istvanffy
copied seven works and made covers to three other pieces.) Furthermore, it deserves attention that
Istvanffy wrote a Gloria to one of Wemer's Masses (Missa Coena Domini)'* while his two hymns
(Te Joseph celebrent and Decora lux) survive in the appendix to Wemer's sets of hymns. In them
Istvanffy set to music the words of the two hymns which had been missing from Wemer's cycle."

The probability of the supposed ties with Kismarton is enhanced by the fact that in the material
mentioned Istvanffy copied seven complete sets of parts, far more than the average, by F. Conforto
(or Conforti, 1718-1788), a composer active in Naples and Madrid (!). Apart from Gyor Conforto's
works were known in Hungary in Kismarton yet: as an envoy to Naples Count Pal Antal Esterhazy
established personal contact with the composer. In 1751 he commissioned Conforto to compose a
cantata for the birthday of the Empress Maria Theresa, acquired his other works as well and brought
them back to Hungary on his retum.”* It goes without saying that Istvanffy could have got at the
works through the mediation of the court of Kismarton only."*

It is a sign of the lively interrelationship between the neighbouring regional musical centres that
all surviving works by Johann Patzelt, an organist of Sopron can be found in Gyor and owe their
survival to Istvanffy: the title-page of the Miserere, all parts of the Requiem and the Mass bear the
mark of his hand.'® Patzelt came inevitably into contact with the Esterhazys: in his opera written in
1743 with the title Castor and Pollux for the Jesuits of Sopron the licenza praises the patron
Esterhazys."’

All these particulars suggest a wellnigh evident, almost inevitable relationship. It is the task of
future archival research to investigate and elucidate whether the outlined possible pupil-teacher
relationship between Wemer and Istvanffy existed or not, all the more so, as it is common knowledge
that beside being a conductor Wemer devoted himself to instruction in composition and singing, '*

! Vavrinecz, op. cit., p. 26.

2 Bardos, Gydr zenéje ..., Appendix No. 1512.

13 Dobszay, op. cit., p. 28.

" The cantata was: Gli orti Esperidi, see The New Grove Dictionary of Music and Musicians (London: 1980),
vol. 4, pp. 567-568. Futher works listed in the Esterhazy catalogue of 1756/1759 include: two operas (Antigono,
L'Endimione), seven (or fifteen) arias, a flute concerto, a symphony, see J. Harich, "Inventare der Esterhazy-
Hofmusikkapelle in Eisenstadt", Haydn Jahrbuch 9 (1975), pp. 69, 71, 83, and U. Tank, Studien zur
Esterhazyschen Hofmusik von etwa 1620 bis zur 1790 (Regensburg: 1981), p. 315.

5 Such an abundance of Conforto's works occurs in none of the Austrian or German libraries, not even
together. See Grove ... and R. Eitner, Biographisch-bibliographisches Quellenlexikon der Musiker und
Musikgelehrten ... (Leipzig: 1899-1904, new edition Graz: 1959, p. 28). In contemporary catalogues they
appear in three cases only. See B. S. Brook, Thematic Catalogues in Music (New York: 1972), No. 884:
Miinchen, Hofkapelle;, No. 1121: a symphony collection of a French castle from 1757, the catalogue is now in
San Francisco, No. 1323: catalogue of the Gino collection, now in Uppsala.

' Bardos, Gyor zenéje ..., Appendix, Nos. 1032-1034.

7 Moreover, he was perhaps employed by the Esterhazys for a while, see Tank, op. cit., pp. 334 and 341:
"Organist Johann Parzelt”, 1734-1736. The modern edition of his work is: J. Patzelt, Musica pro comoedia
generali (Castor et Pollux) (Bratislava: 1989).

' Tank, op. cit., pp. 185-186. Werner's pupils of composition known by name are Johann Novotny, organist at
Eisenstadt, S. T. Kolbl, J. W. Dietzl-but from 1734 onwards he instructed choir boys as well.
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On finishing his studies, at the age of twenty-four, Istvanffy entered service with Count Laszlo
Széchényi (1713-1760), a member of the other great Transdanubian aristocrat family in
Sopronhorpacs. In 1757 he was already organist at his private chapel in Sopron. It was probably at
the intervention of his patron that he received the post of organist in the Nagycenk castle of Antal
Széchényi (1714-1767). He must have entered service in 1758 because the Count settled in
Nagyclzgenk that year, though the reconstruction and expansion of the castle still continued until
1761.

On Istvanffy's family circumstances only indirect evidence is available. The name of his wife,
Katalin Kémives appears in a later register of baptism in Gyor,” the date of their marriage is
unknown. At any rate, it should have been some time before 1756, for their daughter, Franziska®
was bormn that year. Franziska married later, after Istvanffy's death in 1778, his successor in Gyor,
the succentor Andras Krajtsovits.”

Surviving letters and chapter protocols provide detailed information about Istvanffy's
engagement in Gyor and his activities there. He first introduced himself in possession of a
recommendation by Antal Széchényi in 1764 and performed music with great success both at the
house of bishop Zichy and at church.?® He could succeed the old organist-regens chori Andras
Mechler in the autumn of 1766 only. During his time the force of the orchestra amounted to ten and
was enlarged, if necessary, by occasional helpers.

In Gyor the double task of organist and regens chori ("succentor") had been performed by one
person since 1721. It belonged to Istvanfty's duties to "lead the singing of the canons in the Votive
Masses, to conduct the polyphonic and Gregorian singing of the choir, to perform the Office with the
canons on duty for the week and the prebends." The visitation carried out in 1767 stipulated the order
of the High Masses with music as well: " ... each [musician] takes part whenever polyphonic music is
performed at Vespers, Masses and the processions in the presence of the Chapter [...] At the 8 o'clock
Mass on Sundays and feasts each is bound to serve with polyphonic music up to the elevation, after
which any of them sings in Hungarian with organ accompaniment." "From Prime to None five
choristers and the succentor are bound to participate in the Offices, at Matins and Lauds five
choristers and the teacher. On greater feasts all should be present in the whole Office."** In addition,
the succentor teaches in the seminary the rudiments of Gregorian chant to seminarists each Sunday
and practices singing with them. Besides, the succentor's responsibility was to instruct and maintain
one descant and one alto singer each, for which he received official residence in the chapter school.

On festive occasions the cathedral musicians performed music at the churches of the Carmelite
and Franciscan friars of Gyor and even in the Holy Spirit church of the hospital of the town. For
Istvanffy it was a more regular occupation than these occasional contributions when after the 1773
dissolution of the Society of Jesus he was charged for two years with leading the choir of their church
which looked back upon long and good musical traditions. In a petition to the council of gouvernor-
general he enumerated in detail his duties there: to provide music for the feasts, music acquisition and
to instruct members of the ensemble. **

In addition, the cathedral musicians took part in most notable celebrations of the town such as
the reception of St Stephan's Holy Right in 1771. The most remarkable event during Istvanffy's
activities as succentor was the jubilee Mass of bishop Ferenc Zichy in 1774. Music was performed at
almost each event of the luxurious series of celebrations: on the eve of the feast in the yard of the

' Vavrinecz, op. cit., p. 23.

%% Istvanffy and his wife were registered as god-parents in 1765.

>! This date is inferred from the register of death: Franziska died September 25th, 1816, aged 60.

> The wedding took place on February 16th, 1779. For all data see Bardos, Gydr zenéje ..., p. 63.

> The reply of bishop Zichy to Antal Széchényi (Bardos, Gydr zenéje ..., p. 64) reads as follows: "... Mr
Benedek Istvanffy arrived here safely and gave evidence of his excellent knowledge in the presence of a lot of
connoisseurs at my house and at church laudably and with the approbation of all.”

2" Bardos, Gyor zenéje ..., pp. 43, 68, and 72.

%5 Vavrinecz, op. cit., p. 24,
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palace, during the procession to the High Mass in the moming, at the festive lunch, and in public
entertainments held on different scenes as well as at the ball in the evening. The most important
musical product of the day was undoubtedly the festive Mass composed by Istvanffy for the occasion
and edited in the present volume. According to a contemporary witness it was much appreciated by
the audience as well: "... The sublime choral and orchestral music was composed by the succentor
and conductor of the local chapter in compliance with all the rules of the art of music and conducted
with the participation of several excellent musicians to everybody's utmost satisfaction.”

26 Bardos, Gy6r zenéje ..., pp. 271-274 and 272.
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Benedek Istvanffy: Missa
"Sanctificabis Annum Quinquagesimum, vel Sanctae Dorotheae"

On evaluating the Dorothea Mass by Benedek Istvanffy the analyst concentrates on three issues.
The first is to identify the compositional procedures in the Central European Mass repertoire of the
mid-eighteenth century which Istvanffy must have followed as models and to specify the range of
composers whose work could have been exemplary for him. The second is to investigate whether
Istvanffy's Mass displays individual features characteristic of this master only in addition to his use of
international, generally accepted methods. And finally, the question must be answered how the Mass
modifies Istvanffy's image as a composer defined by his seven minor church music works available in
print and on record. In the light of the above—and of the knowledge attained so far—we can reconsider
Istvanffy's position among the Hungarian church music composers of his time.

In its main features the eighteenth-century material of the music collection of the cathedral of
Gyoér—among others the one hundred and forty-four works copied or provided with a title-page by
Istvanffy—shows the average repertory of a church with Viennese orientation.”” Works by masters of
he preceding generation (Hasse, Tuma, Wagenseil, Zechner) and those of the minor local
composers™ are equally present. It is surprising, however, that the church music works of the masters
of the so-called "Neapolitan school” (A. Scarlatti, L. Leo, Fr. Durante, N. Piccini, N. Porpora, N.
Jomelli, etc.) who played an important role in the eighteenth-century history of Mass composing are
in vain sought for. Composers belonging to the second and third generations of the Neapolitan
school® are represented in the music material of Gydr with operatic arias only. Minor Central
European masters like Istvanffy could obwviously get acquainted with the achievements of the
Neapolitan school through the mediation of Vienna or the works of German masters (such as Hasse).
The absence of Johann Joseph Fux's oeuvre is a further conspicuous feature of the collection. Antonio
Caldara, the other founding member of the so-called "Viennese school” is represented by three
Masses and three motets in the music collection of Gyor.

It shows the up-to-dateness of the Gyér repertory and Istvanffy's well-informed craftmanship
that works by foreign composers just starting on their career (Brixi, Dittersdorf, Haydn, Leopold
Hoffmann, Sonnleitner) are also included among the compositions performed. It is worth mentioning
that Joseph Haydn's "Grosse Orgelmesse” (Hob. XXII:4)* is one of the master's three works
Istvanffy copied which could have served as a possible model of Istvanffy's Masses with regard to the
soloistic use of the organ.

An anomaly of the repertory mentioned in Istvanffy's biography is the conspicuously great
number of Gregor Joseph Wemer's works (see the introduction to the present volume). This makes
evident that Wemer was a particularly important master for Istvanffy. Traces of the influence of the
Wemenan oeuvre can be detected in the Dorothea-Mass as well.

In the mid-eighteenth century the Central European Mass repertory shows a variety of styles, in
agreement partly with the liturgical functions. The main types of Mass compositions can be grouped

*” For the Viennese Mass repertory see G. Reichert, Zur Geschichte der Wiener Messenkomposition in der
ersten Hilfle des 18. Jahrhunderts. Diss. Univ. (Wien: 1935). The thematic catalogue of the music collection of

the cathedral of Gyér was made by Veronika Vavrinecz, see Bardos, Gyér zenéje..., pp. 322-604.

28 £ Aumann (three works), Bonnack (one), J. Boog (one), G. B. Constanzi (three), G. J. Donberger (one), B.
Galuppi (one), B. Greisler (three), G. Giacomelli (one), T. Gsur (one), J. Habegger (one), Himmelbauer (one),
B. Klima (two), J. Krottendorfer (one), J. A. Scheibl (one), A. Schenker (two), F. Schmiedt (three), Schramek

(one), Senfft (one), Strasser (one), J. P Ziegler (one) — see Musicalia Danubiana 3, p. 9.

* Vinci and Traetta as well as Paisello and Zingarelli. Cp. W. Miiller, Johann Adolf Hasse als

Kirchenkomponist (Leipzig/Wiesbaden: 1911/1973), p. 9.
*® Bardos, Gyér zenéje ..., Appendix, No. 593.
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along two trends.’! The conservative type of Mass called stile obligato, missa in contrapuncto or
alla cappelia that renounced the possibility of independent instrumental parts held its position but
lost touch with the compositorial trends of the era. This Mass type with a modest organ or
Kirchentrio accompaniment preserved its validity by no means due to the personal preference of
composers with conservative inclinations (such as Fux or Wemer).*? Its survival had its own
liturgical reasons: it became the Mass for the Lenten and Advent periods avoiding ornamented figural
music. (Five of Wemer's forty-eight Masses are composed in this strict style.)

Another large type of the Mass compositions of the time is the concertante Mass with orchestral
accompaniment which, with regard to scale, instrumentation and the treatment of text can be divided
into several subgroups. The modestest sort of orchestral Mass is the Missa brevis, the Mass for
weekdays and Sundays without feasts. Its orchestra generally did not surpass the forces of
Kirchentrio and in the extensive items of the Ordinary (Gloria, Credo) a specific treatment of text
was applied: the desired conciseness was achieved at times by the parallel, simultaneous rendering of
certain lines of words. Characteristic of the Missa brevis is through-composition as well as the
omission of the musical subdivision of the Ordinary texts. The striving for succintness resulted in the
extreme cases (Missa brevissima) in a superposition of the various sections of words which was to
the detriment of the intelligibility of text and produced liturgically unacceptable solutions.**

The Missa solemnis intended for festive occasions was the most extensive type of Mass with the
largest orchestra. The Kirchentrio often formed the basis of the string orchestra in this instance as
well. A viola part was added at the end of the century only and, in addition to the woodwind
instruments, trumpets and timpani contributed to the brightness of sound. With regard to text
treatment the inner division of certain items of the Ordinary became characteristic, in contrast to the
through-composed nature of the Missa brevis. This process ended in the so-called "cantata Mass"
developed by masters of the Neapolitan school in which the subdivisions of the original liturgical
items became independent musical movements differing in key, tempo, metre and performing forces.
The Missa solemnis or Messa concertata integrated both the virtuosic vocal solos into their style
(frequently the entire vocal quartet) and the occasional instrumental solos.** The Missa solemnis type
whose structural frame remained valid—-apart from some minor changes—until the nineteenth century
had the following features:**

Kyrie: Kyrie I - slow introduction, then Allegro, performed in the majority of cases by the
choir
Christe - lyrical contrast, the domain of vocal soloists
Kyrie II - a fugue

Glona: In most cases it consists of eleven parts ("Gloria - Laudamus - Gratias - Domine
Deus - Domine Fili - Qui tollis - Qui sedes - Quoniam - Jesu Christe - Cum sancto
spiritu - Amen"). In the subdivision there may have been variants. The "Laudamus"
was by rule reserved for the coloratura soprano (or duet) and contrasted by a choral
movement in minor key. Frequently "Quoniam” fell to the bass soloist while "dmen"
and often also the "Cum Sancto Spiritu” was set to music in the form of a fugue.

31 H. Dopf, Die Messenkompositionen Gregor Joseph Werners. Diss. Univ. (Innsbruck: 1956), p. 35; L. M.
Kantner, "Traditionen katholischer Kirchenmusik", Handbuch der Musikgeschichte, vol. 5, ed. C. Dahlhaus
(Regensburg;: 1985).

2 Michael Haydn, who can hardly be accused of conservatism, cultivated this type as late as the 1790s, cp.
Missa pro tempore quadragesimae (1794) D70 vol. 45

3 Dopf, p. 43. Zechner, Tuma, Georg Reutter junior or L. Gassmann also wrote Missa brevissima
compositions.

* H. Unverricht, "Die orchesterbegleitete Kirchenmusik von den Neapolitanern bis Schubert”, Geschichte der
katholischen Kirchenmusik 1. ed. Karl Gustav Fellerer (Kassel: 1976), pp. 157-172.

3% The description of the structure of the Missa solemnis is taken from L. M. Kantner's above mentioned study,
see p. 102
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Credo: The difficulty of setting to music the text of the Creed is that apart from the middle
section "Et incarnatus - Crucifixus” it puts several sections of similar contents and
syntax side by side which are difficult to gain access to either by symbolic or
illustrative musical means (e.g. "Qui ex patre filioque procedit”). To overcome
these difficulties the composers created the musical unity of the item either by the
rondo form of the so-called Credo Masses, that is by the repeated return of the word
Credo and of the attached strikingly marked musical theme or by applying a
connecting instrumental motif. The section "Et unam sanctam catholicam” was
frequently symbolized by unison and the change to triple time at the words "Et in
Spiritum Sanctum” indicated the third person of the Trinity. To finish the Credo a
fugue was often composed, similar to the ending of the Gloria.

Sanctus: According to the liturgical rules (Caeremoniale episcoporum, tom. I1,8 n.71; Sancta
Congregatio 13 June 1643), the Sanctus was separated from the Benedictus in the
pontifical Masses only, thus it formed one unit with the Benedictus. This formula
was accepted in the Mediterranean countries and this fact accounts for the relative
shortness of the item. In the German-speaking countries the Benedictus became
separated in the Missa solemnis because of the extensive length of the musical item
and rose to the rank of virtuosic vocal solos.

Agnus Dei: By the eighteenth century it was characterized by a contrasting two-part structure :
a lynical Agnus Dei or one in the minor key was followed by a "Dona nobis" item
written in the form of a conventional fugue in most cases.

With regard to genre both Masses by Istvanffy belong to Missa solemnis, the most monumental
species of Mass with orchestral accompaniment. Of the composer's two Masses the Dorothea Mass
published in the present volume is the more significant. The occasion giving rise to the composition
of the work accounts for its solemnity since it was performed at the greatest festival of the town, the
golden jubilee Mass of bishop Count Ferenc Zichy, patron of the town, celebrated on August 15th,
1774 on the evidence of the title-page.’” The performing forces included not only the Kirchentrio,
two clarinos and timpani as well as two oboes but alto and tenor trombone parts as well.

Kyrie

The solemnis character of the Dorothea Mass, the ambition of the composer to create something
monumental finds expression in the slow introduction already. The Adagio opening bars are filled in
by chordal choral blocks divided by unison, virtuosic string passages. The employment of fast violin
figurations and the non-thematic, virtuosic use of the violins in general emerges already here, whose
invention is associated with the name of Georg Reutter junior, the Viennese master creating school
("rauschende Violinen a la Reutter") and which is also characteristic of the stilistically more mature
group of Istvanffy's minor church music works.*® The peculiarities of the harmonic layout of the
introduction include richness and large-scale thinking which become apparent not only in the noble
pathos of the path leading through the secondary dominant and diminished seventh chord to the
dominant chord but also in the extension of the dominant field reached. The method by which the
composer succeeds in sustaining the tension of the chord of fifth degree anticipates wellnigh the
mature Classicism. The alternation of the play of maggiore-minore applied in bars 10-11 and 11-12

% Bardos, Gydr zenéje ..., pp. 271-274
37 "Messe de anno 1774 in pieno choro 'Sanctificabis annum quinquagesinum' vel S. Dorotheae. Del Sigr.

Benedetto Istvanfty.
%% Dobszay, op. cit., p. 33.
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(the repetition of the "eleison” motif) remind us of the changes of light and shadow in Mozart's late
great C major compositions in much the same way as the chromaticism of the postlude of the two
violins moving according to the rules of double counterpoint (bars 13-14) and forming an effective
"colon" before the Allegro major section bursts in. A slow introduction of similar size can be found
nowhere in the Hungarian Mass output of the 1770s-1780s.%

The fast main section circumscribed by "rauschende Violinen" is begun in the homophonic
choir. Its first bars are characterized by harmonic unambiguity (the exclusive use of degrees I and V)
as well as by symmetrical phrase-construction resulting from motif repetition (2+2 and 1+1 bars,
respectively). In the resolute harmonic process the first entry of the choir already aims at and reaches
the dominant key. The form of the first Kyrie is constructed from the three entries of the choir and the
instrumental interludes coming after the choral sections. The tripartite construction of the Kyrie
recalls most probably the trinity of the original liturgical acclamation and accomplishes at the same
time a well-balanced harmonic scheme: the first choral section modulates into the dominant, the
second one remains in the dominant while the third changes over to the parallel minor of the principal
key. The instrumental ritorello performed exclusively by the Kirchentrio in each case (2 violins,
violone, senza organo®) proves a subtly accomodating, suitable device in Istvanffy's hand. Its
construction from several smaller motifs exemplifies excellently the composer's rococo, early
classical formation of melodies. In its first form of appearance the ritomello is composed of a unison
triplet motif (bars 25-26), a returmning scale progression motif and its sequential repetition (bars 26-
28), the indepent four-note formula detached from the scale progression motif (bars 28-29) and an
extremely emotional syncopated third progresssion (bars 29-30). The steadiest element of the
nitornello is the scale motif whereas its head motif can change: at its third and fourth appearances
(bars 49-50 and 71-73) it begins with a seemingly new musical notion which derives, in reality, from
the highly emotional syncopated motif. A typical gesture, the common feature of all ritomello
variants is the extension of a strictly-speaking four-bar musical content by motif repetitions. The
harmonic role of the instrumental interludes is always to strengthen the keys achieved in the vocal
sections.

The musical formulation of the Christe middle section differs from the general practice, from the
most frequent form pattern of the Missa solemnis. Istvanffy does not divide the Christe into solo
voices. Therefore the middle section does not appear to be in contrast with the Kyrie neither in the
performing forces nor dynamics. In fact, it creates a monothematic link between the two sections
since the material of the homophonic choir of Christe is nothing else but the minor variant of the
Kyrie*' In contrast to the Kyrie the choral block of the sixteen-bar Christe is not divided by
ritornellos. This section, whose function can be compared to the middle section of the sonata form,
introduces variability to the texture only: the quasi "double-choir" contrasts of pairs of parts, of
soprano-alto and tenor-bass, respectively (bars 59-66), after which a great sequence leads back to the
principal key. The second Kyrie recalls the material of the first one, avoiding cleverly the dominant
modulation of the first vocal section. It is a sign of the composer's routine that the slight changes

% The Masses of Valentin Deppisch (?1746-1782), Anton Zimmermann (1741-1781), Joseph Bengraf (1745-
1791), Franz Anton Novotni (¢1749-1806) and Georg Druschetzky (1745-1819), i. e. of the most significant
composers active approximately at the same time with Istvanffy were compared. A fifteen-bar Adagio
introduction can also be found in the C major Mass of Deppisch, No. 3. As far as harmony is concerned, this
Adagio does not come near to the wealth of Istvanffy's slow introduction. Typical of the other composers is
rather that an entire Kyrie item kept throughout in slow tempo and piano dynamics contrasts the subsequent
Gloria (cp. Druschetzky and Zimmermann: Missa Solemnis in D). Some Masses by Zimmermann and Novotni
show examples of another possibility, namely that the first Kyrie is slow while the second Kyrie coming after
the Christe in moderate tempo is a fast fugue which the composer uses as Dona nobis as well at the end of the
Mass.

“ For the meaning of senza organo see Agnes Sas, "Unisono és tasto solo jelolése Valentin Deppisch
miveiben” [The indication of unison and tasto solo in the works of Valentin Deppisch], Zenetudomanyi
dolgozatok 1984, pp. 37-48 (particularly p. 38 and footnote 7).

*! Istvanffy's other Mass has solo voices in the Christe, otherwise the item follows essentially on similar paths
as far as key is concerned (C major - D minor - A minor).
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performed in the retumn (cp. bars 42-44 with bars 103-105) suggest a striving for singability. It gives
evidence of a safe hand that in the last chorus section of the Kyrie Istvanffy preserves the play of the
two soloists of the Christe as well (bars 107-108).

The unaltered repetition of the first Kyrie as a means of the musical unity of the item was a
typical trait of the Mass compositions of those days. At the same time, Christe and Kyrie have an
identical material. This monothematic character is unprecendented in both the contemporary
international and Hungarian repertories and demonstrates excellently Istvanffy's strong striving for
coherence which he also asserts in the Mass items with longer texts.

Gloria

In his minor church music works Istvanffy did not use Gregorian melodies at all**. So it is all
the more remarkable that in his Dorothea Mass he composed the Gregorian intonation of both the
Gloria and the Credo into the movements. In the course of the century it became more and more
common practice to omit the Gregorian intonation and substitute it by a large-scale choir entry,
creating thereby a musical unit of symphonic pretensions closed in itself. ** Examples of introducing
the Gregorian intonation melody into the figural music can be found in the Masses of Austrian
composers as well,** whereas Istvanffy's treatment of intonation is unique in the Mass repertory of
Hungary in those days.*’ He adds to the Gregorian melody of the choir contracted to one part a brisk
string unison performing in counterpoint whose rhythm motifs remain steady elements of the item up
to the "Qui tollis" section. By doing so, the composer establishes some sort of relationship between
the apparently unorganic opening bars that evoke the Gregorian intonation melody and the item as a
whole. It is typical of the harmonic thinking of the time that the figural treatment of the intonation
understands the Gregorian melody as a turn modulating to the dominant. Thus the "Et in terra pax"
section (bars 8-15) assumes the task of restrengthening the tonic C major to counterbalance the
gestures done in subdominant and dominant directions. This section deserves mentioning because the
play with contrasting forces and the sense of balance manifesting itself in it remind us wellnigh of
mature Classicism and raise Istvanffy above the minor masters of the time labouring very often with
schematic harmonic progressions.

The oboe solo separating the first text unit of the Gloria and the "Laudamus” (bars 15-17)
becomes an important link in the course of the item. In bars 92-93 it assumes the role of an
instrumental interlude between the "Domine Deus” and the "Qui tollis" sections and appears
unexpectedly before the closing bars of the fugue "Cum Sancto Spiritu" as well (bars 278-280).
From the oboe solo derives also the instrumental interlude of the "Qui tollis - Qui sedes" section
(bars 107-109 and 144-146,) from which the composer unfolds an important organ solo.*® (Istvanffy
uses identical methods to create a homogeneous large musical form of the two most extensive Mass
items: the dolce melody of the two oboes moving in thirds will receive a similar role in the Credo.)*’

2 Dobszay, op. cit., p. 28.

3 Unverricht, op. cit., p. 169. While the Gregorian intonation of the Gloria and Credo is retained in all of
Werner's Masses, it is characteristic that this respect for the original liturgical cast can be seen in Haydn's three
early Masses only (Missa brevis in F - ?1749; “Grosse Orgelmesse” - 71768-9; "Kleine Orgelmesse” - ¢1775).
Istvanffy's Hungarian contemporaries avoid the Gregorian intonation in their High Masses almost exclusively.
(The Gloria of Druschetzky's 1766 Mass in D major and 1810 Mass in B flat major begins with a Gregorian
intonation, whereas the Credo integrates the text of the intonation into the area of musical setting. Novotni
usually retains the Gregorian intonation in both items.)

* G. Reichert, "Mozarts 'Credo-Messen' und ihre Vorlaufer", Mozart-Jahrbuch 1955, pp. 117-144, 121.

“* In Masses by Zimmermann, Bengraf, Deppisch, Druschetzky and Novotni investigated so far (twenty-three
compositions altogether) it does not occur anywhere that the intonation of the Gregorian melody would be
included in the figural music.

“ From bar 118 and 158 onwards, respectively.

4 See bars 72-75, 113-116, 159-162 and 87-89, 128-130, 174-177 of the Credo which are closely related to the
oboe motif of the Gloria representing its minor variant.
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The choral declamations of "Laudamus” and "Gratias” proceed unbroken in the opening
impetus of the movement. The preceding section modulates from C major to A minor, whereas the
latter covers an opposite route. The flexible transition between the principal key and its parallel
minor guarantees that the arrival of A minor is felt well-founded at the beginning of the "Domine
Deu;vs" section, the first considerable caesura of the item, in spite of the sudden modulation (bars 35-
36).

"Domine Deus, Rex coelestis" intended for two Canto parts brings the first vocal solo of the
Mass. The melody of the two vocal parts moving in parallel thirds shows close relationship with the
subject of "Domine Deus"” of the Istvanffy's other (S. Benedetto) Mass written equally for duet
(tenor-bass, then soprano-alto). The common key and the instrumentation strengthen this
relationship. The parallels of form and the thematic coincidences of the Gloria of Istvanffy's two
Masses establish such close links between the two items that cannot be explained by chance
similarities only. They are twin pieces in my opinion, moreover, two different variants of the same
musical notion. This circumstance justifies our retuming to the comparison of the two Gloria items
at the end of the analysis of the item.

The sequential continuation of "Domine Deus” of the Dorothea Mass (bars 44-47) creates
relationship with another of Istvanffy's works: the antiphon Alma Redemptoris Mater makes use of
the same device at the word “succurre” (bar 16).*> Not only the thematic construction and the
identity of motifs and key connect the two sections but the altemating, concertante play of the two
voices and the violins as well. This parallel should again be looked upon as one of the characteristic
features of Istvanffy's style and not as chance coincidence. The two items continue to rhyme together
in the canonic replies of the two vocal parts (cp. the section starting with bar 49 of the Mass and bar
32 of Alma Redemptoris).

The tutti "Domine Deus, Agnus Dei” is but the retum of the musical texture of "Gratias”. (By
calling up this earlier section the composer makes natural the return modulation from A minor to C
major.) The identity of the musical texture of the two sections of words contributes to the cohesion of
the large form just as it does when the already mentioned oboe solo is recalled (bars 15-17 = bars 92-
93).

The third large unit of Gloria differing in key, tempo mark and metre from the preceding ones is
"Qui tollis" (in 3/4, Allegro moderato, C minor) which assumes the dimensions of an almost
independent movement. By choosing triple time and minor Istvanffy followed the frequently applied
formula of the "Qui tollis” musical settings. (Similar solutions can be found in works by Wemer,
Haydn, Druschetzky or Novotni.*®) In this item Istvanffy created a well-established, organic musical
form which is in full harmony with the syntactic units of the liturgical text at the same time. The first
"Oui tollis - Miserere” unit modulates from C to G minor, then, after an instrumental interlude, the
four-bar Miserere unit is repeated (bars 115-118). A considerable organ solo (bars 118-128) leads to
the second "Qui tollis” section which begins in E flat major. The rogation "suscipe deprecationem” is
given the music material of "miserere” (bars 141-144). This time the instrumental interlude leads to
"Oui sedes" whose subject derives from the central idea and leads harmonically back to the C minor
principai key. The repetition of the organ solo completes the recapitulation of the principal key, and
the four-bar unit of Miserere which became already independent in the course of the item rounds off
the entire movement in bars 167-170.

The soloistic treatment of the organ deserves special attention. Istvanffy applies organ solos at
three parts of the words of the Mass: in the "Qui tollis" of the Gloria, in "Et incarnatus"” of the

“® Modulations of similarly drastic suddenness frequently occur between the principal and the middle sections
of the arias or in the recitatives of Werner's oratorios.

* Musicalia Danubiana 3, p. 95.

% Alternation of triple time and minore can be found in Werner's Mass in D major, H-Bn Ms.mus.III.31. Triple
time occurs in Werner's Masses Ms.mus.II1.18, 22, 25, 32, 36, 41. "Qui tollis” items of minore key are: Werner
Ms.mus.111.26, 28; Haydn Missa Cellensis (1766), "Mariazeller” Mass (1782), Druschetzky Missa in D (H-Bn,
Ms.mus.1611), Missa in C (H-Bn, Ms.mus.1612), Missa in D (H-Bn, Ms.mus.1614), Missa solemnis in C (H-
Bn, Ms.mus. 1605); Novotni: Missa Pastorella, H-P (N 31).
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Credo and in the "Agnus Dei, qui tollis” item. In all three cases the words are associated with
Christ's redeeming deed, taking upon himself our sins and carrying them unto the cross, the music
material is throughout in the minor key, moreover, the solos of "Et incarnatus” and Agnus Dei are
each other's thematic variants. As mentioned above, the music collection at the cathedral of Gyor
preserves Haydn's "Grosse Orgelmesse” (Hob. XXII:4) among the one hundred forty-four works
Istvanffy copied or provided with a title-page.”’ On composing his own Dorothea Mass, Istvanffy
might have been familiar with the extremely important antecedents of the overwhelmingly relevant
use of the organ in the Mass. On the other hand, Haydn's use of the organ differs considerably from
that of Istvanffy: the Viennese master makes the organ solo a completely integral part, an almost all-
pervasive element of the orchestral texture whereas with Istvanffy these sections always appear as
closed ritomellos. (An interesting difference of the two composers' employment of the organ solo is
that they make it enter at words by no means identical.)” Istvanffy must have found models for
omamenting the various items of the Mass with organ solo in the works of other masters as well.
Organ solos crop up in several Masses by Wemer.”* (In general, the organ solo contains also the
registration instruction "Flautino” which refers evidently to a four-foot flute stop.’*) In addition, the
organ solo of "Et incarnatus” of Mass Ms.mus.IT1.22 has the same melodic topos as the solo of the
"Et incarnatus" and Agnus of Istvanffy's Mass in a simpler form. (See Appendix I.) Since countless
evidence has bom out that Istvanffy had a profound knowledge of most of Wemer's oeuvre, the
melodic relationship cited is perhaps not a work of chance.*’

The untroubled, cheerful alto solo of the C major "Quoniam” in 2/4-time represents a strong
contrast of mood after the C minor "Qui tollis” in 3/4 time. ("Quoniam" is the only moment in the
Mass where a vocal soloist sings solo for the duration of an entire item and does not participate in the
ensemble only.) As regards style, the aria accompanied by Kirchentrio speaks the most up-to-date
language: its discursive, "chatting" melodiousness broken through by motif repetitions and provided
abundantly with omamental motifs as well as triad figurations bears the mark of the Neapolitan
school and is related with the solo items of the offertorios of the composer's minor church music
works.*® The lucid form, the block-like treatment of the larger formal sections and the simple
harmonic construction indicate the closeness of mature Classicism. The three extensive ritornellos
surround two vocal sections. The modulation of the first vocal section towards the dominant is replied
to by the return modulation of the second section: the symmetrical musical process develops in
agreement with the principle of the binary sonata form. As foreshadowed by the triplets of the
ritomello already, both vocal areas attribute a great role to the virtuosic coloratura. In the second
part the high, held out two-line e notes (the highest notes of the vocal part) sung to the word
"Altissimus" represent an explicit madrigalism.

In agreement with tradition Istvanffy composed the last section of the Gloria - from "Cum
Sancto Spiritu” onwards - as a fugue. The Missa "Sanctae Dorotheae" does not abound in fugues.
By the eighteenth century at least five to six places of the Mass had cristallized that required fugues
(the second Kyrie, the ending of the Gloria, the ending of the Credo, "Osanna” - and frequently also

*! See the note No. 4.

%2 With Haydn the organ has soloistic role in the Kyrie and Christe, in the "Quoniam” and "Cum Sancto
Spiritu” sections of the Gloria, in the ending of the Credo, in the Benedictus and in the "Dona nobis" of Agnus
Dei.

% In the "Laudamus” of Werner's Mass, H-Bn, Ms.mus. [I1.19. as well as in the “Laudamus” and "Et
incarnatus"” of H-Bn, Ms.mus.111.22.

* In the organ solos of his Masses (up to the "Et incarnatus” of the "Schopfungsmesse written in 1801) Haydn
applies the same name of register equally to mark the four-feet flute register. Cp. C. M. Brand, Die Messen von
Joseph Haydn (Wiirzburg: 1941), p. 434 and note No. 44.

%% This melodic agreement not be overestimated because we have to do with an extremely frequent type of
melody associated with the words "Et incarnatus” which emerges, among others, in Haydn's Nicolai-(1772) or
Mariazeller Mass (1782) as well. Cp. Brand, op. cit. p 166.

% See his duet Jam virga Jesse in "O Jesu, amor mi" or the duet Veni Sancte Spiritus. Musicalia Danubiana 3,
pp. 132 and 199. For the style see Laszld Dobszay's study in the preface to the volume (p. 31).
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the Sanctus - and finally "Dona nobis pacem").’’” Of these Istvanffy used the form of fugue in the
case of "Cum Sancto Spiritu”, "Osanna” and "Dona nobis pacem” only. Whenever he tums to this
venerable manner of construction, he does not rest contented with the superficial imitation of the
fugue thlz;Ch became more and more frequent in those days but gives evidence of genuine polyphonic
thinking,

The most brilliant of the three fugues of the Dorothea Mass is the musical setting of the "Cum
Sancto Spiritu” section. All three syntactic units of the text are provided with musical subject of their
own. The bearer of "Cum Sancto Spiritu” is a soggetto topos occurring frequently in the Mass output
of the time®, yet it appears as an original subject hiding immense reserves of tension due to the
syncopated shift. The expression "in Gloria Dei Patris" receives a melody descending in thirds and
ascending in sequences at the same time (bar 251). A similar duality characterizes the "Amen”
subject. its motivic thread is a descending scale progression which always starts a second higher at
its sequential repetition (bars 253-255). The composer arranges the beginning of this part of the form
(bars 251-264) by introducing all three subjects simultaneously, what is more, in agreement with the
principle of the permutational fugue (the subjects A, B and C proceed one after the other in regular
succession in each part, see the table below). Following the common appearance of the three subjects
(bars 251-264) the "Cum Sancto” subject enters with close imitation on the pairs of parts of
soprano/alto and tenor/bass moving in thirds and sixths. Because of the close imitation, the rhythm of
this originally syncopated subject is practically teeming with shifted accented beats and completely
upsets the listener's sense of metre (bars 264-266).% Thereafter the subject "In gloria Dei" (B) is
elaborated in a similar manner - with close imitation - and only the inner cast of the pairs of parts
changes (the soprano/basso is contrasted with the alto/tenor, bars 266-270). The three subjects
appear together again in bars 270-271 as a kind of dividing point of form. From bar 272 on the
theme “Amen" is elaborated by means of the inclusion of the "inverse form" (scale progression of
contrary direction). The chaotic storm of scales running upwards and downwards is dispersed by the
oboe motif of the Gloria movement which has already been referred to several times and proves to be
an effective unifying element of the large form again (bars 277-280).

Table 1: Gloria - a Cum Sancto Spiritu final fugue

bar. 251 261 264 266 270 272 278 280-2
Sop A B C A B X C ci cl x cad.
Alt B C X A A B A C ci ci X cad.
Ten A B C X B A B B i C C x cad.
Bas A B C X A B C x C C x cad.
permutation section AandB C and its inverse oboe  cadence
in pairs of parts in pairs of parts solo

and third progressions  and third progressions

%7 Kantner, op. cit., pp. 101-102.

%% The sequencing subjects in consecutive thirds with each other bear evidence of the fact that the statement
made by Laszl6 Dobszay holds true for the fugues of the Mass as well: "... the Italian, Southern German and
Austrian schools show the duality of archaizing texture and more up-to-date harmonic-melodic formulae filling
it in. The continous, well-established contrapuntal texture lacks elements of the genuine tension of polyphony
in Istvanfly's works as well. [...] At the same time, the part-writing is unimpeachable, [...] and its material is
[fluent, though not homogeneous."” Musicalia Danubiana 3, p. 28.

%% A similar fugue subject can be found in Werner's Missa in Contrapunto (H-Bn, Ms.mus.II1.20.), in the Kyrie
and Ossia items of Patzelt's Requiem as well as in Istvanffy's Benedetto Mass.

% 1t is exactly this play with metre that raises the fugue "Cum Sancto” above the contrapuntal items in
Istvanffy's minor church music works of which Dobszay writes: "the tying over of [the contrapuntal texture] is
seldom accompanied by dissonances giving further impetus, the moving together of parts and counterparts
emphasizes the accented beats." Op. cit., see in note 31.
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Explanation of signs:

A - Cum Sancto Spiritu fugue subject

B - in gloria Dei fugue subject

C - Amen fugue subject

Ci - inversion of the fugue subject Amen (scale inversion)
x - the pausing of a part

bar - bar number

On reaching the end of the large form of the item it is worth comparing again the Gloria of
Istvanffy's two Masses. The two compositions seem to be closely related not only in key, the identical
character of the corresponding inner sections of the items and with regard to the distribution of tutti
and solo but thematically as well. (See Appendix II). The duet "Domine Deus" is preceded by an
instrumental interlude identical almost note by note. The duet itself consists of two very close
variants of the same musical notion. The C minor "Qui tollis” items in 3/4-time belong to the same
category and, in addition to the identical key and metre, their common formal construction is also
manifest in filling in the interludes: in the Benedetto Mass the role of the organ solos of the Dorothea
Mass is taken by an important string ritomello made interesting by chromaticism.®' The cheerful,
early Classical melody, simple harmonic construction and binary sonata form (without development)
of the two "Quoniam” items (an alto and a tenor solo, respectively) can evidently be included in the
same style. "Quoniam”, which expands to a separate item in both Masses, brings a strong contrast
after "Qui tollis". The "Cum Sancto Spiritu” section of the Gloria of the Benedetto Mass ranks three
different subjects with the three syntactic text units, too, and these three subjects are also combined
with each other, although the strategy of the item is less purposeful and its force of creating tension is
less effective than those of the final fugue of the Dorothea Mass. Owing to the constraint of part-
writing Istvanffy was compelled to use less coherent harmonic tumns in the "Cum Sancto” fugue of
the Benedetto Mass, thus this section does not come near to the striking succintness of its
counterpart.

Relying merely on observations of style criticism and the study of the level of compositorial
devices the conclusion can be drawn from the foregoing that the more mature Dorothea Mass is of
later origin of the two Masses. Since the Benedetto Mass has no date, this statement will remain a
hypothesis until a thorough philological investigation of the sources takes place.

Credo

Similar to the Gloria the Credo begins with the figural music setting of the Gregorian
intonation melody. The Gregorian melody can also be heard in the unison choir supported by
trombones, this time in semibreve beats, and the two violins, the organ and the double-bass play
counterpoint in unison and quaver motion. When searching for the predecessors of Mozarts's "Credo-
Masses" Georg Reichert found some typical examples of setting to music the Gregorian intonation in
the Mass repertory of the early eighteenth century®. In his Mass No. 19 J. G. Reinhardt (c1677-
1742), organist at the Court of Vienna, provided with figural basso continuo accompaniment the
intonation sung by the bass which keeps remaining a foreign matter compared to the following choral
texture.*’ The Mass Kochel No. 38 by J. J. Fux makes the intonation melody to the subject of an

* The harmonic scheme of the two movements differs to a certain extent. Dorothea Mass: C minor - G minor -
E flat major - C minor; Benedetto Mass: C minor - A minor - D minor - A minor. A further essential difference
is that in the Benedetto Mass a significant instrumental introduction of dotted rhythm and strong emotions
(affections) prepares the entry of the choir in contrast to the "in medias res" entry in the "Qui follis” of the

Dorothea Mass without instrumental introduction.
62 Reichert, Mozarts "Credo-Messen" ..., pp. 117-144.
8 Reichert, op. cit., p. 121, Beispiel 3.
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imitation extending over several parts of the choir.** In the Credo of another Mass by Reinhard (No.
2) the intonation runs through all parts of the choir as an imitation subject.®® It is common to all three
examples that the evocation of the Gregorian melody is restricted to the beginning of the movement
only and does not return subsequently.*

Istvanffy's treatment is, however, on a higher level than the cases just mentioned. He uses as
refrain the intonation clad in figural garment and assuming thus maestoso character and recalls it in
front of the sections "Et ex Patre natum" and "Qui propter nos homines"”, respectively. It increases
the effect of the construction of the large form bearing the mark of a safe hand that the mottos point
out the most important key areas of the first part of the item as well (C major, bars 1-6; F major,
bars 25-30; G major, bars 47-52). Holzbauer's Mass No. 18 employs the three-fold repetition of the
intonation used as motto, a form model similar to that of Istvanffy's, the essential difference being
that the Gregorian melody receives a contrapuntal development in the musical texture each time.*’

The use of the intonation refrain ranks Istvanffy's composition with the group of Credo Masses.
Their common feature is that the steady retum of the intonation text and the associated music
material (that is a treatment of text contrary to the traditional liturgical prescription) is applied as the
chief unifying device of the large musical form of the extensive item. With Istvanffy, on the other
hand the Credo refrain arranges the first section of the item only and does not appear later (from "Et
incarnatus” onwards). A more consistent, fuller exploitation of the refrain can be seen, for example,
in Mozart's Missa brevis in F major, K. 192.%® It is an interesting coincidence that the earlier of
Mozart's two Credo Masses, just as Istvanffy's Dorothea Mass, was written in 1774. (It is, however,
most improbable that the Hungarian conposer had been familiar with Mozart's Mass completed on
June 24th, 1774 prior to writing his own Mass on August 15, 1774). The Mass by Mozart did not
find access to the music collection of the Gyodr cathedral later on, either and among the one hundred
forty-four compositions Istvanffy copied or added title-page to no work by Mozart can be found.”

In the oeuvre of Istvanffy's Hungarian contemporaries no Credo Masses have been encountered
so far, at least not in the source matenal investigated. Neither can this practice be detected in
Werner's Mass output either who strictly observed the liturgical regulations while Haydn's only early
Credo Mass (Missa Cellensis, 1766) was, to the best of our present knowledge, unknown for
Istvanffy. " As a result, we must leave the question momentarily open who were the masters and
which were the works where Istvanffy could see examples of the use of the Credo Mass and whether
he may have met this peculiar form in the Masses of the Viennese composers enumerated by
Reichert’' or whether he could have been familiar with similar compositions by Holzbauer of
Mannheim. This issue can only be clarified in possession of further possible data about Istvanfty's
years of study and after having completely evaluated the music collection of the cathedral of Gyor.

In Istvanffy's Dorothea Mass the three appearances of the intonation refrain enframe two
musical units each, containing a choir-tutti and a solo section. The first part of the movement is
constructed up to the caesura of "Et incarnatus” emphasized also by changes of key and metre as
follows:

1 Reichert, op. cit., p. 122, Beispiel 4.

5% Reichert, op. cit., p. 122, Beispiel 5.

% A later example of the figural musical setting of the intonation with basso continuo accompaniment is the
Credo of Michael Haydn's Missa Sancti Francisci dated 1803 (DTO 45) in which the elaboration of the
Gregorian melody adjusts itself to the 3/8 metre of the movement.

7 Reichert, Mozarts "Credo-Messen” ..., pp. 140-143. Beispiel 21. Reichert calls attention to the striking
similarity of the section "Genitum non factum” of Holzbauer's work and of the section "Genitum” in Mozart's
first Credo Mass (K. 192). The same section reminds us also of the "Genitum non factum” of Istvanffy's Mass.
5 The Credo refrain which is identical with the well-known four-note "Mozart signature” occurs in the
movement six times altogether: at the beginning, in front of the sections "Et in unum Dominum”, "Genitum non
Jactum”, "Qui propter nos” and "Et incarnatus est” as well as associated with the words "Cruxificus” in minor
key and contrapuntal texture.

% Vavrinecz, op. cit., p. 26.

7% See the previous note.

"V Fr. Conti, G. Donberger, M. Oettl, J. G. Reinhardt, F. Schmidt.
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Table I1:

Credo intonation A unison choir ‘C major bars 1-6
Patrem omnipotentem B tutti declamation of the choir  C major bars 7-15
Et in unum Dominum C  solo CantoI & II C major-D minor—  bars 15-25
F major

Credo intonation A unison choir F major bars 25-30
Et ex Patre natum B tutti declamation of the choir  C major © bars 31-38
Genitum non factum  C solo tenor-bass A minor—G major bars 38-47
Credo intonation A unison choir G major bars 47-52
Qui propter nos B tutti declamation of the choir  C major bars 53-61

The soloistic sections alternating between pseudo-imitation and genuine motivic imitation
introduce a fresh variety to the monumental choral blocks.

"Et incarnatus est” assumes, together with the associated "Crucifixus”, the proportions of an
independent item within the Credo. Between the 3/4 Andante ma non troppo section in C minor and
the "Qui tollis" of the Gloria not only the identity of key and metre establish relationship but also the
appearance of the organ solo and counterparts of the dolce motifs in the two oboes moving in thirds
could also be seen in the Gloria.” The organ solo in "Et incarnatus est” is longer, more complex and
independent than the organ interlude in the Gloria and, as a ritorello beginning the movement, it
defines the mood of the entire item. As mentioned above, the "Et incarnatus” of one of Wemer's
Masses has the same melody topos as the organ solo of the "Et incarnatus"” and Agnus of Istvanffy's
Mass (see Appendix I and note 29). The comparison of the latter two melodies” reveals their
essential identity which derives not only from stressing the sensible notes of the "pathotype"”* melody
(the lower sixth and the high seventh degrees of the scale) but also from the manner of their
continuation, and the underlying harmonic process agrees also completely. There is no denying that
this is one of the most favourite common-place devices of the musical language of the time. At the
same time the employment of certain refined tools of this common-place should be put to Istvanffy's
credit. They include building into the organ solo (bars 72-73) of the oboe motif moving in thirds
which, with a floating ambivalence between major and minor, lends a particular light to the
ritonello, or the extremely organ-like semiquaver (bars 81-84) and demisemiquaver passages (bars
77-80) of the organ part which embellish the solo through luring with the bright prospects of
moderate virtuosity. The rhythm vocabulary and motivic wealth of the organ ritomello remind us of
Haydn's keyboard concertos.

The manner how the ritornello is built into the vocal passages bears the mark of a master's hand.
The "Et incarnatus” entry of the choir takes over the subject of the organ solo (bars 90-93). Just like
the ritomello, the choral section also starts out on a discovery of new harmonic regions from bar 5
onwards. While in the organ solos the secondary dominant of the first degree moving towards the
subdominant becomes the driving force of the harmonic change (bar 66), the material of the choir
heads towards B flat major through the sequence of sixth chords and diminished seventh (bars 94-
105). In the section concemed ("Ex Maria Virgine, et homo factus est") the composer increases the
curiosity of the changes of harmony by the sensitive play with light and shadow of dynamics
(alternating between forte and piano from bar to bar). The B flat major key reached in the choral
sections is supported by the retum of the organ solo which omits the modulating section of the

72 See the note 21.

3 Credo - "Et incarnatus” bars 62-90 and Agnus Dei, bars 1-15, respectively.

™ Warren Kirkendale's term in Fugue and Fugato in Rococo and Classical Chamber Music, [revised and
expanded second edition] (Durham, N.C.: 1979), p. 91. Kirkendale's term is used by Laszlé Dobszay in his
stylistical analysis of Istvanffy's hymn Te Joseph and the introit of Rorate coeli. Op. cit., pp. 28-29.
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original ritomello and closes in the dominant G minor.”” The "Crucifixus” is nothing but the varied
repetition of the choral block of "Et incarnatus” in G minor, adjusted to the new text rounded off by
the retum of the ritomnello. This third organ solo omits the first four bars of the original ritornello
which is "outwomn" anyway and starts with the modulative portion that had been missing from the
middle ritomello form (bar 153). By doing so this form satisfies a kind of thematic recapitulation as
well and the retumn to the principal tonality takes place in the most natural way possible.”

The form of "Et incarnatus" may be indicated in Table II1:

Table III:

organ solo - ritomello A C minor bars 66-90
Et incarnatus est - tutti AB  C minor-B-flat major  bars 90-105
organ solo - ritornello A B flat major—G minor  bars 105-131
(shortened: it omits the modulation section)

Crucifixus - tutti AB G minor—C minor bars 131-153
organ solo - ritomello A C minor bars 153-177

(shortened: it omits the first part of the subject
but recapitulates the modulation section)

Though Istvanffy's other Mass also oraments the "Et incarnatus” item with an organ solo, the
character of the two compositions is, however, basically different. In the musical illustration or, one
could say, the theological interpretation of "Et incarnatus” the Baroque and classical composers of
the Mass could choose between two approaches. One of the possibilities was to render palpable the
suffering and sorrow of the incamation (to anticipate wellnigh the torments of the crucifixion at the
words "Et incarnatus est"). By selecting the "pathotype" melody and adjusting the textual portion of
"Et incarnatus” and "Crucifixus"” to the same musical material Istvanffy's Dorothea Mass enters
evidently on this path. The other possibility was to invoke the picture of the manger-craddle in
Bethlehem at the moment of "Ex incarnatus”, that is to create a sort of pastoral idyll within the
Credo item.”” The "Et incarnatus" of Istvanffy's Benedetto Mass, an F major Andante conceived for
soprano and alto solo, in which two homns are uniquely employed in the Mass (sempre piano!) is
nothing else but a pastorale. As a matter of fact, Istvanffy tried out both "Et incarnatus"
interpretations in his Masses. Otherwise the construction and key of the two items are completely
identical.

The third large unit of Crede includes the words from "Et resurrexit” to the end of the
confession of faith. Similar to the first section where the refrain-like retumn of the Credo intonation
became the pillar of the form and to the "Et incarnatus/Crucifixus” section where the ritornello of the
organ solo did the same, in this section a recurring musical unit, the choral block accompanied by
the full orchestra fulfills the same function (Table IV). In addition to the words and musical refrain of
the Credo Masses, the composer had one means to accomplish the musical cohesion of the
extensively worded Credo, that is leading a central motif through the entire item.”® In the Credo of
the Dorothea Mass the semiquaver motif has exactly this function when it accompanies the choral
block of "Et resurrexit” which, in compliance with the contents of the words, lends "muscular joy" to
the item deriving from running. The soprano-alto-tenor trio of "Et iterum venturus” is related to "Et
in unum Dominum": it is above all the syncopated rhythm that establishes contact between them.

7% The section corresponding to bars 66-71 is in vain looked for in the ritornello of bars 109-131.

' Examples of such a masterly rearrangement of the constituents of the ritornello can be found in Mozart's or
Bach's works.

" The most magnificent example of this attitude is the "Et incarnatus” of Mozart's unfinished "great" Mass in
C minor (K. 427).

8 Unverricht, op. cit., p. 164
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"Et iterum” exemplifies excellently Istvanffy's skill at polyphonic writing which makes the short
solo sections extremely vivid. On the other hand, the three block-like key stations of the sequence of
"Et iterum” (bars 192-201) following in succession (C major, A minor, F major) appear to recall the
role of key assignation of the three emergences of the Credo refrain on a smaller-sized form level.”
In the brio of the musical process Istvanffy finds even time for the illustration of words: thus in the
martially upwards surging motif with a pair of parts of "Judicare vivos"” (bars 202-205) and in the
diminished fourth step as well as the augmented sixth dissonances of "Et mortuos"” (bar 206).

Table IV:

Et resurrexit - tutti: A C major bars 178-192
Et iterum - solo: Canto, Alto, Tenore B (1) C major—A minor-F major  bars 192-201
Judicare - tutti: 2) F major—A minor bars 202-207
Cujus regni - solo: Canto, Alto, Tenore 3) A minor bars 207-218
Et in spiritu - tutti: A A minor-D minor bars 218-233
Et unam sanctam - solo: Tenore, Basso C D minor—-C major bars 233-253
Confiteor - tutti: A C major bars 253-278
Sanctus

In the twin movements Sanctus and Benedictus Istvanffy followed the most typical structural
scheme of the Central European Missa solemnis compositions, as far as the proportions and the
character of both the two main sections and their inner division are concered. The Sanctus consists
of the contraposition of two short, contrasting sections distinguished by tempo marks as well. After
the slow beginning of the Allegro of "Pleni sunt coeli” can be heard® whereas the Benedictus
represents an area of virtuosic vocal solos much longer in size than the Sanctus and has Andante as
its tempo character.®’ By filling in these typical structures with well-chosen and elaborate means, the
composer succeeds in guaranteeing this item an exceptional place in the Mass output of the time. It is
the harmonic wealth of the opening bars of the Sanctus that deserves mentioning in the first place
since it surpasses even the slow introduction of the Kyrie of the Mass. From the second chord of the
item onwards (a secondary dominant six-five chord of third degree) the tonality of the musical flow
wavers between major and minor and the process that touches upon diminished sevenths and
Neapolitan chords surprises us with innumerable unexpected, dramatic tums as well. The
construction of these fifteen initial bars is at the same time balanced, almost symmetrical: by the end
of bar 4 the harmonic progression comes to a standstill in F major which is tinged immediately to F
minor by the augmented six-five chord of bars 5-6 and the violin interlude of bars 6-7. The C major
cadence of bar 11, the augmented six-five chord of bars 12-13 and the C minor violin interlude of
bars 13-14 appear to answer as a precise musical rhyme. It is interesting to note that the slow first

7% Cp. Table II.

% This slow-fast (mostly Adagio-Allegro) change of tempo can be found in the Mass compositions of Istvanffy's
Hungarian contemporaries. A common characteristic is also the concise musical wording of the Sanctus items.
In general, the length of the item does not go beyond twenty to thirty bars together with the “Osanna” either,

not even in the most festive Missa solemnis.

81 Some typical data of the Hungarian Mass output include: Deppisch, C major Mass, No. 4 (B 41): Sanctus 18
bars, Benedictus 38 bars, Druschetzky: D major Mass No. 1: 32/45 bars;, Mass in E flat major No. 2: bars
29/87; C major Mass No. 3: 33/76 bars, C major Mass No. 5: bars 25/82; Mass in B flat major, No. 7. 26/71
bars;, Novotni: Mass in D major (No. 32): bars 16/85!; Zimmermann: Missa solemnis in C major: bars 36/130!

(The bar numbers of Sanctus are to be understood with “Osanna”, those of Benedictus without it.)
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section of the Sancrus of Istvanfly's other Mass (a four-bar section all in all) is also characterized by
special harmonic tums.® A similarly tinged Sanctus omate with a refined harmonic process can be
sporadically found in the contemporary Hungarian Mass output.®

The seven-bar "Pleni sunt coeli” contrasts with the introduction not only through its lilting
Allegro tempo but its harmonic unambiguousness and simplicity as well. The dramaturgy of the item
reminds us of the Kyrie in this respect, too.

On reaching the words "Osanna in excelsis" a fugue unfolds which becomes an independent
formal unit subsequently. This time the fugue is a monothematic one, with dux and comes, and uses
characteristically the complete four-part texture only when after six statements of the subject the
strictness of the construction is abandoned and, instead of the fugue subject proper, the sequencing
statement of the head motif appearing in the soprano contrasts with the lower parts (bars 30-32) or
when the pairs of parts are playing as known from the Kyrie or the closing fugue of the Gloria (bars
33-36).

Of Istvanffy's minor church music works the Benedictus, an F major Andante moderato in 2/4
composed for solo vocal quartet, oboes, violins and basso continuo is stilistically related with the duet
"O Amor mi" of the offertory Jam virga Jesse and with the Veni Sancte Spiritus duet. This
relationship can be detected in the melody constructed of small motifs in the first place. The sixteen-
bar ritornello is made up from at least seven-eight different motifs of one and a half, two bars each.
The brokenness of the melody is stressed by the instrumentation which contributes to the vividness of
the musical texture through contrasting and alternating the two oboes, strings and the full apparatus.
The composer will fully exploit this finely chiselled cast in the vocal section when the alternation of
the individual pairs of parts is substituted by the answer of the vocal parts or pairs of parts (cp. bars
39-42 with bars 54-57). It is worth following through how the vocal section gets integrated to the
material of the ritomello. The first five and a half bars of the ritomello are invariably used at the
beginning of the vocal solo. The musical process continues, however, by the imitational continuation
of the vocal parts (bars 59-65) instead of the emphatic subdominant tum of the ritomello (from the
second part of bar 44 to bar 47). The soprano-alto entry of bar 65 is taken from the motif of bar 47
of the ritomello and the demisemiquavers and bass motif of bars 67/69 hint, in addition, to the
demisemiquavers of bars 44-45 of the ritomello and the rhythm of the bass in bars 48/50,
respectively. Compared with the ritomello the vocal solo states new musical ideas from this point
onwards whose common feature is the meeting in "tuttis" of recapitulating nature after the answering
of the pairs of parts (bars 72-91). The instrumental postlude completing the first vocal section
continues the ritornello where it was abandoned by the vocal solo: bars 91-99 are but the music text
of bars 47-54 put into the dominant key. The item develops in agreement with the sonata form: the
middle section starting in bar 99 satisfies the requirements of the "development section" both in
thematic and harmonic respects. The four vocal parts enter in imitation with the main subject, then
start a statement and answer in pairs of parts with it, in the course of which the F major principal key
is also touched upon (bars 107-108). This moment proves to be a pseudo retum, however, since the
motif further modulates into B flat major and strengthens this key considerably (bars 110-118). From
this point onwards the composer leads us back to the principal key in the most natural manner
possible: he makes the B flat major correspond to the F major of the first section and thus the
dominant modulation occupies the principal key of the movement. The inversion of two subsequent
sections of the first vocal section in the return (bars 59-65 = 122-127; bars 66-69 = 118-121) serves

%2 The harmonic progression of the Sanctus of the Benedetto Mass is even more surprising than that of the
Dorothea Mass, due to the steady suspensions: it gives the impression of a "small harmonic labyrinth".

*3 The only item comparable with Istvanffy's two examples is the Sanctus of Druschetzky's C major Mass, No. 3
written in 1793 (H-Bn Ms.mus.1612) which also attracts attention by employing diminished sevenths and a
tonality wavering between major and minor. Druschetzky's Mass No. 6 (in B flat major, H-Bn Ms.mus.1610)
deserves mentioning in another respect: the cello solo which is an important element of its Sanctus is present in
the slow introduction and the Allegro beginning with "Pleni sunt”. The Benedictus of the same Mass includes
an organ solo. At the end of the Mass, on finishing the fugue "Dona nobis”, the composer recalls the cello and
organ solos for a single moment.
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this aim. The retum differs from the first vocal section in one more remarkable moment: it
recapitulates also the moment of the instrumental ritomello (the emphatic subdominant tum) which
has been completely missing in the first vocal section (cp. bars 44-47 with bars 141-144).

Apart from the omission of the two first entries of the subject, the "Osanna” fugue is the
unaltered retum of the first "Osanna”.

Agnus Dei

As mentioned before, the organ solos of "Et incarnatus" and Agnus Dei are not simply
members of a common "pathotype” family of melodies; the manner of their continuation and the
underlying harmonic processes coincide also completely, that is they are two variants of the same
melody.* The triplet, figurative elements also have a role in the organ solo of the Agnus and a further
evidence of the strong relationship of the two items is that the dolce oboe melody moving in thirds
and built into the organ solo (bars 8-12) has its anticedent in "Et incarnatus”. Istvanffy follows the
typical musical settings of the Agnus of his time by giving the vocal soloist the first portion of the
liturgical words whereas the rogation "miserere” can be heard in the full choir. The dynamic accents
of dramatic affect employed in the "miserere” choral section (bars 20-24) which underline the
suspensions are familiar from "Et incarnatus” (cp. Credo bars 94-97: "Ex Maria Virgine"). The
form of the C minor item in 3/4 time®® obeys faithfully the trinity of the liturgical text, at the same
time follows a typical early classical harmonic scheme and contains a slight intensification as well.
The first choral section which gets from C minor into E flat major is separated from the second vocal
section by a non-thematic organ solo independent from the material of the ritomello. The ever higher
rising scale passages of this "note swelling" organ solo provide typical performing possibilities for a
soloist which could even stand the proof in a concerto (bars 33-42). In contrast with the bass solo of
the first vocal section, the second vocal section starts with the duet of a tenor and a bass solo and
their theme is already independent from the ritomello melody. From bar 48 onwards the two vocal
solos unite in an extremely expressive sequence with suspensions and clashing seconds. This section
modulates into G minor, the subsegent essential stage of the harmonic process. Just as the tenor-bass
duet represented a sort of intensification compared with the bass solo of the first section, the choral
section also becomes more and more tense harmonically: the dynamic accents stressing the strong
beat fall increasingly on diminished sevenths and suspensions (bars 54-60). The second vocal section
is rounded off by the retumn of the full form of the organ ritomello in G minor. The third Agnus Dei
section appears after the bass solo and tenor-bass duet, in compliance with the preceding logic, in the
trio of soprano-alto-tenor which, starting from G minor and touching B flat major, gets back to the
principal key through a sequence (bars 77-87). The last entry of the full chorus utters also “Dona
nobis pacem”, the last unit of the liturgical text, then the return of the organ solo rounds off the item.
On the other hand, the ritomello leads to the cadence-like broken chords of the organ and remains
harmonically open on degree V of the C minor key.

Istvanffy's High Mass ends on a monumental fugue composed to the words "Dona nobis
pacem” tising to the rank of an independent item. As mentioned before, the words have already been
uttered at the end of Agnus Dei and their repetition serves thus exclusively musical, not liturgical
purposes. The composer meant them as worthy final moments of the large-scale Mass.*

¥ See note No. 73.

% The minore key is a typical trait of the Agnus Dei items of the time. See Istvanffy: Benedetto Mass,
Druschetzky: Mass in C major (No. 1), E flat major (No. 2), C major (No. 3), C major (No. 5); Novotni: Mass

in D major (No. 32), Zimmermann: Missa solemnis in C major, etc.

% In the Benedetto Mass Istvanffy applied a different approach: the third Agnus Dei is not followed by the
closing prayer immediately; the words Dona nobis are uttered in the thirty-two-bar homophonic Allegro section
only, coming after the A minor slow item. Examples of the non-liturgical, musical treatment of the words can
be found in abundance in the genre of Missa solemnis. After a regularly returning Adagio Kyrie, following the
Christe, Zimmermann adds a large-scale fugue with the word Kyrie as a kind of independent item in his Missa
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The two major components of the fugue "Dona” are the main subject and its steady
counterpoint. The characteristic features of these two materials reveal much of the polyphonic
thinking which had become fairly jejune by the 1770s. This can be detected in Istvanffy's
construction of the fugue as well.*’ The head of the main subject, which grew increasingly
independent in the course of the item, is essentially a dotted rhythm and the leap of an octave,
whereas the counterpoint appears as an upwards moving, rhythmic, sequencing scale progression.
Both formulae are lapidary enough to fit into any harmonic environment and easy to combine with
each other. (It speaks for itself that the counterpoint appears in parallel thirds in the alto and tenor
parts on its first occurrence already.) What was stated in connection with the "Osanna” fugue of the
Sanctus is true for the "Dona” fugue as well. It does not use the four independent parts of the texture
and the musical texture is characterized basically by two separate lines only even if all parts enter
since both the subject and its counterpoint move in general in parallel thirds. Two episodes (non-
thematic interludes) bring a salutary variety to the musical process of the fugue whose suspension
and clashing seconds represent genuine tension. The motif recalls the "Et iterum venturus"” solo of the
Credo (cp. bars 192-201 of the Credo with bars 25-31 of "Dona nobis"). In both cases the vividness
of the sequence results from the block-like juxtapposition of key levels lying at the distance of a third
apart.®® Istvanffy fully exploits the driving force of this sequence. The first section of the fugue (bars
1-24) ran through the C major and G major keys exclusively, on the chain of thirds of the sequence
of the interlude (C major, A minor, F major) the composer brings the musical process into F major,
to touch later on B flat major and D minor as well. From this key level the musical process retums to
the main key through the third sequence of the interlude again (D minor, F major, A minor, C major
- bars 46-54). In the following the dominant G major and its paraliel minor complete the range of the
keys touched. The answers constructed from the material of the increasingly independent
countersubject and divided into pairs of parts play an essential role, just as in the other two fugue
items of the Mass (bars 178-184 and 81-87). It is revealing that at the end of the fugue the subject
and the counterpoint sound in the already homophonic chorus in parallel thirds, successively, as a
kind of "last argument” (bars 106-115).

On concluding the detailed analysis of the Missa "Sanctae Dorotheae” we may now come back
to the questions raised at the beginning of the investigation. Istvanffy appears to be a well-informed
composer who is equally familiar with the church repertory of the preceding generation and the
works of his contemporaries. He applies excellently the technique of fast violin figurations
surrounding the homophonic choral blocks, a technique associated with the name of Georg Reutter
junior. The influence of the works by Gregor Joseph Wemer and his contemporary Joseph Haydn,
can be traced in the use of the organ solo and some melodic fopoi of the Mass composition (such as
the "Et incarnatus” melody). Istvanffy knew and applied with success the "Credo Mass" form
popular among the Austrian masters and the devices of building the Gregorian intonations into the
figural music texture. (This fact gave him, according to our present state of knowledge, a unique
position among the Hungarian Mass composers of the time in both respects.) On the evidence of
"Quoniam"” or Benedictus Istvanffy spoke inventively the most up-to-date musical language of his
time, the early classical melody developed in the workshop of the Neapolitan masters and constructed
from innumerable motifs. His fugue construction concieved basically in terms of harmony reflects the
musical thinking of the time. The monothematic structure of the Kyrie where the Christe appears as
the minor variant of the music of the Kyrie is an atypical solution, characteristic of Istvanffy in the
first place in the Mass literature of the time. This feature just as the organic development of the large
form by means of the recurring refrains of the Mass items with long texts give evidence of the
composer's ability of large-scale formation. The harmonic language of the work is both monumental
and rich, particularly the slow introduction of the Kyrie and the Sancrus excel in this respect.

solemnis in E minor which seems to be unorganic and, with regard to treatment of words, superfluous at the
moment it appears. At the same time, this fugue will provide music material for the "Dona nobis pacem”
closing down the entire Mass cycle.

% See notes 58 and 60.

88 See table IV and note 53.

49



Istvanffy's favourite device is to place side by side — as a kind of blocks — key levels lying at the
distance of a third apart . In the Credo he uses the musical setting of the returning intonation to
assign the main keys. The Missa "Sanctae Dorotheae” shows several common characteristics with
Istvanffy's other Mass which is a sign that the composer established his own typical items and formal
scheme within the generally applied topoi of Mass composition. The Mass is homogeneous as
opposed to the heterogeneity of style of the seven minor church music works (where stile antico and
the more "up-to-date" style are equally present).

All this entitles us to risk the statement that Benedek Istvanffy was the most talented Hungarian
composer of the second half of the eighteenth century® and the Missa "Sanctae Dorotheae” edited in
the present volume one of the most significant works of the church music literature in Hungary

of the time.

% As regards Mass composition only Georg Druschetzky can be compared with Istvanffy who surpassed the
master of Gy0r in the use of woodwind instruments and style to a certain extent. Nevertheless, Druschetzky's
superiority in instrumentation lies in his specific training and his past as military musician. His more mature
musical style is just natural if we take into consideration that the long-lived Druschetzky composes his late
works - in contrast to the short career of Istvanffy - in the knowledge of the complete Mozartian oeuvre, for
example.
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Altaldnos megjegyzések

1. A forras leirasa

A kozreadott mise egyetlen fennmaradt forrasa a gyon székesegyhaz kottataraban talalhato,
jelzete 1. 9. Az allé formatumu szolamokat kemény boritoval fogtak osfsze, a boritd merete 33 x 22
cm, a gerinc vastagsaga 5 cm. A kiviil un. "to6rok"-papirral beragasztott, a sarkokon és gerincen
vékony borbevonattal megerdsitett borito elején a régi leltari szamok olvashatok (Nro. 63 — fekete
tollal, és No 27 — v6rés ceruzaval irva), valamint a "der Kirche gehérig" megjegyzés. A borit6d belsd
oldalara korabeli irassal a mise cimszovegét irtak: Messa de Anno 1774 / in pieno choro. /
Sanctificabis Annum Quinquagesimum, / vel / S. Dorotheae / Del Sig. Benedetto Istvanffy.

A bama fonallal flizetekké Osszefogott szolamok meérete 31,3-4 x 21,7 cm, terjedelmiik a
kovetkezd: Oboe Primo, Oboe Secondo: 7 - 7 lap, Clarino Primo in C, Clarino Secondo in C. 4 - 4
lap, Trombone Primo, Trombone Secondo: 6 - 6 lap, Tympani: 4 lap, Violino Primo: 19 lap,
Violino Secondo [2 példany, a cimlappal ellatott a tovabbiakban "a"-val, a cimlap nélkili "b"-vel
jelolve]: 18-18 lap, Canto primo,’ Canto Secondo: 12 és 10 lap, Alto, Tenore, Basso: 12, 11, 12
lap, Organo: 22 lap, Violone: 16 lap.

A szolamanyagban harom vizjel-tipus kiilonboztethetd meg;

(1) szimmetnkus pajzsban 3 csillag — GF, felette baldachin,
(2) szivalaku pajzsban 3 csillag — HAF (az "A" forditott!) (Canto I és Alto néhany bifolioja);

(3) Dreihalbmond, alatta szamszerij — korona alatti szivalaku pajzsban ZCA (Clno I1, és Timp.).

A teljes szolamanyagot rasztraloval elére megvonalazott papiron egy hivatasos kopista irta le.
Az § irasan kivil két tovabbi kéztdl szarmazd javitasok, kiegészitések azonosithatok: ezek egyike
talan egy hivatasos korrektor (Id. Ob. II, modemn kénywtari szamozas szerinti 10. old: pianiss. etc.),
a masik viszont — amennyire a kevésszamu és rovid bejegyzésbol megallapithaté — maga Istvanffy
(Id. pl. V1. Hla piano bejegyzését — 122. o.,> dsszevetve Istvanffy-autografokkal,® vagy pl. Patzelt
Requiemjének Istvanffy-masolta szolamanyagaval, kiilonosen a V1. II szélam utolso oldalaval).

Az Istvanffy-bejegyzések legsliriibben a szolamok "Et incarnatus"” és Benedictus szakaszaiban
fordulnak elo, tébbségiik dinamikai utasitas, de ugyancsak sok kiegészités talalhato az orgona-
szolam szamozasaban. Az autograf bejegyzesek bizonysaga szerint a szolamanyagot a szerzd is latta
€s javitotta, tehat igy hiteles, autorizalt forrasnak tekintheto.

'Ld. a 2. facsimilét.

* Mindharom papirfajta italiai/velencei tipusinak mondhatd, jéllehet a katalogusokban maguk a vizjelek nem,
csak analogiaik talalhatok. (1)-hez Id. G. Eineder: The Ancient Paper-Mills of the Former Austro-Hungarian
Empire and Their Watermarks, Hilversum, 1960 — 441. (és 486., 1092.) sz.: Roverto, Giuseppe Fedrigoni, a
késéi 1794, 1808, 1799 datummal, a (2) vizjelben leirt két abra — a két bifolio — nem feltétleniil tartozik dssze:
Eineder 371. sz. csak a csillagos pajzsot adja meg, mint 6nallo, osztrak eredetii vizjelet (1788), mig Heawood
ugyanehhez az abrahoz 1784-es velencei adatokat emlit (Watermarks mainly of the 17th and 18th centuries,
Hilversum, 1950 — 687., 824. sz.), és nala az azonos elrendezésii HAF betiik harom félhold felett szerepelnek,
szintén harom csillagot tartalmazd, de szimmetrikus pajzs mellékjeleként (813. sz.); a (3) vizjelben talalhat6 a
Dreihalbmond és a szamszerij altalaban velencei papirokon hasznalt abra, a masik folio szivalaku pajzsa pedig
az el6zd vizjellel rokon.

’Ld. a 3. facsimilét.

* Ld. az 1. facsimilét, Istvanffy egyetlen fennmaradt autograf partitura-tredékét Geisler miivének boritéjan
(Bardos: Gydr zenéje ... Fiiggelék 482. sz.).
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2. A kiadas modszerei

A jOl olvashato, rendezett irassal visszaadott kottaszoveg meglehetosen kevés kozreadoi javitast
és kiegészitést tett szilkségessé — ezeket a szokasos modon szogletes zardjellel killonboztettilk meg.

Az eredeti szolammegnevezéseket megtartottuk, a szolot énekld Canto 1, ill. az unisono mozg6
Canto 1 és Canto 11 jelolése "Canto". Az énekszolamok c-kulcsait violin, ill. oktavval mélyitett
violinkulccsal helyettesitettiik, az orgonaszolam szopran- és tenorkulcsban lejegyzett magas hangjait
violinkulcsban adtuk vissza.

A hangok jelélésében eléforduld roviditéseket minden esetben kiirtuk, az iitemvonalon atnyulo
pontozas helyett tartdivet, iitemen beliil az atkotott nyolcadok helyett negyedet irtunk. A vonos
kettosfogasokat és akkordokat, az orgona egy szisztéman lejegyzett két vagy tobb szdlamat
egybeszaraztuk.

A korabeli notacioban szokasos ellentétes iranyli szarazast hallgatolagosan modernizaltuk, az
utemvonalon atnylo gerendazast megszintettik (pl. Gloria, 122-127. 4.: V1. 1, ). A paros
tizenhatod-csoportok gerendazasat a mai gyakorlatnak megfelelden végighuztuk (Id. Benedictus, 1.
i.: V9. I, ), de a triola- és szextola-csoportok tagold gerendazasat megtartottuk (mint Kyrie, 30. 11.).
A kovetkezetlen gerendazast paros fivos- és vonosszolamokban, valamint azonos szélam parhuzamos
allasaiban hallgatolagosan egységesitettiik.

Ugyancsak egyseégesitettilk a triola és szextola jel6lését azonos Utemekben és parhuzamos
allasokban, de a hianyzo jelolést csak hosszabb sorozatok els6 Uitemében potoltuk.

A redundans modositojeleket elhagytuk, az utemvonal utani hangismétlés modositdjelét
hallgatélagosan kiirtuk.

A dinamikai utasitasokat normalizaltuk (pia: — p; pianiss. — pp; mezopia: — mp, for: — f;
Sortiss: — ff; pocfor — poco f: crescen:, crescendo — cresc.; sforz — sf, ui. rinfforzatto — sf), fés p
egyittes megjelenésekor, ha a p eredetileg atkotott hang folé kenilt, 6sszevonva fp jelolést irtunk
(Benedictus, 75. 4.). A kovetkezetesnek tiind aszinkron dinamikat meghagytuk (p és f, illetve f p és
sf p megkiilonboztetése hagszeres- és vokalis csoportok kozott, 1d. Benedictus 70. és 75. ii.), €s
ugyancsak ragaszkodtunk az eredeti jeloléshez akkor, ha azonos szolamban eldszor sf, a
késobbiekben (quasi roviditésként) f utasitas szerepelt (Id. Benedictus 40. és 55. .).

A hianyzo elokéket hangszercsoporton beliil, ill. énekszolammal egyiitt mozgd hangszeres
szolamban potoltuk, de azonos szdlam parhuzamos helyeit, ill. a kiilénb6zd hangszercsopotok
aszinkron allasait nem egységesitettik (mint pl. Benedictus, 71. ii.).

Az arpeggio notacidjat modemizaltuk: ferde vonallal athuzott akkord helyett kiadasunkban
akkord elé keriilt hullamvonal jel6li.

Az artikulacio tekintetében a kézrat eltér az altalanos gyakorlattdl: az egyes motivumok
tobbnyire nem az elso elofordulaskor a leginkabb berendezettek. A kétoiveket €s staccato-vonasokat
ezért — ott, ahol varialasi szandék nem merilhet fel — foleg az elsé megjelenéskor potoltuk, mig a
tovabbi ismétléseket a korabeli notacids szokasoknak megfelelden mar nem egésztettiik ki. A tobb
példanyban meglevo szolamok (V1. Ila és b, ill. C I és II) esetében az egyikben elofordulé jelet
bevezettiik a kiadasba, a masik hidnyat viszont nem jegyzeteltik. A hanyag koétoiveket analogiak
alapjan kiigaztottuk, a négyes hangcsoportok roviditésszeri ivét két paroskotésként irtuk at (pl.
Gloria, 112-113.1.).

Ugyancsak sajatos a tartoiv-hasznalat az énekszolamok egy specialis allasaban: egy item utolsd
hangjét a kovetkezo iitem azonos magassagu elso hangjaval akkor is tartoiv kapcsolja 6ssze, ha az
ala uj szotag kerilt. Ez a feltehetoen ﬁgyelmezetao jellegli tartoiv akkor Jelemk meg, ha a

ismételt hang késleltetd disszonancia: nona, vagy ritkabban szeptim, pl. Kyrie, 44 745" - Alto,
70 — Tenore. Az ivet a kozreadasbol elhagytuk, de a jegyzetben regisztraltuk.

Az orgonaszolamban elofordulo senza Org. és con Org. utasitasok jelentése: (1) senza Org.:
tasto solo, azaz az orgona a Violone szblammal halad egyttt, a continuo-akkordok sziinetelnek, (2)
con Org. utasitas a teljes, akkordikus kiséret visszaallitasat jel6li.

Az orgonaszolam szamozasat normalizaltuk, de az eredeti magassagi sorrendet megtartottuk.
Az elojegyzésben szereplo alteralt tercet altalaban csak a modositojellel jel6ltik, kivéve, ha
megtartott eredeti magassagi sorrend szerint egyéb szamok folé keriilt. Parhuzamos allasok eltéro
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szamozasat nem egységesitettiik, a hiAnyzo szamozast nem potoltuk (Id. Credo, 134-135. i), a
szamozasbol hianyzd modositojeleket viszont potoltuk.

A koz6s sorba irt orgona és Violone szolamba a csak az egyikben elofordulo jeleket is beirtuk,
de ezeket tételenként osszefoglalva felsoroljuk (a listiban normal betltipussal a Violone szdlam,
bolddal az orgonaszolam plusz artikulaci6it adjuk meg). Az elhagyott artikulaciés jeleket szintén
jegyzeteltiik.

A mise szovegét a Graduale Romanum szerint, normalizalt formaban k6zoljik.
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Kyrie
Adagio

23-26

l25-8

Allegro

24°

2478

26

398—13

40-41
408-13

Trbne |

Org.
V1. 1

V1. Ila
VL. 1

Org., Vine

VI 1

cll
Ob 11

Jegyzetek

1-4,9-12 1-4

1-4,7-10,13-16
, 14

13
13

iv négy hang felett; ui. 9

és V1. llab 8! 72033 o

>

1-4,7-10,13-16 1-4,9-12

kozos gerendan; ui. Org., Vine

kiilénallé nyolcad, ui. 347

egy gerendaval osszekapcsolva, de alatta két szotag
kiilonallo nyolcad

dupla triolaként gerendazva (szammal szextolaként jelolve),

ui. 547710 101710

utemvonal hidnyzik

dupla triolaként gerendazva; ui. 41., 102. ii. (de ott szammal is
jelélve), valamint V1. Ilab: 40-41. i, V1. Ila: 10211722

és V1. Ib: 102"
dupla triolaként gerendazva; ui. 41. és 102. ii. (szammal nincs jelolve)
atkétve, a 2. hang alatt szotag

atkétve, de 44% alant szotag; ui. 48>

atkotve, 70° alatt szotag

dupla triolaként gerendazva (szammal szextolaként jeldlve);

ui. 9216712

b’

Kétve; ui, 95°¢

A koz0s sorba irt Org. és Vine szolam eltérései:

2-3 1

107,25
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1 26°,30', 49, 55", 76, 86" '°.



Gloria

87%-38’
Qui tollis

95

109

120-121
124-125
Quoniam

178-9

222

2248

Cum Sancto

260

266"

Timp.

a masodik sziinet hianyzik

VL. L II, Org., Vine cresc. itt

T
CLII
Vi1

Cl
VL LII

Cll
clI

Vlne

Org.
V1. 1, Ilab

V1. I1ab
Trbne 11

Vlne

V1. 11
Org.

Org,

Org., Vine

V1. llab

Org.
Org.

tartoivvel kotve, a 2. hang alatt szétag; ui. 28'-29"
tartoivvel kétve, a 2. hang alatt szétag; ui. 287-29"
kézbs gerendan; ui. 50", 72'1-73", 7373, 73% 74" 74 ¢s v 11
49”6 49750, 5072 50%-51", 73"+
kotve
- . on2-5
kozos gerenda; ui. 77
koz0s gerendan, "li-" szotag elhelyezése bizonytalan
nyolcadsziinet, kiilonallé nyolcad és nyolcad + két tizenhatod egy
gerendan ("1i-" szotag 62° alatt)
kétve

kvartszext akkord orig, 75 felett; ui. 76”, de v6. 52-53. ii.
nyolcad+két tizenhatod kozds gerendan, de vo. 54-55. ii.

’

e

o , 1-2
a tartdiv ide csuszott, helyesen 88

staccato utasitas kiirva a szolam alatt (jelentése: simile)

staccato

jobbkézben dupla triola, szammal szextolaként jelélve; ui. 159. ii.
(160. iitemben nincs jelolés)

jobbkéz 3. kettdsfogasaban alul desz” (ui. 163", 164°: gesz")

gerendazas két nyolcadonként; ui. Org. 181, 184-185, 188-189, 190,
192-4, 206, 228-229, 247 (és Vine 181, 183-184, 190, 192-194, 203,

206, 228-229, 243, 249)
2 csoport szextolaként gerendazva

egy gerendan, de 224’ alatt szotag

3 2/4 szAmozas orig, 260" felett; ui. 271'°

$zamozas: 6
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A koézés sorba irt Org. és Vine szolam eltérései:

8. 15,3945 403, 427343 43%° 44-45, 48, 59%° 62, 83, 85, 94, 111-112, 140, 144, 146, 148-149,

191-192, 196-197, 236, 264-265 (stacc.), 267-269, 274-276.

Credo

4 Org., Vine a

22 Ccll b modositojellel

24" V1.1 kotve

31 Trbne I 2 sor tévesen violinkulcsban, de altkulcsban olvasando

32%.33 CI kétve, a 2. hang alatt szotag; ui. 59 -58", 224*-225", 226°-227",
228°-229"230%-231", 263'-264', valamint € 11 32°-33", 597-58",
224*225" 2267-227", 228°-229

44> V.1 kézbs gerendan; ui. V1. llab 44

547 VI 1 d"a

5610 Vlne d

Et incarnatus

917® V1. 1 ko6z6s gerendan

102>° Ob. 1,1 kotéiv

102 V1. 1 az egész iitem stacc.; ui. V1. llab

1277° Org. nyolcadok helyett orig. fél (a révidités hianyzik)
1317 Ob. I kétve

1332 Ob. I, 11 kiiloén nyolcad

133° V1.1 kiilon nyolcad, 4-5. hang staccato
13434 Ob. 1, II staccato

140" VL 1 staccato

146 Ob. 1 az egész ltem staccato (Ob. Il mint ed.)
Et resurrexit

178> Trbne I1 2 nyolcad (de 1782 pontozott negyed)
183 Trbne II h

207 Vlne pianiss.

207 VLTI op

224* Trbne I "
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224* 225!

2517

CLII

Vlne
T
Clno1

atkétve, de a 2. hang alatt szotag; ui. 226°-227', 228°-229",
230*231"

D

Tutti orig, 253"

2 negyed

A koz6s sorba irt Org. és Vine szolam eltérései:

23, 95, 97, 100, 105' - 138, 143-144, 146 — 247-250.

Sanctus

5-10
9-15
7
2

10
261415

27'%.28!

Clno 11
Org,.

V1. Ilab
Trbne 11
A

Cl

az iitem tévesen kétszer

gerendazas: 1+2+3 tizenhatod; ui. 11> (Vlne egy gerendan)
Sle"d"f"e"d”, de v6. 14. ii.

¢

h'e”

atkotve

A ko6zos sorba irt Org. és Vine szélam eltérései:

£11°7 16

Benedictus

41
62'
64>
81'"?
100
113
131
1322
138!

149

171-6, 222-12

Ob L 1I
Org.
VI 1
Cl
Org.
ClI

CI

V1. 1, Ilab
Ob.l, 11
Vine

,23', 33" 34!, 351,

eloke kotve

szamozas 62° folé csiiszott

kétve!

kiilénallé pontozott nyolcad és tizenhatod; ui. T 82'?

felolddjel orig, 100° felett

harmincketted eloke (T: nyolcad)

porig. 131'-nél mint fp, 135. ii.: p 135°nél — de A, B szolamban
p elhelyezése: 131, 135°

kotve

kiilénallé pontozott nyolcad és tizenhatod, ui. 140"?

staccato
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A ko6zds sorba irt Org. és Vine szolam eltérései:

68', 70", 722 73'3, 74" 167, 717",

u o . 1
alatt vizszintes vonal, mely feltehetden simile jelentésii, azaz staccato/tasto);, 941, 1181, 1227, 128

78" (74, 76-78.ii.: a szarazasnak megfelel6en az iitem felett vagy
2-5

120" 130" 132775, 133", 1341 _ 165-167.

Agnus Dei

1 Trbne I, 11 tévesen 17 ii. sziinet

16, 17 VLI ivorig. 1672, 17172, de V1. llab’ 3-hangos iv

20%21" T tartéivvel kitve, de a 2. hang alatt szétag: ui. 22°-23", 54%55!
s562-57",77%-73", 737741, 74°-75", 88%-89', 9091

20°-21" Cl tartéivvel kotve, a 2. hang alatt szétag; ui. 22°-23", 54%-55',
56257, 88%-89", 90291’

251 Vine "rinfforzatto" — Org. nincs dinamika; ui. 591, 93l

43 V.1 iv orig. 43, de V1. Ilab 44. ii. hosszu iv

48*-49' B tartoivvel kotve, a 2. hang alatt szotag; ui. 49°-50", 50°-51",
51°-52"

54255 A tartoivvel kétve, a 2. hang alatt szotag; ui. 562-57"

63" Tone I, 11 f ujra kiirva

77 VI 1 iv orig. 77" felett, de V1. 1lab 777

85 A gerendazas: 3 x 2 nyolcad

88%-89" Trbne II atkotve; ui. 90°-91"

93? Trbne 11 a hang hianyzik, feloldgjel igy a ¢’ elé keriilt

98> cI kotve, ui. T

100 Ob. I iv orig. 100" >+

Dona

147 Trbne | negyed

153" Trbne I 3 nyolcad [!] k6zos gerendan

2337234 T tartoiv, a 2. hang alatt szotag

A kézds sorba irt Org. és Vine szolam eltérései:

20!, 211, 221, 23! 25-26, 31, 52%7, 54", 55", 59-60, 81-82, 88, 89", 90, 91", 93-94.
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General Remarks

1. The Description of the Source

The only surviving source of the Mass published here can be found in the music collection of the
cathedral at Gyor, shelf mark 1. 9. The parts in portrait format were collected in hard cover, the
measurements of the cover are 33 x 22 cm, the spine is 5 cm thick. On the front of the cover glued
with so-called Turkish paper on the outside and reinforced by a thin leather crest on the edges and the
spine the earlier shelf marks can be seen (Nro. 63 — written in black pen and No 27 — in red pencil)
as well as the remark "der Kirche gehéng" [possession of the Church]. On the inside of the cover the
title inscription of the Mass was written in a contemporary hand: Messa de Anno 1774 / in pieno
choro. / Sanctificabis Annum Quinquagesimum, /vel / S. Dorotheae / Del Sig. Benedetto Istvanffy.

The parts stitched together by brown yam to booklets measure 31.3-4 x 21.7 cm. Their volume
is as follows: Oboe Primo, Oboe Secondo: seven pages each, Clarino Primo in C,' Clarino Secondo
in C: four pages each, Trombone Primo, Trombone Secondo: six pages each, Tympani: four pages,
Violino Primo: nineteen pages, Violino Secondo [two copies, the one provided with title-page will be
referred to henceforward as "a", the one without title-page as "b"]. eighteen pages each, Canto
primo,' Canto Secondo: twelve and ten pages, Alto, Tenore, Basso: twelve, eleven and twelve pages,
Organo: twenty-two pages, Violone: sixteen pages.

In the parts three types of watermarks can be distinguished:

(1) three stars in a symmetrical shield — GF, with a baldachin above;
(2) three stars in a heart-shaped shield — HAF (the letter" A" 1s reversed!)
(some bifolios of Canto I and Alto);
(3) Dreihalbmond, beneath bow and arrow — in a heart-shaped shield under the crown ZCA

(Clno I1 and Timp).2

All parts were written by a professional copyist on paper ruled by rastrum in advance. Apart
from the copyist's writing, the emendations and additions made in two hands can be distinguished:
one was perhaps a professional corrector (see Ob II, p. 10, according to modem library pagination:
pianiss. etc.) and the other was Istvanffy himself as far as the sparse and short entries allow us to
conclude (see e.g. the entry piano in Vn Ila—p. 122° compared with other Istvanffy autographs® as

' See facsimile No. 2.

> All three types of paper can be said to be of Italian/Venetian origin, though the watermarks themselves cannot
be found in the catalogues only their analogies. To (1) see Einec~r, Georg, The Ancient Paper-Mills of the
Former Austro-Hungarian Empire and Their Watermarks, (Hilversum: 1960), No. 441 (and 486, 1092):
Roverto, Giuseppe Fedrigoni, with the late dates 1794, 1808, 1799; the two figures described in the watermark
(2) - the two bifolios - do not necessarily belong together: Eineder No. 371 lists only the shield with the star as
an independent watermarek of Austrian origin (1788), Heeadwood enumerates the data Venice, 1784 to the
same figure (Watermarks mainly of the 17th and 18th centuries, Hilversum: 1950, Nos. 687, 824) and with
him the letters HAF of identical arrangement are placed above three crescents as the subsidiary sign of a shield
containing also three stars but being symmetrical in nature (No. 813); (3) the Dreihalbmond as well as the bow
and arrow occurring in the watermark are figures used in general on papers of Venice whereas the heartshaped
shield of the other folio is akin to the former watermark.

* See facsimile No. 3.

* See Istvanffy's only surviving autograph page of score, facsimile No. 1. (Bardos, Gyér zenéje ..., Appendix
No. 482, on the cover of a work by Geisler).
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well as with the parts of Patzelt's Requiem copied by Istvanffy, particularly with the last page of the
Vn ).

Istvanffy's entries occur most abundantly in the "Et incarnatus” and Benedictus sections of the
parts. Most of them are dynamic markings but the figuring of the organ part contains also a lot of
additions. On the evidence of the autograph entries the composer saw the parts and corrected them,
thus they can be considered as authentic, authorized sources.

2. Editorial Methods

The easily legible music written in an orderly writing made fairly few editorial emendations and
additions necessary which have been distinguished by square brackets, as customary.

In the parts the original designations have been retained. Thus Canto 1 singing solo as well as
Canto 1 and Canto 11 moving in unison are marked "Canto". The C clefs of the vocal parts have been
substituted by violin clefs and octave-transposed violin clefs, respectively. The high notes of the
organ part notated in soprano and tenor clefs are reproduced in violin clef.

The special notation for abbreviating repeated notes have been fully written out. The dotting
spread across the bar-line has been replaced by a tie, and within the bars crotchets have been written
instead of quavers joined by a tie. The double stops and chords of the strings as well as two or more
parts of the organ notated on the same staff with separate stems have been provided with a common
stem.

Stem direction has been silenly modemized and the beaming across bar-lines cancelled (e.g.
Gloria, bars 122-127: Vn I, II). The beams of the eight-note semiquaver groups are drawn together
(see Benedictus, bar 1: Vn I, IT) but the broken beaming, the subdivision of the triplet and sextolet
groups have been retained (such as in Kyrie, bar 30). The inconsistencies of beaming have been
tacitly regularized in the double wind and string parts as well as in the parallel passages of identical
parts.

The triplet and sextolet markings have been unified in the identical bars and parallel places
whereas the missing figures have been added in the first bar of longer series only.

Redundant accidentals have been omitted and the accidentals repeated from before the bar-line
have been tacitly included.

The dynamic directions have been normalized (pia: - p; pianiss. - pp; mezopia: - mp; for: - f;
Sortiss: - ff; pocfor - poco f; crescen., crescendo - cresc.; sforz — sf, in the same place rinfforzatto -
sf), if f and p occur together fp is written whenever p was originally above a tied over note
(Benedictus, bar 75). The consistent asynchronous dynamics have been retained (the distinction
between p and f as well as f p and sf p in the instrumental and vocal parts, see Benedictus, bars 70
and 75). The original signs have been adherred to if the same part had first sf, later on f (as a kind of
abbreviation—see bars 40 and 55 of Benedictus).

The missing appoggiaturas have been added within a group of instruments and in the
instrumental part moving together with the vocal part, but the analogous passages of the same parts
and the asynchronous positions of different groups of instruments have not been unified (such as
Benedictus, bar 71).

The notation of arpeggio has been modemized. In the present edition it is indicated by a wavy
line in front of the chord instead of the chord designated by an diagonal stroke.

With regard to articulation the manuscript differs from the general practice: certain motifs are
not fully elaborated at their first occurrence. The slurs and staccato strokes have therefore been
added at the first occurrence of the motif in most cases wherever no intention of variation can be
supposed. The rest of the repetitions has not been added in agreement with the scribal habit of the
time. In the case of parts available in several copies (Vn Ha and b, as well as C I and II) the sign
occurring in one has been introduced to the edition but the absence in the other has not been
mentioned in the Notes. The carelessly drawn slurs have been rectified by analogies, the slur of the
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groups of four notes written as a kind of abbreviation has been substituted by two two-note slurs (e.g.
Gloria, bars 112-113).

In one specific position of the vocal parts Istvanffy uses ties in a strange way: he joined the last
note of the bar by a tie to the first note of the subsequent bar even if a new syllable came under the
note. This tie applied presumably with waming charact;r agpeared wh%r_lsever the repeated note was a
suspensing dissonance: ninth or seventh, e.g. Kyrie, 44'-45" - Alto, 70° - Tenore. The tie has been
omitted in the edition but listed in the Notes.

In the organ part the directions senza Org. and con Org. have the following meaning: (1) senza
Org.: tasto solo, that is the organ proceeds with the Violone part while the continuo chords pause,
(2) con Org. implies restoring the complete, accordic accompaniment in the right hand.

The figuring of the organ part has been normalized but the original vertical sequence of the
figures has been retained. The altered third of the key signature is indicated by an accidental only,
except when it came above other figures. The different figuring of parallel passages has not been
unified and the missing figures have not been added (see Credo, bars 134-135), on the other hand,
the accidentals missing in the figuring have been added.

In the part of the organ and the Violone written on one common staff the sign occurring only in
one part is entered into the music. It is listed, however, item by item. The additional signs of the
Violone part are pronted in normal-type, those of the organ part in bold-type. The omitted
articulations have been enumerated in the Notes.

The words of the Mass are given according to the Graduale Romanum, in normalized form.
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Kyrie

Adagio

23-26

125-8

Allegro

Vnl

Trbne I
B
Org

Vnl
Vnlla

Vnl

Org, Vine
A

A

T

Vnl

Ccll

Ob 1l

Notes

1-4,9-12 1-4

1-4,7-10,13-16
, , 14

13
1-4,9-12

slur over 4 notes; similarly 9

17-20,23-26 _1-4,7-10,13-16
and Vn Illab 8 s

,9 13

groupe joined by one beam; similarly Org, Vine

a separate quaver;, similarly 34°
joined by one beam, with two syllables under it
a separate quaver

double triplets (marked as 6); similarly 54°1° 101°1°

missing bar-line

beamed as double triplets; similarly b. 41, 102 (marked also with 3),

as well as Vn Ilab: b, 40-41, Vn Ia: 102" 71722 304 vn IIb:

10217-22

beamed as double triplets; similarly b. 41, 102 (no other marking)
joined by a tie, and under note 2 a syllable

with a tie, but under 448: "lei-"; similarly 483'4

with a tie and under note 2 a syllable

beamed as double triplets (marked as 6); similarly 9216712
b flat’

slurred; similarly 95>°

Deviations of the Org and Vine parts notated on the same staff.

1 02-3’

Gloria

14
27°-28
277-28!
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Timp.

7-16

25! 26° 30" 49, 55", 76, 86" '€

the second rest is missing

Vn L, II, Org, Vlne cresc. originally at 14!

T
CLII

connected by a tie, under note 2 a syllable; similarly 28729

tied, under note 2 a syllable; similarly 287-29"



49 Vnl
50226 CI

541 Vnl Il
607" cl

62 cl

67" Vine

75 Org

78 Vn I, Ilab
81° Vn Ilab
87°-88' Trbne II
Qui tollis

95 Vine

109° Vnll
120-121 Org
124-125 Org
Quoniam

178-9 Org, Vine
222 Vn Ilab
224°F A

Cum Sancto

260 Org

26613 Org

joined by a beam; similarly 501'2, 72“-731’ 732'3, 734_741,742-3
and Vn 11 46>, 497-50", 5022, 50%.51", 73'234
slurred
’ .. 2-5
one beam; similarly 77

group with a cross-beam, under it: "li-", its placement is uncertain
quaver rest, a separate quaver and a quaver + two 16ths with a

. 2
common beam (syllable "li-" under 627)

slurred

six-four chord at 757 similarly 76, but see b. 52-53
beam over quaver+two 16ths, but see also b. 54-55

!

e

. 1-2
tie over these notes, correctly 88

staccato written out under the staff (meaning; simile)

staccato
beamed as double triplets (marked as 6); similarly b. 159
(in b. 160 no marking)

in the third double stop of the right hand d flat” (similarly ]633,
164>: g flat")

beaming in 3 groupes of 2-2 quavers; similarly Org 181, 184-185,
188-189, 190, 192-4, 206, 228-229, 247 (and Vine 181, 183-184,
190, 192-194, 203, 206, 228-229, 243, 249)

2 groupes beamed as sextolets

joined by the same beam, but under 224’ a syllable

3 2/4 originally above 260'; similarly 271"
figured as 6

Deviations of the Org and Vlne parts:

2-3,4-5

8.15,39°>% 40, 42

2345, 4-€

, 44-45, 48, 598_9, 62, 83, 85,94, 111-112, 140, 144, 146, 148-149,

191-192, 196-197, 236, 264-265 (stacc.), 267-269, 274-276.
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Credo

22

24"

31
328.33!

s>

5417

56'°

Et incarnatus

9176

102*¢

102
1277
13144

133

133°

13434

140’

146

Et resurrexit

178>

1837

207*

207°

224*

224%.225"

2517

253°

26133

414

Org Vine
cll

Vnl
Trbne I

CI

Vnl
Vnl
Vlne

Vnl

Obl, II
Vnl

Obl
Obl, 11
Vn ]
ObL Il

Vnl
Obl

Trbne II
Trbne 11
Vlne
Vnll
Trbne |
CLI

Vine
T
Clnol

a
with a flat

slurred
2 staves erroneously in violin clef to be read in alto clef

joined by a tie, under note 2 a syllable; similarly 597-581,

224%225' 226°-227", 228%-229', 230%-231", 263'-264", as well
as C 11325331 507-58" 224%225' 226°-227, 228°-229"

one beam; similarly Vn Ilab 44>
dl’ d"
d

group with one beam

slurred
staccato above the whole bar; similarly Vn Ilab

instead of quavers originally a minim (the abbreviation is missing)
slurred

a separate quaver

a separate quaver, notes 4-5 sfaccato

staccato

staccato
the whole bar staccato (Ob 11 as edited)

2 quavers (but 1782 dotted crotchet)
b
pianiss.

pp

"

c

tied, but under note 2 a syllable; similarly 226°-227", 228°-229",
230*-231'

D
Tutti originally at 253"

2 crotchets



Deviations of the Org and Vlne parts:
23, 95, 97, 100, 105' - 138, 143-144, 146 — 247-250.

Sanctus
2 Clno II the bar is repeated erroneously
45-10 Org beaming: 1+2+3 notes; similarly 115'10 (Vline: one beam)
771 Vn Ilab f'e"d"f"e"d” but see b. 14
10° Trbne 11 ¢
2641 A b "
10 5.1 . .
27 "-28 ClI with a tie

Deviations of the Org and Vlne parts:

£ 117,166,177, 22712 23! 33 34!, 35",

Benedictus

41 Obl, II appoggiatura slurred

62' Org figuring shifted above 62°

647! Vn 1 slurred!

81 12 Cl dotted quaver and semiquaver, separately; similarly T 821’2

100 Org natural originally above 100°

113* Cl 32th appoggiatura (in T: quaver)

131 CI p dynamics originally at 131" as fp, and b. 135: p above 135%
but A, B: pat 131°, 135°

132" Vnlllab  slurred

1382 Obl, 11 dotted quaver and semiquaver separately; similarly 140"

1 491 Vine staccato

Deviations of the Org and Vlne parts:

681, 701, 722'4, 731'3, 741'4, 762'5, 771'4, 78! (b. 74, 76-78: depending on the stem direction there is a
horisontal line above or under the bar meaning probably simile, i.e. staccato/tasto), 94], 1 181, 1221,

2-5, 1291-4’ 1301-4, 1322-5, 1-4

128 133" 134"~ 165-167.
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Agnus Dei

16, 17
20%-21"

20°-21"

25
43
48% 49

542-55!
63
77

88%-89'

100

Dona

147°

15373

2332234

Trbne I, 11
Vnl
T

CI

Vine
Vnl

A
Tone I, I

Vnl
A

Trbne II
Trbne 11
Cl

Ob Il

Trbne 1
Trbne 1
T

17 bars of rest erroneously

slurs originally 161'2, 171'2; but Vn Ilab: 3-note slurs

connected by a tie, but under note 2 a syllable; similarly 223-231,
sa’ss', s6%-57', 7773 713°-74" 747275, 88%-89", 90701
tied, but under note 2 a syllable; similarly 22°-23", 54%-55', 56-
57', 88%-89", 90%-01'

"rinfforzatto” — in Org no dynamics marking;, similarly 591, o3'
slur originally over 432'3, but Vn [1ab b. 44 with a longer slur
with a tie, but under note 2 a syllable; similarly 495-501, 50°-51 1,
51°-52"

with a tie, but under note 2 a syllable; similarly 562-57 !
fdynamics written out again

siur originally over 77"~ but Vn T1ab 77°*
beaming in 3 groupes of 2 quavers

with a tie; similarly 90%-91'

missing note, natural before ¢'

slurred; similarly T

slur originally at 100"343

crotchet
3 quavers [!] with a cross-beam

with a tie, under note 2 a syllable

Deviations of the Org and Vine parts:
1,1 01 o1 67 1 .l 1 gql anl a4l
20,21,22,23,25-26,31,52 ,54,55,59-60, 81-82, 88,89 ,90, 91", 93-94.
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Gregor Werner: Missae Sanctae Thedae, Credo

Et incarnatus
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The Resemblances of the a Gloria Items in Istvanffy's Two Masses

Allegro maestoso

"Sancta Dorothea"

fH {
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Coro @ 3 f"lL Ila[ A
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(Gratias)
Vig op

A T » =
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17-25
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26-34
a—C

34-35
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171-250
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""'Sancto Benedetto'
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A MUSICALIA DANUBIANA a Magyar Tudomanyos Akadémia Zene-
tudomanyi Intézetének gondozisaban megjelend forraskiadviny-sorozat. Mint a
sorozatcim is jelzi, nem szoritkozik a mai Magyarorszigon 6rzétt vagy késuziilt
forrasokra, hanem annak a szélesebb kirzetnek orokségébdl merit, melyet az
elmlt szazadokban szoros kulturalis kapcsolatok fiiztek ssze. A sorozat a kozép-
kortol a 19. szazad elejéig jelentet meg irdsos forrasokat. Célja a kutatasok 6sz-
tonzése, s nem osszefoglalisa. gy bevezet§ tanulmanyai részletes elemzésre nem
vallalkoznak, megadjak azonban a forras értékeléséhez sziikséges legfontosabb
adatokat, az eddigi irodalom informacioit, s elsGsorban arra a kérdésre akarnak
valaszolni, hogy mit (milyen hagyomanyt, alkoto- és befogadd kozosséget, zenei

életet és stilusiranyt) képvisel az adott forras.

MUSICALIA DANUBIANA is a series of source-material publications
issued under the auspices of the Institute for Musicology of the Hungarian
Academy of Sciences. As the title indicates, the series is not confined to sources
preserved or originating in today’s Hungary. It draws on the inheritance of a
wider region which shared close cultural ties down the centuries. The sources
published range from the Middle Ages to the early 19th century and the series
aims to stimulate rather than summarize research. The introductory studies are
not intended to provide detailed analyses, only to present the main information
required to evaluate the source, making use of what has been written and

recorded before.



MUSICALIA DANUBIANA

Missale Notatum Strigoniense ante 1341 in Posonio

Andreas Rauch: Musicalisches Stammbiichlein (1627)

Benedek Istvanffy (1733-1778): Church Music Works

Georg Druschetzky (1745-1819); Partitas for Winds

Tabulatura Vietoris saeculi XVII

Joseph Bengraf (1745-1791): Six Quartets

Hungarian Dances 1784-1810

Zacharias Zarewutius (1605?-1667): Magnificats and Motets

9 Graduale Ecclesiae Hungariae Epperiensis (1635)

10 Pal Esterhazy: Harmonia caelestis (1711)

11 Valentin Deppisch (1746?-1782): Te Deum, Magnificat, Vesperae de Confessore
12 Graduale Strigoniense (S. XV/XVI)

13 Benedek Istvanffy: Missa "Sanctificabis Annum Quinquagesimum"' (1774)
14 Codex Caioni saeculi XVII

N & W=

[» IR B

Other volumes in preparation:
Anton Zimmermann (1741-1781): 12 Quintets
Gregor Joseph Werner (1693-1766): Hymni de Beata Virgine, de Apostolis et aliis Festis
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