The role of copyists when preparing orchestral oboe parts from scores of Jan Dismas Zelenka
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During the first half of the eighteenth century the Dresden-based Hofkapelle of the Royal Polish and Saxon Electoral court was an ensemble which grew in size, stature, and reputation. Special features of this orchestra included its precision of execution, and its ability to employ a dynamic range which could move from pianissimo to fortissimo (‘con sordini’ is often written on the oboe stave of scores, and into surviving parts from Dresden during this era).
 An indication of the ensemble’s accuracy was given by Charles Burney who, in the early 1770s, praised the excellence of the group in former times, writing of ‘general [Johann Adolf] Hasse, and his well-disciplined troops’

Unless stated otherwise, a considerable body of oboes and bassoons was used in the ripieno section of the Dresden orchestra, a factor that must have contributed to the distinctive timbre of the ensemble. By the end of the 1730s four oboists (headed by Johann Christian Richter) and five bassonists (headed by Jean [or Johann] Gottfried Böhme) were employed as members of the Dresden Hofkapelle, playing as soloists and ripienists.
 

In the scores of many liturgical works set for the vocalists and instrumentalists of Dresden by Jan Dismas Zelenka (1679–1745)—the violone player of this orchestra, and later, composer to the court church—two independent staves are often provided for the oboes. Other scores, however, employ a shorthand method—widely practised by Baroque composers—of writing the instructions for oboes onto the violin staves. When violins alone were required, the abbreviation ‘VV’ (violins) or ‘senza oboi’, or similar, was noted above the stave; when oboes were to be added ‘col Violini’, or ‘T:’ (tutti), or ‘T: Strom.’ was written. 

A comparable system of abbreviation was used on the continuo stave. ‘Cemb.’ or ‘Org.’ meant that a small instrumental accompaniment of keyboard and one, two, or three other instruments (usually theorbo and violoncello and/or violone) was required. When the entire instrumental ensemble of violins, violas, oboes, flutes (if included in the score), bassoons, and violoni was to enter, ‘Tutti’ (or ‘T:’) was noted on the violin staves and ‘Ripieno’ (or 'R.' or ‘Rip.’) on the continuo stave. A small vertical dash on the continuo stave indicated the precise point at which the tutti-ripieno section was to change to the smaller instrumental group, or vice versa. Such changes could be very rapid, especially when orchestral interjections occurred within solo vocal passages of an aria. 

Evidence from Zelenka’s surviving parts suggests that, at least in Dresden during the 1720s and 1730s, the orchestral ripieno section never accompanied a solo singer; it was used only in ritornelli, or passages of interjection. Example 5 (over) demonstrates movement between small-scale accompaniment to a vocal solo with ripieno interjections. The term ‘Solo’ noted in the score usually meant that the centre of attention was focussed upon the entire instrumental ensemble (at an opening ritornello, for example), a voice (or small ensemble of voices), or an instrument (or small ensemble of instruments). In short, ‘Solo’ meant ‘NB: You’re on!’

With significant losses to the performance materials that once accompanied the autograph scores of Zelenka and his Dresden colleagues, modern editors are obliged to work from scores. Generally, they have interpreted the instructions of the score according to the original intentions of the composers. Minor problems arise, however, when passages instruct the oboes to play as ripienists, and the strings move out of the range of the oboes. This paper illustrates how composers and copyists of the Dresden court dealt with this issue. When preparing oboe parts, the role of the copyists increased even further when they used editorial license to alter certain passages to better suit the orchestral oboes. 

Example 1 displays a passage from the opening instrumental ‘Symphonia’ from Zelenka’s score of Angelus Domini descendit (ZWV 161), an offertorium reworked for Resurrection Sunday in 1725.
 The score system comprises five staves for violins 1 and 2, viola, tenor solo, and basso continuo. No indication of a requirement for double reeds is apparent in the score, although Zelenka did write out two oboe parts, and he included both oboes and bassoons when he listed this work into the Inventarium (Zelenka’s inventory begun in January 1726).
 Example 1 shows an approach to the final cadence of the opening ‘Symphonia’, in which the oboes in unison follow (in theory) the violins down to a below the stave. 

Example 2 illustrates, however, that instead of attempting to follow the descent of the violins, Zelenka adjusted the two oboe parts he prepared (whose lowest note then was generally c') so they remained within their range. (Incidentally, a piece of three-part harmony becomes one of four parts). This consideration is not evident in the score: it is visible only in the parts. Examples 1 and 2 demonstrate that at least one of the Dresden court composers did not expect orchestral oboists to read from violin parts. Nor were the court oboists obliged to find on-the-spot solutions during performance to problems posed by violin ranges.  

Example 1

Zelenka: Angelus Domini descendit (ZWV 161), bars 12–15

D-Dlb Mus. 2358-E-39. Autogr. score
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Example 2

Zelenka: Angelus Domini descendit (ZWV 161), bars 12–15

D-Dlb Mus. 2358-E-39a. Autogr. parts for ob. 1, ob. 2
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Example 3 presents bars 89–92 from the autograph score of Zelenka’s Magnificat in C (ZWV 107). Music Examples 4 (a), 4 (b), and 4 (c) display the oboe parts as they appear in the scores, in performance materials now held in London (a score copy), and in Berlin (a score copy in the collection of Princess Amalie of Prussia, and one set of seventeen parts prepared by Zelenka’s former student—and JS Bach’s successor in Leipzig—Gottlob Harrer). It is likely that a set of parts, now missing from Dresden, provided the source from which the score copies and the parts were made. 

According to the copies held in London and Berlin, the oboes—whose presence is indicated by ‘T:’ marked on the violin stave of the autograph score—play a triadic outline of the passage written in the score for violins at their entry in bar 89.
 This change was probably made for two reasons. First, the affect of militaristic trumpet-calls at the setting of the text ‘Fecit potentiam in brachio suo’ (He hath shown might in his arm) is heightened.
  

Second, untidy articulation is avoided—a distinct possibility when three or more oboes enter to play a unison passage in the lowest register of the instrument. This pattern (which is also the rhythmic pattern sung by the soloist) is repeated in subsequent repetitions of the phrase (with all oboes entering on c' on one occasion).

Music Example 3

Zelenka: Magnificat in C (ZWV 107), bars 89–92

D-Dlb Mus. 2358-D-61,6. Autogr. score

[image: image4.wmf]Music Example 4 (a)

Zelenka: Magnificat in C (ZWV 107), bars 89–92

GB-Lcm MS 647. (copy supplied by Breitkopf?)
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Music Example 4 (b)

Zelenka: Magnificat in C (ZWV 107), bars 89–90

D-B Am.B. 361 (IV). Ob. staves from score copy of Princess Amalie (from Breitkopf)
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Music Example 4 (c)

Zelenka: Magnificat in C  (ZWV 107), bars 89–90

D-B Mus. MS 23 545. Parts for ob. 1, ob. 2 from a set copied by Gottlob Harrer
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Practices such as these became further refined in the 1730s, to be seen in an oratorio composed by Zelenka for performance in the Catholic court church of Dresden at the conclusion of Holy Week in 1735. Gesù al Calvario (ZWV 62) survives in Dresden in autograph score, together with a set of 30 parts prepared by four copyists of the court. Comparison between the score and performing materials illustrates the increasingly important role played by copyists. Example 5 is a compilation based upon the autograph score and the parts for oboes 1 and 2, and bassoons 1 and 2. Here is demonstrated one copyist’s simplification of the parts for these instruments. 

In tutti passages the oboes and bassoons outline semiquaver passage for strings in quavers (bassoons, bars 22​–25; oboes bar 28). The parts prepared for the oboes do not follow the violins exactly: the arpeggio passages in bars 23–25 avoid a series of downward semiquaver leaps. All told, Example 5 illustrates an attempt by a Dresden court copyist to avoid rapid articulation by a bevy of double reeds in a fiery allegro aria.
  Besides, these alterations add an agogic element to the music.

Example 5

Zelenka: Gesù al Calvario 1735 (ZWV 62), No. 16, bars 19–27

D-Dlb Mus. 2358-D-1a (autogr. score); 2358-D-1b (ob. 1, ob. 2, bn. 1, bn. 2 from set of 30 non-autogr. parts) 
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On numerous occasions Zelenka required the woodwind instruments to play a sustained tremolo. Although a variety of techniques might have achieved this, a breath vibrato, which resulted in a quality similar to the use of the Tremulant stop of the organ, was probably intended.
 The opening bars of ‘Miserere I’, as notated in the autograph score, are shown in Example 6. 

These same bars, as notated in the two oboe parts in the hand of a Dresden court copyist, are illustrated in Example 7 where, instead of the dotted rhythm of the score, a continuous tremolo is indicated the oboe section, and this performance direction continues throughout the movement. It is almost certain that Zelenka added ‘Sempre fortiss:’ to both oboe parts. These alterations pose these questions: did Zelenka instruct the court copyists to add the tremolo instruction? Or was this alteration made on the whim of a copyist?

Example 6

Zelenka: Miserere c.1738 (ZWV 57), first movt, bars 1–4

D-Dlb Mus. 2358-D-62 (autogr. score)
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Example 7

Zelenka: Miserere c.1738 (ZWV 57), first movt, bars 1–4

D-Dlb Mus. 2358-D-62a (non-autogr. ob. parts)
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No matter how infrequent, or how insignificant these alterations seem to be, the trouble taken by composers and copyists when preparing performance materials for Dresden must have led to a cleaner and more elegant final result—thus enhancing the reputation of orchestral playing heard in that city.

Similar examples are also found in copies of Zelenka’s works coming from the Leipzig firm of Breitkopf during the 1760s, further evidence that when a work was copied and transmitted, the copyist had an interpretative and creative role in the process. Example 8 demonstrates the practice. The passage is taken from Zelenka’s Missa Nativitatis Domini (ZWV 8), a setting composed in 1726 for performance during Christmastide.


 Example 8 (a) shows the violin stave of the autograph score at the setting of ‘Laudamus te’ from the Gloria. Within a short time, a copy of Missa Nativitatis Domini was probably made by Gottlob Harrer (although no score in Harrer’s hand is to be found at present). I suspect that after Harrer’s death (1755) this copy became part of the Breitkopf music stock. Missa Nativitatis Domini is almost certainly one of the four Masses of Zelenka advertised in three Breitkopf non-thematic catalogues of the 1760s.
 At least two further copies exist that were probably based upon a copy made by Harrer. These are in the hands of two copyists. One was prepared for CPE Bach: the other was made for the collection of Princess Amalie of Prussia.
 

At this point of the ‘Gloria’ of Missa Nativitatis Domini, Zelenka’s autograph score requires the oboes to double the sopranos (‘Oboe col Sopr.’ is written above the violin line at bar). We see that the copy made for CPE Bach follows Zelenka’s direction; all oboes play in unison with the choral sopranos. But the copy made for the library of Princess Amalie only partially notes Zelenka’s instruction; the first oboe doubles the sopranos (according to the instruction in the autograph), and the second oboe outlines the passage for the choral altos, with simplified rhythm.

Example 8 (a) 

Zelenka: Missa Nativitatis Domini (ZWV 8). Gloria bars 16–20 

 D-Dlb Mus. 2358-D-20 (autogr. score)
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Example 8 (b) 

Zelenka: Missa Nativitatis Domini (ZWV 8). Gloria bars 16–20 

D-B  Mus. ms. 23539 ‘aus Emanuel Bachs Nachlaß’ (score copy) 
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Example 8 (c) 

Zelenka: Missa Nativitatis Domini (ZWV 8). Gloria bars 16–20 

8 (c) D-B Am.B. 360 (II) (score copy)
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In 1768, more than twenty years after Zelenka’s death, but in the era when copies of Zelenka’s works were made available though Breitkopf, Rousseau drew attention to the authority exercised by copyists when they prepared oboe parts. Rousseau’s article on copyists stated: 

Les Parties de Hautbois qu’on tire sur les Parties de Violon pour un grand d’Orchestre, ne doivent pas être exactement copiées comme elles sont dans l’original: mais, outre l’étendue que cet Instrument a de moins que le Violon; outre les Doux qu’il ne peut faire de même; outre l’agilité qui lui manque ou qui lui va mal dans certaines vitesses, la force du Hautbois doit être ménagée pour marquer mieux les Notes principales, & donner plus d’accent à la Musique. Si j’avois à juger du goût d‘un Symphoniste sans l’entendre, je lui donnerois à tirer sur la Partie de Violon, la Partie de Hautbois; tout Copiste doit savoir le faire.
 

[Transl.]

The oboe parts that are extracted from the violin parts for a full orchestra should not be copied exactly as they are in the original. Apart from the fact that the oboe has a smaller range than the violin, it can achieve neither the same sweetness, nor the same agility, which it either lacks, or which ill suits it in certain fast passages. The distinctive quality of the oboe should be used to bring out the principal notes. If I had to judge the taste of a musician without hearing him, I would ask him to extract an oboe part from the violin part: every copyist should know how to do it. 

Rousseau’s advice was, it seems, anticipated in performance materials prepared for the Dresden court musicians by composers and copyists who were already exercising this responsibility in the 1720s and 1730s. Alterations to be seen in manuscript copies of Zelenka’s works coming from the firm of Breitkopf in the 1760s provide evidence that when works were copied and transmitted during this era, the copyists had a small interpretative role in the process. Alterations to the parts for the woodwinds, especially to the oboe parts were, according to Rousseau, the role of the copyists who were required to mark the principal notes better and give greater accent to the music.

__________________________________________________________________________________

Notes

1. This article is based upon a sections of ‘Performance practice in Dresden—1735: evidence from the performance materials’, a paper presented at the Annual Meeting of the American Musicological Society, Kansas City, Missouri, 4–7 November 1999. Also, part of Chapter 8 of the book Jan Dismas Zelenka (1679–1745); A Bohemian Musician at the Court of Dresden (Oxford, 2000). I acknowledge with appreciation the work of Robin Hillier and Hayden Reeder who typeset the music examples.

2. Eighteenth century wooden oboe mutes are described by Janet K. Page in ‘ “To soften the sound of the hoboy”: The Muted Oboe in the 18th and Early 19th Centuries’, Early Music, 21 (1993), 65–80. Quantz, however, advised wind players to insert a piece of damp sponge (not paper or other materials) into their instruments when muting was required. Johann Joachim Quantz, Versuch einer Anweisung die Flöte traversiere zu spielen (Berlin, 1752). Eng. trans. with introd. Edward Reilly as On Playing the Flute (London, 1976), XVII, Section II, § 29.

3. Charles Burney, The Present State of Music in Germany, the Netherlands and the United Provinces (London, 1775), ed. P. Scholes as Dr. Burney’s Musical Tours in Europe, 2 vols.; Vol. 2 [II] as An Eighteenth-Century Musical Tour in Central Europe and the Netherlands (London, 1959). II, 147. Earlier, Rousseau’s article ‘Orchestre’ in his Dictionnaire de Musique of 1768 honoured the ensemble with this statement: ‘Le premier Orchestre de l’Europe pour le nombre & l’intelligence des Symphonistes est celui de Naples: mais celui qui est le mieux distribué & forme l’ensemble le plus parfait, est l’Orchestre de l’Opéra du Roi de Pologne à Dresde, dirigé par l’illustre Hasse (Ceci s’écrivoit en 1754)’.Jean-Jacques Rousseau, Dictionnaire de musique (Paris, 1768), 354.

4. The names of musicians employed in the Dresden Hofkapelle appeared in the annual editions of the Königl. Polnischer und Churfürstl. Sächsischer Hof- und Staats-Calender (Leipzig, from 1728, except 1730 and 1734). 

5. Angelus Dominus descendit is a parody of the aria ‘Haec caeli est victoria’ from Zelenka’s Melodrama of 1723, Sub olea pacis: Melodrama de Sancto Wenceslao (ZWV 175). 

6. ‘Angelus Domin[i] pro Paschate a 5. C: A: T2: B: VViolini 2, Oboe 2, V. 2, Basson, cum partitura’ was noted by Jan Dismas Zelenka into his ‘Inventarium rerum Musicarum Ecclesiae servientium’, D-Dlb Bibl. -Arch. III H b 787d. Repr. in Zelenka-Dokumentation. Quellen und Materialen, 2 vols., ed. W. Horn, Th. Kohlhase, O. Landmann, W. Reich (Wiesbaden, 1989), 169–218.

7. The autograph score requires oboes, even though no stave is provided for them. Zelenka’s instruction above the violin stave in the opening bar is: ‘oboe 1 col Sopran: 2 col Contralto sempre’.

8. In many Magnificat settings of this era, brass instruments (if used) re-entered with fanfare-like flourishes at the setting of this text (verse 6).

9. Quantz stated that oboists did not have the advantage of being able to double tongue on the instrument, as did flautists and bassoonists, Versuch, ch. 6, Supplement, § 3.

10. A musical example to correspond with Zelenka’s tremolo sign was given by Charles Delusse in L’Art de la flûte traversière (Paris, 1760: repr. 1980). Under the heading ‘Du Tremblement flexible’, 9, Delusse remarks ‘Il est encore une autre sorte de Tremblement flexible que les Italiens nomment Tremolo, qui prête beaucoup à la mélodie, lorsqu’on l’emploie à propos. Il ne se fait que par un mouvement actif des poumons en soufflant ces syllabes Hou, hou, hou, hou, &c’.

11. Zelenka was responsible for the Masses performed in the Dresden Catholic court church on 26 and 27 December 1726. Therefore, Missa Nativitatis Domini was probably written for performance on one, or both of these days.

12. On these non-thematic catalogues published by Breitkopf, see Robert Michael Cammarota, ‘The Magnificat Listings in the Early Breitkopf Nonthematic Catalogs’, in G. B. Stauffer (ed.), Bach Perspectives II: J. S. Bach, the Breitkopfs, and Eighteenth-Century Music Trade (Lincoln, Nebr., 1996), 143–56.

13. I appreciate the advice of Peter Wollny who confirms that the copyist of the two Zelenka Masses in the collection of CPE Bach was also responsible for copies of his three keyboard sonatas, Wq 65.21; 22; 23 (US-Wc M23.B13 W65 [21–23]), copies thought to have come from Breitkopf. Wollny advises that, although impossible to determine the copyist’s exact period of activity, these sonatas were announced in the Breitkopf thematic catalogue of 1763. I acknowledge with appreciation the advice from Yoshitake Kobayashi that the same copyist was responsible for further CPE Bach sources, including Wq 54/4 (A-Wgm 11692).

14. At this point in Zelenka’s autograph the original violin line has been pasted over.

15. Jean-Jacques Rousseau, Dictionnaire, 130–31. I am indebted to Bruce Haynes for drawing my attention to this passage.
________________________________________________________________________________
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Notes


� This article is based upon a sections of ‘Performance practice in Dresden—1735: evidence from the performance materials’, a paper presented at the Annual Meeting of the American Musicological Society, Kansas City, Missouri, 4–7 November 1999. Also, part of Chapter 8 of the book Jan Dismas Zelenka (1679–1745); A Bohemian Musician at the Court of Dresden (Oxford, 2000). I acknowledge with appreciation the work of Robin Hillier and Hayden Reeder who typeset the music examples.





� Eighteenth century wooden oboe mutes are described by Janet K. Page in ‘ “To soften the sound of the hoboy”: The Muted Oboe in the 18th and Early 19th Centuries’, Early Music, 21 (1993), 65–80. Quantz, however, advised wind players to insert a piece of damp sponge (not paper or other materials) into their instruments when muting was required. Johann Joachim Quantz, Versuch einer Anweisung die Flöte traversiere zu spielen (Berlin, 1752). Eng. trans. with introd. Edward Reilly as On Playing the Flute (London, 1976), XVII, Section II, § 29.


� Charles Burney, The Present State of Music in Germany, the Netherlands and the United Provinces (London, 1775), ed. P. Scholes as Dr. Burney’s Musical Tours in Europe, 2 vols.; Vol. 2 [II] as An Eighteenth-Century Musical Tour in Central Europe and the Netherlands (London, 1959). II, 147. Earlier, Rousseau’s article ‘Orchestre’ in his Dictionnaire de Musique of 1768 honoured the ensemble with this statement: ‘Le premier Orchestre de l’Europe pour le nombre & l’intelligence des Symphonistes est celui de Naples: mais celui qui est le mieux distribué & forme l’ensemble le plus parfait, est l’Orchestre de l’Opéra du Roi de Pologne à Dresde, dirigé par l’illustre Hasse (Ceci s’écrivoit en 1754)’.Jean-Jacques Rousseau, Dictionnaire de musique (Paris, 1768), 354.


� The names of musicians employed in the Dresden Hofkapelle appeared in the annual editions of the Königl. Polnischer und Churfürstl. Sächsischer Hof- und Staats-Calender (Leipzig, from 1728, except 1730 and 1734). 


� Angelus Dominus descendit is a parody of the aria ‘Haec caeli est victoria’ from Zelenka’s Melodrama of 1723, Sub olea pacis: Melodrama de Sancto Wenceslao (ZWV 175). 


� ‘Angelus Domin[i] pro Paschate a 5. C: A: T2: B: VViolini 2, Oboe 2, V. 2, Basson, cum partitura’ was noted by Jan Dismas Zelenka into his ‘Inventarium rerum Musicarum Ecclesiae servientium’, D-Dlb Bibl. -Arch. III H b 787d. Repr. in Zelenka-Dokumentation. Quellen und Materialen, 2 vols., ed. W. Horn, Th. Kohlhase, O. Landmann, W. Reich (Wiesbaden, 1989), 169–218.


� The autograph score requires oboes, even though no stave is provided for them. Zelenka’s instruction above the violin stave in the opening bar is: ‘oboe 1 col Sopran: 2 col Contralto sempre’.


� In many Magnificat settings of this era, brass instruments (if used) re-entered with fanfare-like flourishes at the setting of this text (verse 6).


�  Quantz stated that oboists did not have the advantage of being able to double tongue on the instrument, as did flautists and bassoonists, Versuch, ch. 6, Supplement, § 3.


� A musical example to correspond with Zelenka’s tremolo sign was given by Charles Delusse in L’Art de la flûte traversière (Paris, 1760: repr. 1980). Under the heading ‘Du Tremblement flexible’, 9, Delusse remarks ‘Il est encore une autre sorte de Tremblement flexible que les Italiens nomment Tremolo, qui prête beaucoup à la mélodie, lorsqu’on l’emploie à propos. Il ne se fait que par un mouvement actif des poumons en soufflant ces syllabes Hou, hou, hou, hou, &c’.


�  Zelenka was responsible for the Masses performed in the Dresden Catholic court church on 26 and 27 December 1726. Therefore, Missa Nativitatis Domini was probably written for performance on one, or both of these days.


� On these non-thematic catalogues published by Breitkopf, see Robert Michael Cammarota, ‘The Magnificat Listings in the Early Breitkopf Nonthematic Catalogs’, in G. B. Stauffer (ed.), Bach Perspectives II: J. S. Bach, the Breitkopfs, and Eighteenth-Century Music Trade (Lincoln, Nebr., 1996), 143–56.


� I appreciate the advice of Peter Wollny who confirms that the copyist of the two Zelenka Masses in the collection of CPE Bach was also responsible for copies of his three keyboard sonatas, Wq 65.21; 22; 23 (US-Wc M23.B13 W65 [21–23]), copies thought to have come from Breitkopf. Wollny advises that, although impossible to determine the copyist’s exact period of activity, these sonatas were announced in the Breitkopf thematic catalogue of 1763. I acknowledge with appreciation the advice from Yoshitake Kobayashi that the same copyist was responsible for further CPE Bach sources, including Wq 54/4 (A-Wgm 11692).


� At this point in Zelenka’s autograph the original violin line has been pasted over.


� Jean-Jacques Rousseau, Dictionnaire, 130–31. I am indebted to Bruce Haynes for drawing my attention to this passage. 
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