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Whether this stylistic change endured is beyond the scope of the book. As a matter of fact the migration of
European musicians to Rio occurred at a time when the style of music associated with the rituals of the
Portuguese court was passing out of fashion even in Portugal, where some composers, notably Joao
Domingos Bomtempo, were already attuned to a different musical aesthetic, strongly influenced by recent
French developments. In that light, those artists brought to Rio a movement that was stylistically backward,
no matter how high their vocal standards were.

The underdeveloped last chapter works more as an appendix, as it lacks strong connections with the rest
of the book. Even so, it does bring some useful and reasonable suggestions on the pronunciation of the
language spoken in early nineteenth-century Rio de Janeiro. Yet the performer should be reminded that
these do not represent the ‘Brazilian” Portuguese of that period, as the chapter implies, but only a regional
variant. As happens all too often in the world of academic publishing in Brazil, the book suffers from less
than perfect editing, which is evident in the misspellings and low-definition music examples and images. The
editor opted to structure the book as a dissertation, with an endless succession of hierarchically numbered
topics and subtopics, most of the time preventing a fluent reading. The bibliography is divided into sixteen
categories arranged in alphabetical order, transforming any search into an excruciating operation.

In all, this resourceful book illustrates a recent trend to infuse historical musicology with empirical data,
and the author surely does that in a persuasive way. Pacheco’s research is invaluable, as it is able systemati-
cally to confirm, clarify or challenge a great deal of fragmentary and vague information on singing practices
in Rio de Janeiro during the first three decades of the nineteenth century. A CD ROM with additional
research material accompanies the book.

ROGERIO BUDASZ
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Traditionally attributed to Jacopone da Todi (died 1306), but possibly the work of an earlier Franciscan, the
Stabat mater sequence is assigned to the Feast of the Seven Sorrows of the Blessed Virgin Mary, celebrated
annually on the Friday after Passion Sunday (two weeks before Easter). Having been used in various monastic
orders and churches, it became liturgically fixed in 1727, when Pope Benedict XIII extended the feast Septem
Dolorum B. V. M. to the whole church. Devotion to the Virgin Mary was deeply rooted in Austrian Catholic
culture, and the Habsburg court had observed this feast prior to 1727. Emperors Ferdinand III and Leopold I
each composed a Stabat mater setting, and Charles VI visited the Minoritenkirche yearly for a procession on
that day. Liturgical practice in the Vienna Hofkapelle scheduled the Stabat mater not only for the new Marian
feast, but also for the first four Saturdays in Lent. These occasions created an ongoing need for new Stabat
mater settings, and numerous eighteenth-century Austrian composers wrote them, including Fux, Caldara,
Wagenseil and Gafimann, as well as Joseph and Michael Haydn. Reutter composed six between 1741 and 1767.
Tuma’s (1747) was performed frequently by the Hofkapelle ensemble between 1760 and 178;.

Pergolesi completed his Stabat mater, commissioned by the Brotherhood of the Vergine dei dolori in
Naples, in 1736, and it quickly became famous, being widely copied and published. Almost from the
beginning, despite harsh criticism from Padre Martini, Forkel and others, a number of musicians (both
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Catholic and Protestant) considered this piece worthy of recreating in their own arrangements. These
arrangements typically involved enlarging the original ensemble, which was criticized by Hiller in the Preface
to his own arrangement (Leipzig: Breitkopf & Hirtel, 1776) for its ‘limited form’ (‘eingeschrinkte Gestalt’).
Thus developed a tradition of adapting Pergolesi’s chamber work (as Alfred Einstein called it in his edition
(London: Eulenburg, 1927)) to oratorio proportions.

The ‘Wiener Version’, presented in this editio princeps by Martin Haselbock, differs from its predecessors
in that it is the final product of a series of accretions grafted on by at least three composers over a period of
almost half a century (between 1795 and 1843). The sources cited by the editor document the progression of
changes and the composers involved: to Pergolesi’s original soprano, alto and strings, Joseph von Eybler
added men’s voices and winds (Harmonie), Ignatz Ritter von Seyfried brought in trombones, and Otto
Nicolai introduced his own dynamics and articulation markings. The resulting full scoring consists of two
flutes, two oboes, two bassoons, two horns, three trombones, strings, organ, SATB solos and SATB choir.

Most of the movements in this ‘Vienna Version’ feature either flute or oboe. These high winds tend to
double the violins (sometimes an octave above), but they also contribute independent material, including
rhythmic variation over long vocal notes. In solos and duets, they frequently reinforce the voice parts.
Bassoons play in all but one of the movements with oboes, typically duplicating the bass strings, sometimes
with varied rhythms. Horns appear in the first, eighth and thirteenth movements, adding intermittent
sustained notes. Trombones join the ensemble only in the two fully scored choruses ‘Fac ut ardeat’ and the
final ‘Amen’, where they primarily fulfil their traditional Viennese role of supporting the three lower choral
parts. In general, the added instruments are more prominent in the interludes between choral sections, but
they also provide increased rhythmic activity, melodic decoration and textural enrichment during the choral
sections.

Probably the most fundamental alteration of Pergolesi’s work was the expansion of the vocal ensemble
from the original soprano and alto (solos and duets) to include men’s voices. In adding the winds, Eybler left
intact the composer’s string parts. In the case of the vocal treatment, however, he made more substantial
changes. Besides converting five movements to four-part chorus, he substituted tenor for soprano and bass
for alto in five solo arias or duets. Three movements keep the original vocal scoring; one movement (‘Quae
maerebat’) stands entirely unchanged.

Overall, the edition seems to be well done. Sources are clearly described and variant readings listed in a
critical report; the editor states that the principal source is nearly free of errors and problems. A one-page
Foreword in German and English provides a brief historical background. Here one wishes that Haselbock
had given more information. For example, he reports that ‘einige Auffithrungen’ took place in Vienna after
1850, citing one in the Karlskirche in 1856. It would be of interest to learn about those ‘several performances’
and also to know where the performance in the Karlskirche is noted. Curiously, although all the sources
belonged to the Vienna Hofkapelle archive by 1843, apparently the work was never performed in the imperial
chapel. A vocal score and performance parts are available from the publisher.

Users of the edition should be aware that the horn parts are incorrectly notated in two movements. The
two horn parts in number 8 were written for ‘Corni in G, as labelled in the score. Reading the parts in this
key will produce wrong notes, however, as they are notated for F horn. The incorrect key signature of two
flats only adds to the confusion. A similar contradiction occurs in number 13, where the part is labelled and
notated for ‘Corni in F” but has an inaccurate key signature of F sharp. It is unlikely that these incongruities
derive from the original sources, but if they do, they should have been corrected and reported in the critical
notes. There are a number of inconsistencies in the edition, including placement of dynamics (variously
above and below the instrumental parts), ties (different in relation to stems), whole-bar rests (start or centre
of the bar), mistakes in text (for example in no. 2, ‘pretransivit’, recte ‘pertransivit’), wrong pitches (move-
ment 4, bar 8, violins, notes 2—3), misplaced fermatas (movement 5, bar 19, organ) and missing slurs on vocal
melismas (movement 8, bar 99, alto). If a second impression is made of this edition, the publisher should
correct the repeated misspellings ‘Hofmusikkappelle” in the English introduction and ‘Minnergesangs-
verein’ (no second ‘s’) in the German one, and should also decide whether the subtitle of the work is

https://doi.org/10.1017/51478570611000145 Published online by Cambridge Un%%sity Press


https://doi.org/10.1017/S1478570611000145

REVIEWS

s

‘Wiener Version’ (as it appears on the cover and inside title page) or ‘Wiener Fassung’ (on the first page of the
score).

The principal source, dated 1831, has a title that credits two further composers for their contributions. It
reads in part: ‘Stabat mater / von Pergholese [sic] / Vierstimmig gesetzt von Salieri / Mit Harmoniebegleitung
v. Siifimayer’. The editor dismisses these attributions as ‘mysteriously false’. It would have been helpful to
know if this title (entered on the cover of the volume) is in the same hand as one of the music copyists or was
made by a different scribe. While it is possible that a busy or misinformed copyist erred in these ascriptions,
it is also conceivable that he may have had some basis for the names he gave. Salieri knew Pergolesi’s Stabat
mater well, having directed a performance in the Italian Church (Minoritenkirche) in 1777, and he is known
to have revised music by earlier composers.

Historically, the ‘Wiener Version’ of Pergolesi’s Stabat mater is important as it testifies to the enduring
popularity of the original composition, and, like Mozart’s orchestration of Messiah, it exemplifies how
changing tastes ‘modernized’ the work of a past master. Joseph Haydn’s Stabat mater (1767) underwent a
similar transformation in 1803, when Sigismund Neukomm, with the composer’s approval, expanded the
winds from two oboes to include flute, two clarinets, two bassoons, two horns, two trumpets, three
trombones and timpani. But this ‘Wiener Version’ is more than just a curiosity. Unlike Handel’s oratorio or
Haydn’s cantata, Pergolesi’s sequence setting was controversial from the beginning, condemned by its critics
as lightweight and nothing more than opera buffa fare. Perhaps owing to these contentions, it lived on
almost as much in its ‘improved’ versions as in its original form. By bringing this nineteenth-century
adaptation to light, the editor has made an important contribution to its Rezeptionsgeschichte and given
choral directors the opportunity to present a ‘new’ oratorio.

JANE SCHATKIN HETTRICK
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The name of Leonardo Vinci (c1696-1730) immediately evokes Neapolitan opera, the genre to which he
dedicated almost all his life’s work. Famous for his opere buffe in dialect, his domination of the Neapolitan
stage was unprecedented. Considered one of the fathers of the new aria style, his collaboration with
Metastasio and his well-known rivalry with Nicola Porpora were certainly among the factors that nourished
his innovative language. As Burney put it, ‘Vinci seems to have been the first opera composer, who ...
without degrading his art, rendered it the friend and not the slave of poetry’ (Charles Burney, A General
History of Music (London, 1776—1789; reprinted Cambridge: Cambridge University Press, 2011), volume 4,
547). In eighteenth-century Naples the audience’s passion for opera was overwhelming. But the city also had
an extremely vivid tradition of sacred music. It was second only to Rome for the number of its religious
institutions, oratories and confraternities. Indeed, a very rich and distinctive tradition of sacred music
flourished from the fifteenth century onwards.

The unique political situation in Naples made it fertile ground for cultural and artistic innovations, many
of which came to ahead in Vinci’s lifetime. Ruled by its Viceroy, Naples nonetheless retained an autonomous
government directed by local aristocrats known as the Eletti. They were responsible for the cappella musicale
del Tesoro di San Gennaro, operating in close competition with the Royal Chapel of the Aragonese kings. The
maestri di capella and members of both institutions were always prestigious musicians: composers Giovanni
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