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The work of Father José Mauricio Nunes Garciailisustavailable in its majority. With
four criteria theMissa em Mi Bemd[1811) — CT 107 was selected for edition and amsly
Written for SATB choir, SSATB soloists, and orgéns divided into fourteen parts and was
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the tonal areas in a wide range. The variety ofcstires and forms used is impressive. It reveals
the different approach of a skilled composer comgao the frequent through-composed
treatment of the sacred genre.
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CHAPTER 1

INTRODUCTION

The Composer, from the Early Years until 1811

Father José Mauricio Nunes Garcia (1767-1830) asniost prolific Brazilian
composer of the colonial period. More than 300 war&mprise his thematic catalogue {£T
with instrumentation ranging from a full orchestvith choir (e.gMissa de Santa CeciliaCT
113) to voice and piano (ellodinha— CT 226). Composing during a period of major jocdi
changes, he was unexpectedly put in direct comtdlctthe musical demands of the Portuguese
court.

Garcia was born in Rio de Janefrone of the most musically active cities at the ehd
the 1700s. Rio de Janeiro had a large communipedbrmers, teachers, and students for whom
music was part of everyday life. As a consequemeesical opportunities were available to him
from the beginning. The composer’s musical trairbegan with Salvador José de Almeida e
Faria® Unfortunately, there is no formal documentatiormotount of these first years. The

musicologist Cleofe Person de Mattos raises thsipitity that Garcia sang at tf&e(cathedral),

! Cleofe Person de Matto8atalogo Tematico: José Mauricio Nunes Gar@o de Janeiro:
Grafica Olimpica, 1970).

2 All persons born in the colonial state of Brazéne considered Portuguese citizens. Brazil
gained its independence in 1822.

% He signed his name Salvador José de Almeida andtsoes Salvador José de Aimeida e Faria.
He was also called Salvador Josg@ardo(the mulatto). Cleofe Person de Mattdssé Mauricio Nunes
Garcia: Biografia(Rio de Janeiro: Fundagéao Biblioteca Nacional,7)991.



where, as a choir boy, he would have had the oppibytfor contact with other musicians who
were prominent in Rio de Janefto.

There are a few reports that indicate his firghtrgy in music was with Salvador José de
Almeida e Faria. One of the composer’s earliesgfsiphers, Manuel de Araujo Porto Alegre,
says that at the age of six, after the death oti@arfather, his mother and aunt provided for his
general education.Porto Alegre suggests that Garcia was sent tlystith Almeida, but no
date is given. Almeida was a native of the stati®liolas Gerais and was familiar with the
musical tradition of the 1700s. The quality of thstruction — in what would have been a
relationship of master and apprentice - would Haa@n significant. Almeida is also mentioned
by the writer of Garcia’s obituaf.The obituary is short, but it is considered tchizefirst
biography, wherein Almeida is praised as a teath@m whom many disciples well versed [in
music] are numbered among our best musicianstie analysis of Almeidasost-mortenestate
by the historian Nireu de Oliveira Cavalc&rshows that he enjoyed the status as teacher,
luthier, keyboard manufacturer, and performer.

Garcia started to compose when he was 16 year3loddantiphorTota pulchra es
Maria (1783) is his first extant work. It was intended tioe Sé which clearly shows his

connection with this institution as a youth. In 278e took religious orders at the age of 24. By

* Mattos,José Mauricio Nunes Garcia: Biografia2.

® Manuel de Aratjo Porto Alegre. “Apontamentos sabréda e obras do Padre José Mauricio
Nunes Garcia,Revista do Instituto Histdrico e Geografico Brasibel9 (July-September 1856): 355.

® Januério da Cunha Barbosa, “Necroldgicdgtnal da Imprensa Imperial NacionéRio de
Janeiro), 30 April 1830, p. 403.

" Ibid., 403.

8 Nireu Oliveira Cavalcanti, “A Cidade de Sao Seidastio Rio de Janeiro: As Muralhas, sua
Gente, os Construtores (1710-1810)” (Ph.D. dissivétsidade Federal do Rio de Janeiro, 1997), 286.



1808, he had written over 105 works. The first dateculat music in his catalogue is the
Sinfonia FlnebreCT 230, composed in 179%.Nonetheless, the secular genre is not as
prominent in his output as is the sacred.

The period from 1808 to 1811 was a turning pointHazil as a Portuguese colony. The
arrival in Brazil of the Portuguese Royal Familyhawhad fled from the Napoleonic invasion,
produced a unique change in the relationship betwez colony and its metropolis (mother
country). The capital of the Kingdom of Portugalswthen established in Rio de Janeiro (from
1808 to 1815). For obvious economic reasons, axgohas forbidden to have any kind of
industry or business that could rival the metragpolihe colonial state of Brazil, therefore, had to
build what was necessary for the royal adminisirativernight. In the most direct way, the
arrival of the court influenced and changed thediof the people of the colony in their
activities. While music was only one of these atig, it was an important one since it was
included in the religious functions.

The arrival of better-trained musicians and thé&d&ént and demanding taste of the court
had an impact on the musical aspects of religienaces. Garcia had been tmestre-de-
capeld! of theSéof Rio de Janeiro since 1798. In this capacityctmaposed, rehearsed and
took care of all details concerning the use of mdsiring celebrations at the cathedral. Early
account¥’ suggest that his first contact with the Princed¢dom Jo&o and the court was at

their first Mass in Brazil. In it, the Prince regtied ale Deum- most likely composed by

° The term “profane,” sometimes used in the litewafind even in his thematic catalogue, will not
be used in this document.

° This is his first strictly instrumental work.

" This term denotes the same kind of professionti@&ermarkapellmeisteyor the Italian
maestro di cappella.

12 Mattos,José Mauricio Nunes Garcia: Biografia28. See endnote number 80.



Garcia - to “thank God for his auspicious journ&AWhether or not that was the first encounter
with the Prince Regent Dom Jodao, the composer toalethe additional responsibilities of
acting also amestre-de-capelto the new Royal Chapel, which was created totfand¢ogether
with the cathedral. In addition to supplying newsauor the ceremonies of the Royal Chapel,
he also was a conductor, organist, and musicalrigon, and he was responsible for all the
related bureaucracy, including accounting for tresence of the musicians at the rehearsals.

Notwithstanding his many duties, his compositigmaduction increased during this period.

Music in the Metropolis and at the Colony

The colonial state of Brazil was a reflection o thetropolis in its administrative and
social organizations. Even before the arrival ef Royal Family, the public and private
institutions in Brazil were copies of their Portege counterparts. Musical activities as well
were regulated in similar ways.

The music in the metropolis, until the beginningl# reign of D. Maria | (1777), was
among the richest of Europe. Opera professionaddl gbrts - stagehands, tailors, set designers,
dancers, and musicians — comprised a large comynilnait kept the activity in motion. The size
of the orchestra of the Portuguese court in thersgbalf of the 18th century was larger than
was typical for the time: 20 violins, 4 violas, dllos, 4 double basses, 3 oboes, 2 flutes, 2

bassoons, 9 horns and trumpets, and 2 others edifisg (50 musicians in totatf. Opulence

13« . render as gracas ao Omnipotente pela felicididsua jornada.” Luis Gongalves dos

SantosMemarias para Servir a Historia do Reino do Brasil. 2 (Rio de Janeiro: Zélio Valverde,
1943), 2009.

14 Mauricio Mario Monteiro, “A Construcéo do Gostolbica e Sociedade na Corte do Rio de
Janeiro 1808-1821" (Ph.D. diss., Universidade deF&ulo, 2001), 79.



and pomp were the norm, and that usually impregs#idrs. The orchestra was known as the
largest, the best, and the one that paid the nubstantial salary.

Many composers, especially Italians, came to Pattiegserve the court. In 1719,
Domenico Scarlatti wasestre-de-capeland tutor for the younger members of the royalifiam
From 1750 to 1793, Portugal had 223 musical perdmeas in which works of Italian composers
outnumbered those of Portuguese composers by thveee. Music by David Perez, Domenico
Cimarosa, and Nicol6 Jomelli appeared along witbi&mio Xavier Santos, Marcos Portugal, and
Jodo de Souza Carvalfid.The familiarity of and preference for Italian Wenater influenced
Portuguese composers, who tried to earn the favitbeqoublic by adopting Italianate musical
characteristics, especially in the opera style.

Performances occurred in many opera theaters ardiespecially designed rooms such
as the music room of the Queluz palace. Musicaligctiminished after the great earthquake of
1755 destroyed Lisbon and killed thousands of iidials. The Tejo Opera House was surely
devastated, but its reconstruction was not inytialpriority. Not until 1793 was the Teatro
Nacional de Sao Carlos built as a substitute ferTidjo Opera House. Nonetheless, although
diminished, the quality of the musical activity timmed to attract music professionals to
Portugal after the earthquake.

The guild was the mechanism by which the quality e monopoly of the musical
activity were maintained in the metropolis. Forroainplaints regarding bad performances and
inadequate teachings by amateurs were the reageddar the creation of the guild in Lisbon.

In 1760, Dom José'f, bowing to the pressure of the members of the Bogsdrmandade de

% bid., 70-73.
18 He ruled from 1750 until 1777.



Santa Cecilid’ established a fee for those who taught or prattisesic without the consent of
the guild!® After that, other music guilds were created imeotparts of the realm, each
representing the interests of the musical commesiti

In the colonies, the most elaborate musical agitisually occurred during important
religious observations. Churches competed amonggdékes to host pompous celebrations that
would encompass not only the music inside the dhurat also the activities outside
(processions, for example). Extant documentatimutthese celebrations is scarce, and thus it
is difficult to describe these musical activitiesdetail. TheSéwas the most active religious
institution of that time, considering its statusldahe attendant administrative duties. With
chantres mestre-de-capelachoir, and orchestra, the lack of documentati@vents us from
both assessing the particular music, and gatharfogmation about the activities, of Garcia’s
predecessors.

The secular musical activity in Rio de Janeirchat time is even more difficult to grasp
again due to the scarcity of documentation. HiatoAyres de Andrade makes an indirect report

of this activity in this prejudiced opinion:

The music in Rio de Janeiro of those days, wheanited to rise up from what it was in the
battalions’ parades or at the beginnings and astésof dramatic plays in theaters, not even
speaking about the one that was in the mouth gpélople as songs or stimulating dances in
ballrooms and streets, or the one that was perfdanéhe churchyards, that rivals the fireworks
in commemorative days of saints of popular devgtiba so-calletharber musi¢instrumental
groups that seemed to prophesize the future andstakablechorosof Rio de Janeiro; the great
music, in short, it took refuge inside the tempfes.

7 Guild of Saint Cecilia.

18 cavalcanti, “A Cidade de S&o Sebastido do Ricadeido,” 278.

19 «“A musica do Rio de Janeiro daqueles dias, quaneiendia elevar-se acima do que
costumava ser nos desfiles dos batalhdes ou rio smintreatos das representacdes dramaticas nos
teatros, ndo falando da que andava na boca dogmyorma de canc¢des ou animando as dancas nos
salbes e nas ruas, ou da que era executada ndadigrejas, fazendo concorréncia ao foguetoriaiem



This colorful imagery of the secular music perfonoe of the period gives a fair account
of venues and genres. It also shows a lively spanetvhich music was a constant activity
enjoyed by an avid public. That in turn requirede&nlving musical community that would
supply such professionals as teachers and perferiimehnis research, Cavalcanti gives an
account of the professionals he identified fromuwioents such gsost-mortemnventories and
guild books: 6 composers, 4 copyists, 6 choriste2gyrgan players, 7 masters, 7 “timbal”
players, 4 instrument manufacturers, and 68 musidiageneraf®

Given the amount of musical activity, it is remdlathat the guildrmandade de Santa
Ceciliawas not created in Brazil until 1784. A rigid sti@t that regulated all aspects of the life of
its members was established in 1786 when the gedeived confirmation from the Queen Dona
Maria |. Raised to the level of an association tiehers® shared the musical functions and
regulated the apprenticeship in the city. Thirtsethprofessionals signed the document at its
founding. Many of the signers are still not welbkm. Two signers, however, stand out:
Salvador José de Almeida e Faria (who was prol&blears old) and his pupil José Mauricio
Nunes Garcia (who had just turned 17). Before iipeasures, one sentence reads: “To confirm
the above, this document was drawn up and is sigypedl of those called teacher<."It
corroborates the status that Garcia had at that timd confirms that he taught music at an early

age.

de se comemorar santo da devocao popular, a chamigiea dos barbeirggrupos instrumentais que
pareciam querer profetizar os futuros e inconfugidishoroscariocas; a grande musica, em suma, esta se
refugiava no interior dos templos.” Ayres de Anardefancisco Manuel da Silva e seu Temyd, 1
(Rio de Janeiro: Edicdes Tempo Brasileiro, 196@), 1

20 Cavalcanti, “A Cidade de S&do Sebastido do Ricadeido,” 281.

2L All members are called brothers, but an espec@mlgwas identified among them: the music
teachers. They had a higher status and were pedfarthe administration of the entity.

#«para firmeza do que, se lavrou o presente témmeovai assinado por todos os ditos
Professores.” Ibid., 96.



In 1791 Garcia took the first step toward takiniggreus orders. He started the “de
genere” process, which is a gathering of documemserning the religiousness of one’s family
and one’s inclination to the priesthood. In thatmet, he had to request forgiveness “for the
color defect,” which was granted lafér Before he was allowed to take the specific exduiss,
life was scrutinized through inquires of relatiaesl witnesses in Rio de Janeiro and even in
Minas Gerais, to the provenance of his parentggaaddparents. On March 3, 1792, age 24, he
was ordained.

Six years later, on July 2, 1798, Garcia was afpdimestre-de-capelaf Séafter the
death of the canon, Jodo Lopes Ferreira. He keptitle for the rest his life. His output untileh
arrival of the Royal family (and the creation oétRoyal Chapel at the same place as the

cathedral) exceeded thirty pieces.

Need for Study

Father José Mauricio Nunes Garcia's output spampolitical transitional periods in
Brazil: from colony to united kingdom in 1815, attieén from a united kingdom to full
independence in 1822. In 1970, Brazilian musicologist Cleofe PersorMigtos published
Garcia’sCatélogo Tematicoa landmark in Brazilian musicology that conteXizess his output
by separating it into groups that reflect functidgar genre. Within his output, one group of
works merits special attention. From 1808 to 1&tibn the arrival of the Royal Family at Rio

de Janeiro, when Garcia assumed the pastestre-de-capelaf the new Royal Chapel, he

%3 Every mulatto had to include this sentence in otdée considered acceptable. Matthzsé
Mauricio Nunes Garcia: Biografiad1.

4 The United Kingdom of Portugal, Brazil and the #&fges was created on December 16, 1815.
Only in 1825 was Portugal’s independence recognrizerazil.



faced new demands. Access to better musiciansjrawidh a taste for Italian musical
characteristics, and increased economic resourees important factors to promote a change in
his musical style.

The availability of his works is limited. Althougdditions have been available since the
end of 18 century?® they are mostly performing editions covering thajon works. A more
systematic approach was initiated in the 1970s8@sdvith Mattos anéundacao Nacional das
Artes(FUNARTE). In these decades, the thematic cata@md full scores of his most
important works became available.

The purpose of this document is to prepare ancedénd analysis of a representative, but
unavailable, work from the years 1808 to 1811. Tinne period extends from the arrival of the
Royal Family (1808) through the arrival of Marcasrfagaf® (1811), with whom he shared the
title of mestre-de-capelahough at this point his services were no longquired for the Royal
Chapel. The edition produced by this documenttenided to help to disseminate a selected

piece from the most prolific period of the compdséfe.

Methodology

For the selection of the piece to be edited andistlin this document, four criteria were
devised. First, only a work that survived complatan autograph form was considered. With

only one source, there are no problems with diffeversions or incomplete passages.

% One of the earliest-and possibly the first—prirgeitions of his works is the “Missa de
Requiem” of 1816, CT 185, in 1897, by Alberto Nepmano through I. Bevilacqua & C. It was written
for choir and orchestra, but this edition is a xun for choir accompanied by organ or harmonium.

% Marcos Portugal was the most famous Portugueseasen of his time with works performed
in Italy and England. He wamsestre de capelaf the Royal Chapel in Lisbon since 1800. He ditiffee
to Brazil with the Royal Family, arriving only irB11. He was also appointetestre de capelim Rio de
Janeiro. While Father José Mauricio Nunes Gardlaetained the title, he did not compose for the
Royal Chapel anymore.
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The second criterion was that the piece would kertdrom his religious works, so that
the edition would be representative of the mosifiigant part of his compositional outptit.
Considering the works numbered in the thematic@gtee, his secular output is only
approximately five percent of the total number afrks.

The third criterion was chronological: the limitatito works dated between 1808 and
1811. These three years are the period mentiorfedebéom the arrival of the royal family
through the arrival of Marcos Portugal. It was dgrthis period that the composer had access to
a more select group of musicians and more contglettiae court’s Italian taste.

The fourth and last criterion was to edit a woratthas not yet being published. Priority
was thus given to some works improving availabitityhe composer’s overall output.

Using these criteria, one major work was seledtegiMissa em Mi Bemd[1811) — CT
107. The copy of the manuscript to be used is faaride microfilms from th®ivisao de
Musica e Arquivo Sonoraf Biblioteca Nacionabf Rio de Janeiro (BR-Rn). There are 12 reels
of film in all that contain works from the two masources of manuscriptBiblioteca Alberto
Nepomucene Universidade Federal do Rio de Jane{(BR-Rem) and th€abido

Metropolitano(cathedral chapter).

27|n this document, a distinction will be made betweeligious and sacred music, the latter
being a special form of religious music consecrabeithe Roman Catholic services (as part of th@&ro
or Ordinary). In the religious music is also inadgdwhat could be used in the services, but thatatre
part of it, like hymns. To avoid confusion with séar, the term non-sacred will not be used, beloge
works referred by the generic term "religious.”
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Object of Study

TheMissa em Mi Bemd[1811) — CT 107 is one of the 19 Masses listdusrthematic
catalogue (with the exception of funeral Massestdoly Week services). It is divided into 14
pieces, employing organ throughout the entire wB&TB choir, and SSATB soloists.

The autograph score was damaged by being cut appatety one centimeter. Most of
the title was lost. In attempting to decipher wisdeft of the writing, strong hypothesis is that
the beginning would state, at leddissa a 4 vozes e organo

The divisions and treatment of each piece in thasd/are quite characteristic of Garcia’s

other Masses. As Mattos indicates in @ealogo Teméaticohe tonality of B Major is his first

preference among his Masses: 10 out of 19 ardsrkdy. TheGLORIA? is usually larger than
the CREDQ Laudamuss usually a solo. Th€um Sancto Spiritis divided into two parts: a
slow introduction and a fugue. TREREDOusually has th&t incarnatusand theCrucifixus

separated’

2 |n this document, the Ordinary parts are writteitalics and capital letters, i.&YRIE,
GLORIA CREDQ SANCTUSandAGNUS DEI The divisions of each part by the composer véll b
written in italics and sentence-style capitalizatiBor example, thEREDOof the Mass is divided into
Credq Et incarnatus Crucifixus andEt resurrexit

9 Mattos,Catalogo Tematico: José Mauricio Nunes Gay@a2.
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CHAPTER 2

PROCEDURES AND CHARACTERISTICS OF THIS EDITION

Types of Editions

Editions are the result of current trends in perfance practice. In light of new findings
concerning historical, social, and economical cemtéis necessary to take new data into

consideration. In James Grier's words:

[...] editing music, far from being an exact scienmesents, in fact, a moving target. As our
knowledge of repertories and their sources deepenkour critical appraisal of that knowledge
continues, new editions are needed to keep pabe avid reflect, the latest developmefﬁts.

An edition, therefore, has a limited life time thi#pends on the pace of ongoing
research. Another corollary to this last quotat®that even new editions of the old masters are
valid and necessary. Eva Badura-Skoda points irdinection when she says “the history of
editing seems to indicate that every generatiom$ats own set of values, with corresponding
editorial requirements®*

When studying the old editions of Father José Mzaaufilunes Garcia’s works, it is easy
to find musical elements that were altered to confto the musical knowledge of the time.
Changes in time signature, pitches, and dynam&sly a few example€.The intention of

those old editions was to provide a score for jgakctise, notwithstanding the heavy hand of the

% James GriefThe Critical Editing of Musi¢New York: Cambridge University Press, 1996), 99.

31 Eva Badura-Skoda, “Textual Problems in Mastergiexehe 18th and 19th Centurie3fie
Musical Quarterly51, no. 2 (Apr., 1965): 303.

32 Claudio Antonio Esteves, “A Obra Vocal ‘de Capetla Padre José Mauricio Nunes Garcia:
Seis Edicdes e seus Elementos de Escrita” (PhsB, dniversidade Estadual de Campinas, 2000), 57-61
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editor over the composer’s work. It was useful @kethe work in question available, but those
changes sometimes differ from the composer’s irdant

Thurston Dart and his co-writers justify this kiofledition saying:

In learned editions it is customary to list all gages in which the editor has found it necessary to
alter the copy-text. Such lists may take up a gileat of space and cost a lot of money, and we
are increasingly doubtful of their value. In praatieditions the editor can cover many of his
alterations by saying that “Obvious errors haventmm@rected without notice”; but maust

record, in footnotes or by other means, every ggsgawhich he has the slightest doubt about
the composer’s intentioris.

James Grier responded strongly to this kind of view

More important to the critical users of an editame two other matters. First, they seek
unequivocal indication that a particular readinges from editorial intervention. Not all editors
are as frank with their audience as they mightHmav frequent is the remark “Obvious errors are
silently corrected?” Obvious to whom? And correated/hat way? Second, and even more
important, the user would like to know why the edjpreferred one reading over anotffer.

In spite of some terminological differences in literature concerning the label of an
edition (e.g. scholarly edition, Urtext), therecmsensus about the need for listing every change

done in it by the editor. James Caldwell explains:

The original may be written in obsolete notationitanay require scoring, or both. Where the
original notation is unambiguous, it may be systirally modernized at this stage. The
important thing is to note down any factors whicigim conceivably affect the choice of reading:
clefs, key-signatures, time-signatures, or menguraigns, the placing of accidentals, line-ends,
ligatures, coloration, and so on, depending torgaiceextent on the date of the soutte.

% Thurston Dart, Walter Emery, and Christopher Myditing Early Music(London: Stainer
and Bell, Novello, Oxford University Press, 1963)

% Grier, The Critical Editing of Music8.

% John CaldwellEditing Early Musio(Oxford: Clarendon Press, 1995), 2.
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To know what to change and to list, Grier deferm#sdreation of a “critical edition.”
Listing the changes made in the musical text akithgginto consideration the context and

background relationship, he proposes four constitpanciples of the nature of editing music:

(1) Editing is critical in nature.

(2) Criticism, including editing, is based in higtal inquiry.

(3) Editing involves the critical evaluation of teemiotic import or the musical text; this
evaluation is also a historical inquiry.

(4) The final arbiter in the critical evaluationtbie musical text is the editor’s conception of
musical style; this conception, too, is rooted mstorical understanding of the wotk.

Most of the literature available about editing deaith such problems as the search for a
text source, the changes from old system notatidhé current, and additional intervention in
musical textsrfiusica fictanotes inegaledor example), all of which are important subjefcts
the repertoire of the 1'7century. In music of the ¥8and 14' centuries, the notational system is
practically the same, but without some conventmini®day’s practice.

Badura-Skoda comments on the task of the editorusic of this period, saying that
despite the questions these editors face, thetharenvy of a medievalist whose worries are not
of the same sort. “But this does not alter the flaat editing the masterpieces of the 18th and
19th centuries is only rarely and in exceptionalesaa simple, unproblematic affair, while, as a
rule, it is time-consuming and often very diffictff

The guidelines and procedures used in this edifdhe Mass were put together by
Walter Collins® Initially, a terminological clarification is need. The definition of the terms,
arrangementtranscription andeditionare key to understanding what would be suitablhas

source text.

% Grier, The Critical Editing of Music8.

3" Badura-Skoda, “Textual Problems in Masterpiecab®fl8th and 19th Centuries,” 301.

% Walter S. Collins, “The Choral Conductor and thedidologist,” inChoral Conducting
Symposiumed. Harold A. Decker and Julius Herford (New dgr#rentice-Hall, 1988).
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Collins clarifies that every deliberate alteratafrthe composer’s original intent is an
arrangement’ Alterations of this kind are seen frequently wiiee genre in which the music
piece was written is changed, instruments switched, structural element is replaced.
Accordingly, for example, despite the informal wd¢he terms, to call a piano reduction of an
orchestral work a transcription is to use the wrtargn. A transcription, Collins explains, is a
reproduction of an original source in a new notatend it is primarily intended for scholarly
use only*°

In order to give access to a repertoire that ivaiable, an edition is necessary. In it,

Collins gives two principles to guide the task:

1. The ideal performance of a piece of music is treetbat most closely approaches the
composer’s expectations for performance . . . .

2.The ideal edition of a piece of music is the o thost accurately reveals the composer’'s
expectations for its performante.

From these two axioms, two basic procedures emerge:

1. The editor must include everything that survivesally from the composer or from as close to
the composer as possible . . ..

2. The editor must distinguish with absolute clarigiieeen that which survives from the
composer and that which he himself has supffied.

Classification and Characteristics of this Edition

As for the type of edition, the terminology and pirecedures also differ from one author
to another. There is an agreement, however, aheutdleterious qualities of a practical edition.

This kind of edition is created typically for pemfioers that are not familiar with scholarly and

¥ |bid., 123.
“Ibid., 123.
*!Ibid., 128. The italics are in the original.
2 Ibid., 129. The italics are in the original.
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musicological research. At times such editions weagle according to the musical intentions of
a particular performer to suit the taste of thequerThe problem is that this practical intent,
concerning which comments are superfluous, dissaesna distorted image of the musical
work. Unfortunately, the romanticized versions otal or instrumental works of the previous
musical periods have been used widely. Even togtaype editions of this type are heard in
performance.

In an attempt to bring a scholarly view of the casgr’s works, another approach raises
the controversy to a scholarly level: tHgext edition. While its proponents were concerned
with the use of only one source (where possibld)iefidelity to the “composer’s intent,” it
sometimes lacked the critical research about thegpand thus perpetuated mistakes. Badura-
Skoda comments on such mistakes: “What can we tlogrsituation? In the final analysis, the
slow process of weeding out textual corruptionslmafurthered only if one constantly points
out the best editions and draws attention to inftlial mistakes

In reference to the works of Father José Mauriaiod$é Garcia, the musicologist Carlos
Alberto Figueiredo describes the various typesditians that he found suitable to the works of
the composet Under his classification, this edition would bél@a&Urtext Nonetheless he
warns about the controversy surrounding the term.cdh summarize his understanding of an
Urtext edition as the one that uses only one source tepdae notation to the current system,
contains the composer’s intention, and whose dashim is not only for performance, but also

for some musicological studiés.

*3 Badura-Skoda, “Textual Problems in Masterpiecab®fl8th and 19th Centuries,” 304.

*4 Carlos Alberto Figueiredo, “Editar José Mauriciorés Garcia” (Ph.D. diss., Universidade do
Rio de Janeiro, 2000), 92.

** Ibid., pp. 104-106.
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This possible use of an edition (for performer angsicologist) is also in the mind of
Collins when he states that “an edition must satisith performer and scholar simultaneously.”
He adds: “No longer should we distinguish betwexitical,” ‘scientific,” ‘original,” ‘Urtext,’
and ‘scholarly’ editions on one side, and ‘perfarg)i ‘practical,” and ‘artistic,” on the other. No
more do we need to tolerate the relegation of dmeptetely scholarly edition to the library shelf
unperformed or the inaccuracy and basic dishorsgtye worst of our performing edition&”

This edition of theMissa em Mi Bemd[1811) — CT 107 will follow these guidelines: a)
the use of only one source; b) the substitutioarohaic and outdated notational symbols; c)
indications of every alteration, change, correctmminclusion; and d) the intention to provide

suitable musical material for performance.

The Manuscript Source

TheMissa em Mi Bemd[1811) is listed in th€atalogo Tematicon pages 156 to 158
with the number 107. It has three entries. The $ays “autograph score” and gives its
depository asJniversidade Federal do Rio de JaneiEscola de MusicaBiblioteca Alberto
NepomucenoBrazil (BR-Rem). It describes the manuscriptemeral with incipts of each of its
parts. The two other entries in the catalogue loeNyg parts of the score of the Mass or
individual partsKYRIEand part ofSLORIAiIn the same libraryBiblioteca Alberto
Nepomucenpas a copy an@REDOwith its individual parts in the cathedral chaptéRio de
Janeiro. These two scores were not consideresgagree for this edition for the following

reasons:

“®Walter S. Collins, “The Choral Conductor and thedidologist,” inChoral Conducting
Symposiumed. Harold A. Decker and Julius Herford (New dgr®rentice-Hall, 1988), 131.
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First, the two other entries are not an editiothefpiece. They are otherwise an
arrangement since changing the musical forces gan to an orchestra is a significant change
from the composer’s intention. There are no indicet that the composer ever considered to
rewrite this work. The title of the arrangementsayriginal. Mass in 4 with violins, viola, flute,
clarinets, horns, trumpets, violoncello, doublesbasd timpani composed by Father José
Mauricio Nunes Garcia, in the year 1811 only witham accompaniment. Instruments added in
the year 1836 by Francisco da Luz Piritb.”

The orchestration was made by Garcia’s pupil Femacda Luz Pinto, based on the
autograph score, six years after the composerthdea twenty-five years after it was
composed. The musical scene in Rio de Janeiro eldashgmatically over that period of time.
The Royal Family had already returned to Portugthat time, and after 1822 the Royal Chapel
was renamed the Imperial Chapel. In 1831 the otchess disbanded due to economical
constraints. Only Znestres-de-capel& organ players, 23 singers and 4 players (tvesdians
and two double-basses) remairiéd.

Third, some parts were added, e.g., introductioasg musical fragments from Garcia’s
works. The number of these interventions modifireskiasic structure and harmonic plan.

These two pieces were not meant to make the otigawae available, but they were an
attempt to change it to the taste of that peridthdugh invaluable as a posthumous tribute to

the composer, they were not considered in this mec.

*" Original. Missa a 4 com Violinos Violla Flauta Claettas Trompas Clarins Violoncello
Contrabasso e Timpano Composta Pello Snr. Pe. bt Mauricio Nunes Garcia. no anno de 1811 S6
Com Acompanhamento de Orgéo. Instrumentada no deri®36 Por Francisco da Luz Pinfdattos,
Catélogo Temético: José Mauricio Nunes Gardia8.

8 Andrade Francisco Manuel da Silva e seu Temyal, 1, 163.
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Alterations, Changes or Corrections

Text and Voices

In order to clarify repetitions, beginnings and iegd of sections, the vocal text was
treated accordingly to the standard printed sourbere are no punctuation marks in the
autograph score whatsoever, so every one supglieditorial. Capitalization is also inconsistent
through out the autograph, giving no indicatiorpo$sible punctuation marks (with the obvious
exception of names related to God, sucRaisi, Dei, Doming. In the case of theLORIA for
example, although it is perfectly clear in Latime taltered order of the text(excelsis Deo
Gloria) was avoided. Signs indicating text repetitiongawe time for the writer) are heavily
employed in the autograph, but were only indicateithe Appendix B if there is some
inconsistency between notes and syllables.

The practice of beaming notes was kept in thisadiit was preferred to the addition of
slurs. Beaming has the advantage of clarifyingstiabic divisions that can be problematic due
to the writing tools employed and the cursive st¥leere are some instances in which the notes
were separated avoid groupings between differemtisbe.g. in measure 97 Qtii Sedes
beamed notes would cause an awkward grouping freerbeat to the half of the other.

Some syllable placement was difficult because latk of information at the source. In
measures 45 to 48 Giloria/Et in terra/Gloria the tenor has no underlined syllable. Most likely
it was supposed to follow the alto, but the notesidt match the syllables. This problem was
solved without altering the notes despite the slitifplacement of the second syllable compared
to the other voices.

The names of the voices on the staff were kepairah, which the composer had used

on the front page. Thdivisi in the voices were always notated with stems wpdmwn. In this
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edition, this was simplified and the notes, wherewis rhythmically possible, are joined (the
same is not true for the organ, see page 22).

In one instance, small notes were used to indeateange due to the possible realization
of the Mass with a mixed choir. In measures 137 E38&lof theGloria, the lower contralto notes
were changed to smaller font to indicate doubliriipwenors.

Indications of small groups of solo voices alteimabr not withtutti are also present in
the composer notation. He uses the expressigres3, anda4 for those groupings, but they not
always are consistent. These indications were @dhf@soloin each voice involved.

Organ Registration and Figured Bass

The intention that the work was to be performeth@Royal Chapel is evident from the
use of the stops in the organ part. The work iarbjenritten for an instrument with many
resources. The only reference to the organ of thheaRChapel is by the historian Ayres de

Andrade:

The Chapel’'s organ was a complex instrument. Terakk it, the organ builder Anténio José de
Araujo came from Lisbon. Thanks to him, that soendme his friend, José Mauricio could
master the instrument in all its mechanical comipjex

A picturesque note: the instrument had, in itsriofepart, a face that wide opened mouth and
eyes on the low noté8.

There are five indications of registration in thhgan partflautadq oboé trombetascom
o p€ andno meio.The first three are related to stops whose pipakidee wood, reed, and

metaf® respectively. The last two indications concernuke of the keyboard ped@lom o pé

9“0 org&o da Capela era um instrumento complicRdoa arma-lo, viera de Lisboa o organeiro

Antbnio José de Araujo. Gracgas a éste, que log@zsseu amigo, péde José Mauricio dominar o
instrumento em t6éda a complexidade do seu mecanismo
Nota pitoresca: o instrumento tinha na parte iofarima carranca que escancarava a bdca e esbualhav
os olhos nas notas grave#\ndrade,Francisco Manuel da Silva e seu Tempal, 1, 25.

* The stofflautadocan be made of wood or metal.
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means literally “with the foot” as in the use oétkeyboard pedal, ameb meiomeans “in the
middle” for the keyboard only. This contrast iseintled to provide variety in the texture and
tonal color.

All the figured bass (fb.) notations were movedirabove the notes to below according
to most recent practice. One characteristic aises in this Mass is that it alternates with written
out measures, so, in the manuscript, the measutlesh# fb. have the upper staff with no
pitches for the organ. This alternation is prese| but two pieces: theaudamusand
Crucifixus The alternation is also indicated by the compseseriting consonancias
(consonances) above the beginning of the fb. Fldkation was removed and, in order to
provide a suitable material for performance, theafas realized, but written in notes that are 75
percent smaller than the originals. The realizatiban fb., however, is a matter of taste and
sometimes controversy. A skilled organist will fiad it difficult to try her/his own solution for
the realization. To keep the realization as sinagl@ossible, some general guidelines were
devised:

1) The cadences were not changed. To maintainrih@al structure of the piece, every
cadence point was left unaltered, specifically lmsmvPerfect Authentic and Imperfect Authentic
Cadences (PAC and IAC respectively). In some cdmmgever, the preference was to have a
more stable final chord. The last two measureb®@Agnus Deiare an example. This cadence
ends in an IAC, but a chord in root position wile tonic as the high note was put in the
cadential extension. The extension does not chémggeadence, but provides a way to enhance

the closure.
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2) The range for the realization was kept withia limit the composer had provided:
from C2 to D6. Despite this wide range, the redilaraof the fb. Was limited mostly to the inner
parts of the staves to avoid the extremes.

3) Some fb. were supplied to clarify some passésges Appendix B for examples).

4) The organ doubles the voices or is kept at pgdbelow them when possible. The
intention is to provide support to the voices withoompromising the balance, so a light texture
was preferred for the accompaniment.

5) The rhythmic pattern is kept as simple as péss#hs an editorial suggestion, this
realization tries to repeat the rhythmic elemeirsaaly used in a particular piece to maintain
unity. In this respect, measures 40 and 10Barhine Deusise an eighth-note rest and three
eighth notes in order to end the solo, as had deea before.

Although thebasso continuoealization was meant to have a keyboard and adieel
instrument, here it is not necessarily the case.drigan alone provides the corresponding
support. The measures 125 and 12Domine Deusre evidence of this: tenor and alto,
respectively, sing a G3 that is lower than the ICthe bass. The use of at least, a 16’ stop is
therefore implied; otherwise it would have not otllg voice crossing, but a second inversion
dominant chord with a bad voice leading in the bass

In the contrapuntal pieces, as in Qleriste(Kyrie, m. 41), theHosannasection
(SANCTUSmMm. 18 and 54) or thérucifixus the stems in the upper staff of the organ wdte le
unaltered, as written by the composer. Nonethefesattempt was made to separate the stems in
the realization of the figured bass (other thantwVes rhythmically necessary) since it is a

suggestion. This also serves to emphasize thae#heation is not original.
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In the composer’s practice, a tenor clef was usdte organ in small passages to make
them adequate to the staff. These few tenor clefe whanged accordingly to treble or bass clef.

Changes Due to Current Practice and Layout

All parts that are reiterated later were, if poksitreated with the same layout. This is
the case in the beginning of tKgrie/Christe/Kyrie theGloria/Et in terra/Gloria, and the
Hosanna(in SANCTUS$ The better positioning is to provide similartieetween sections that
would serve as a memory aids. Measure numbersalsygrovided in the left corner of the
upper staff. A little more distance was put betwt#enorgan and the voices and the distance
between the two staves of the organ was shortenpobvide better visualization. The pieces are
separated as in the autograph.

As was the practice at that time, an accidentalgaldoefore one pitch was valid for all its
octaves in that same measure. The accidentalese harts were added. As examples, we have
the measures 16 and 17Kgrie and the m. 63 iQui Sedes

The complete list of editorial changes may be fouméppendix B.
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CHAPTER 3
ANALYTICAL STUDIES
KYRIE
This first part of the Mass is divided into thresetsons:Kyrie, Christe andKyrie
according to the Mass text. The overall form isaPound Ternary as shown in Figure 1.

Kyrie/Christe/Kyrie

Kyrie Christe Kyrie
I Il I
ABA' fugue ABA'
Ebmaj Fmaj Ebmaj
m. 1 m. 41 m. 115

Figure 1: Structure and tonal areas olKYRIE

The firstKyrie is in a ternary form (ABA") that begins with a pel period followed by

a repeated phrase (after a transition that usegymént of the first parallel period). Its most

striking feature is the use of F major as the kesurprising contrast to the previous part in E

major. The B section (m. 19) features only a phthaemodulates to B so the dominant key is

touched briefly. Immediately after it, a retrarmiti(mm. 23-26) takes place with the voices in
alternation, leading to A' (m. 27). This part etius firstKyrie back in the original key over a
phrase group that uses fragments of the first phras

The fugue in th€hristehas three expositions and three episodes.
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Exp. 1 Ep. 1 Exp. 2 Ep. 2 Exp. 3 Ep. 3 codetta

Fmaj Fmaj Ebmaj Bb maj Fmaj Fmaj Fmaj
to to to
Ebmaj B}, maj Fmaj

m. 41 m. 66 m. 72 m. 77 m. 89 m. 94 m. 100

Figure 2: Expositions, Episodes, and tonal areas tfie fugue inChriste

The subject is rhythmically balanced. It startsmitnger notes that get shorter in
successive note values and then longer for theditet@dence. The answers are real at the
beginning, but the ending is different. Keeping kieg and changing theleisonpart in the
answer, the composer manages to go to the thirg efithe fugue without the bridge.

The lastKyrie brings back the same elements with some chandg&'{An a three-part
song form in the original key oftEmajor without modulation. In the A section, it and a

phrase only without repetition. B starts as theilainsection of the firsKyrie, but leads to A’

that ends in an IAC and a cadential extension.

GLORIA
The GLORIAIs divided into seven separate pieces that déanat a common large
pattern:Gloria/Et in terra/Gloria LaudamusGratias Domine Deus, Qui tollis, Qui

sedes/QuoniamandCum Sancto Spiritulhese will be discussed in order.
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Gloria/Et in terra/Gloria

Gloria Etin terra Gloria
EXp. Dev. Rec.
I 1 11 I Il 11
Cmaj Gmaj Gmaj Cmaj Cmaj Cmaj Cmaj
m. 1 m. 35 m. 49 m. 62 m. 95 m. 125 m. 140

Figure 3: Structure and tonal areas ofGloria/Et in terra/Gloria

The first of the seven pieces that completeGh©RIAhas a structure analogous to the
sonata form. The exposition has Theme | (in C masra phrase group with a transition that
leads to the contrasting period of Theme Il, nowimajor. Theme Il is a phrase group also in
G major that ends in a cadential extension aftdA&h The development starts with a
contrasting triple meter. The first phrase of tegalopment is a shortened version of the first
phrase of Theme I. It is followed by two successegiterations of a phrase that is elongated due
to two sequences, first in the soprano and thetated in the tenor. The codetta ends the
development with another elongated phrase baség@euccessive repetitions of its first two
measures (mm. 86 and 87). The recapitulation shiogveeturn of the three themes, now in the
original tonal area of C major. Its first 30 measuare an exact repetition of the first 30
measures of the fir&loria (in this edition, the repetition signs that cohtihat was replaced by
the measures themselves) and comprise Theme btihketwo themes come back embellished
and the last one is signaled through ascendindgirtwo octaves. The codetta (m.150) ends

the piece in a PAC.
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Laudamus
Intro. I Il I 15 I codetta
Gmaj Gmaj Dmaj Gmaj Cmaj Gmaj Gmaj
to
Gmaj
m. 1 m. 3 m. 19 m. 31 m. 47 m. 51 m. 63

Figure 4: Structure and tonal areas ofLaudamus

ThelLaudamudas a five-part rondo structure. It started aareanda capo but it was
extended to include another tonal area that fotsnal shape. After a short introduction,
Theme | (a phrase group) establishes the initidbdie material. After a transition, it modulates
to D major for Theme II. This theme demands virttyosf the voice with its running thirty-
second-notes (mm. 21-23). The first twelve measoffdheme | are reiterated (m. 31). In the
manuscript, there are repetition signs that wepkaoed by the original measures in this edition
for this reiteration. Despite the PAC that wouldsd thearia da capoin measure 42, it shifts to
the subdominant C major for Theme II' with a simtlansition between | and Il. Theme II' now
is reduced to a phrase. The pedal point with @sifirst two measures keeps it in C major, but
the last two measures are a return to G majorngntiis theme with an HC in G major. The last
Theme, I' is the longest. It uses an altered versfdhe third phrase of I. The codetta features a

cadenzao be created by the performer.

Gratias
A codettas
Cmaj Cmaj
m. 1 m. 9

Figure 5: Structure and tonal areas ofGratias
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This piece is written as a one-part song form im&or. Its function is to provide
harmonic preparation for the tonal area used irbibimine Deuslt contrasts with the next piece
in both time signature and melodic material. bmdy a contrasting period whose cadence leads

to the codetta signaled by tdaoin the upper voices.

Domine Deus
EXxp. Dev. Rec.
I I Il I phrase I 15
Fmaj Cmaj Cmaj Cmaj trans Fmaj Fmaj

m. 1 m. 16 m. 30 m. 67 m. 73 m. 79 m. 93

Figure 6: Structure and tonal areas oDomine Deus

The tonal areas and the melodic material o@benine Deusuggest a sonata form for
this piece, with two themes and a short developmiére exposition starts with the contrasting
double period of Theme I. After a brief transitidnmeasure), the theme is transposed to C
major in a repetition that is not common for thatisture (Theme I'). In Joseph Haydn’s
Symphony 101 in D major, a contemporary work, theme similar case in the fourth movement,
when the first theme comes back in, transposeldet@dminant (compare measures 1 and 62). In
Domine Deusonly the last phrase of I' is different, to priia change of octaves for the
entrance of Il. Theme Il does not present a stgikimelodic contrast with Theme I, but is surely
bigger than Theme I, being a phrase group withrég#s and three codettas. Instead of leading
to a third theme, it repeats just the first cortirgsperiod of I' and ends in a PAC. The

development is a six measure phrase. It marksetioerrto F major that happens in its first

measure, when abBchanges C major as tonic to the dominant sevdrfmaajor. The last note

of the development elides with the first of theagitulation. In it the Theme | returns as the
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contrasting double period, but with the last phrasated to the last phrase of I'. Theme I

follows it in the original key, and five codettasdethe piece.

Qui tollis

A B A codetta
Gmin Bb maj Gmin Gmin

m. 1 m. 13 m. 23 m. 31

Figure 7: Structure and tonal areas ofQui tollis

Written in a ternary form, A is a contrasting peribat ends with a PAC in G minor.
Two measures of transition tdBnajor follow and lead to B, which is only a phralezived
from the first phrase of A. The retransition iSxaraeasure phrase that ends in a half cadence

(HC) in G minor. The return of A comes with only altered form of the second phrase of B and

ending in an HC over the Neapolitan chord (N6).o8letta ends this piece with an IAC.

Qui sedes/Quoniam

Qui sedes Quoniam
Intro. | Il 1
AB CD CD
Ebmaj Ebmaj to B> maj Ebmaj and B maj Ebmaj
m. 1 m. 5 m. 45 m. 82

Figure 8: Structure and tonal areas ofQui sedes/Quoniam

The overall structure of th@ui sedes/Quonians a large ternary pattern whose first part

() is integrated with the following parts. SectiAr(of part I) establishestEmajor as the tonal

area of the piece with a contrasting period inraaey meter. The transition is a four measures
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phrase that leads to-Bmajor. Section B in B major is longer than A and has a contrasting
double period in the new key of:Bnajor, ending in a cadential extension whose tmnaitered
by the addition of an A, to the dominant of E

TheQuoniamcontrasts with the previous section with its quesey meter. Section C has
a contrasting period and a transition to. BBection D has another contrasting period and two
measures of retransition. In the last part, Ihgsi back 1l in the original key, so section C has
the same contrasting period, but the transitiop&ebke tonal area. Section D' now is reduced to

a phrase derived from the first phrase of B thalamgated by sequences. Three codettas follow

and end the piece with a PAC.

Cum Sancto Spiritu

Intro A B A B A B A" B A A" A A" Cod
Rit. | Ep.1| Rit. | Ep.2[ Rit. | Ep.3[ Rit. | Ep.4[ Rit. | Rit. | Rit. | Rit.
1 2 3 4 5 6 7 8
Bb Bb  Bb FF Bb Bb FF By C F G  Bbma
maj maj maj Ma Ma maj maj My mMa mgj MmN ma mn
to to to to to to to
F Bb F Bb C F G
maj maj maj maj min Mma& min
m. m. m. m. m. m. m. m. m. m. m. m. m. m.
1 13 25 26 38 39 51 52 64 65 77 89 101 113

Figure 9: Structure and tonal areas ofCum Sancto Spiritu

This piece is structured as a ritornello form vwatiort episodes that function as

transitions or retransitions. The introductionhei, homophonic, and its three phrases feature

the whole text used in the ritornello. Its melodiaterial has no relationship to the following

sections, but it prepares the entrance of A whendts with an HC. Ritornello 1 has three
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phrases. The second and third phrases start vateaime material, but the third ends in a PAC.
An episode of one measure follows, functioning &sasition leading to F major, so the
Ritornello 2 is in this new key. Episode 2 is aaasition that is the same melodic material of the
transition, just transposed. Ritornello 3 has #mae melodic material as ritornello 1, with the

first phrase now in the tenor accompanied by samamd altos. Episode 3 makes the same
transition as Episode 1 and Ritornello 4 reiter&gsrnello 2 in a more elaborate way. Episode

4 in its turn is similar to episode 2, but now Riello 5, despite being in the original key

features the first phrase broken among the voitésda sequence bass, tenor, bass, soprano, and
alto (in the second iteration of bass the fourterval is changed to an octave). There is no

episode at the end of this ritornello since it$ fdgase has its last two measures tonally altered
(by changing B to Bb) to prepare a HC for the next ritornello.

Ritornello 6 is now in the striking key of C mindts first phrase also is broken among
bass, tenor, soprano, and tenor. There is no ep&ad this time the last phrase is not changed,

but the fb. calls for E and B, changing the tonic C into the dominant seventira¢lof F major.

Ritornello 7 goes back to F major, with the firergse broken among bass, alto, tenor, alto, and
tenor again. Its last phrase changedd-F# in the two last measures, making a transitioméo t
next key area of G minor. Ritornello 8 states ths& melody in the bass and has its last chord

changed to major (fb.) to function as an HC tol#s¢ retransition. This retransition starts in C

minor, and a series of codettas now take placeyusquence and repetition to ensure stability to

the tonic B .
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CREDO

The CREDOis divided into four part€Credq Et incarnatus Crucifixus andEt

resurrexit
Credo
Intro. A B A codetta
Ebmaj Ebmaj Bbmaj Ebmaj Ebmaj
m. 1 m.5 m. 33 m. 57 m. 75

Figure 10: Structure and tonal areas ofCredo

Despite its clear ternary structure its phraseshaeesult of textual development. After a

brief four-measure introduction in cut time, sect starts in a triple meter with a very simple

phrase. The following six phrases are all throughmgosed and have no resemblance to previous

ones. Section B starts inoBnajor and has six phrases now with little or npaapnt relation to

any other phrase (the fourth phrase of B couldd t® start as the transposition of the first of
A, but they are only three quarter-notes and weteegtablished as a motive in the piece).
Section A' brings back the first two phrases ofrdbellished. Two more phrases complete the

contrasting double period of this section that ertl with a codetta and a PAC.

Et incarnatus
A
Cmin
m. 1

Figure 11: Structure and tonal areas okt incarnatus
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This is a one-part song form with three differehtgses ending with a PAC and a small
cadential extension. Its tonality, C minor, is ubmediant of E major, which helps to justify

the next tonal area, F minor.

Crucifixus

Exp. 1 Ep.1 Exp. 2 Ep. 2 codetta
Fmin to Cmin Cmin Fmin Fmin Fmin
m. 1 m. 17 m. 18 m. 31 m. 40

Figure 12: Structure and tonal areas ofCrucifixus

The short fugue of th€rucifixushas a five measures long subject with a propexiton
answer (the diminished seventh is kept). The entiie in the sequence soprano, alto, tenor, and
bass. Episode 1 is not much more than half of asareavhich separates the first and the second
exposition. Exposition 2 has only three voices ($8Ver a C pedal. Episode 2 breaks the fugue

being more homorhythmic. Two codettas end thisepiec

Et resurrexit

A B A B' A"
Bbmaj Cmin Bbmaj Bbmaj  Bbmaj
m. 1 m. 34 m. 86 m. 95 m. 118

Figure 13: Structure and tonal area ofEt resurrexit

In this ternary plan, the section A is a phraseaigrm which only the second phrase is

related to the first. Here it can also be obsethediriven impulse of the text over the music.

After a transition on the bass solo, the B sedsi@nts in C minor. The use of C minor after B
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major is an example of the expressive use of hayracnording to the text. This section is a

double contrasting period. The following retramsitstarts in the third phrase of the soprano solo

bringing all back to B major. Now A' is a reduced version of A with omlyarallel period. The

B’ section starts with a loosely related versiotheffirst phrase of B, but still is driven by the
amount of text comprising five musical phrases,chtend in an HC. Section A™ brings back the

first phrase of A and the first measure of the sdc&odettas end this piece with PACs.

SANCTUS

The SANCTUS is divided into four sectior&anctufHosann@BenedictudHosanna In
the manuscript, there is only an indication to glegHosannaagain after th&enedictusin this
edition it was copied again.

Sanctus/Hosanna/Benedictus/Hosanna

Sanctus Hosanna Benedictus Hosanna

A B C B
Ebmaj Ebmaj Cmin Ebmaj
m. 1 m. 18 m. 44 m. 54

Figure 14: Structure and tonal areas ofSanctus/Hosanna/Benedictus/Hosanna

This piece has also the text in command of thetira and features an articulated binary

structure AB|CB. No different section has any edataterial. Th&anctusas the marking

Majestosaand is structured in one-part song form consisbindpree different phrases inE

major. It ends with an HC that leads to H@sannawith its double contrasting period inE

major, in which the second contrasting period peeted. A codetta ends it with a PAC.
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TheBenedictuss an area of tonal duality. Its first measurehwite B naturals, hints C
minor, but soon after it we are back te Ehajor. C minor comes back in the last four measure
with cadences in weak beats ending in G major d&¢@n

TheHosannacomes back producing a striking contrast duesttaitk of resolution of the

HC in C minor and bringing back-Emajor.

AGNUS DEI

This last part of the ordinary was laid out aslatieely short individual piece.

Agnus Dei
A B A C A D codettas
Ebmaj Ebmaj Ebmaj Ebmaj Ebmaj Ebmaj Ebmaj
m. 1 m. 7 m. 13 m. 21 m. 27 m. 35 m. 45

Figure 15: Structure and tonal area ofAGNUS DEI

It is a rondeau form without the return of the lAstection. Every section is a phrase,
with the exception of section D, which is a contiragperiod. Section D is also the only section
that has a stronger cadence, an IAC. All otheli@estend in HC. Short lead-in elements help to

establish the original key again before the nexagd (mm. 19-20, mm. 33-34, and 45-48).
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CHAPTER 4

CONCLUSIONS

The Work and its First Performance

TheMissa em Mi Bemd[1811) — CT 107 was composed for SATB choir, SSATB
soloists, and organ. The ceremony or festivitybich it was composed is unknown because of
the damage to the autograph score, but the vemuis fgerformance can be inferred.
Considering the reduced instrumental force (contptoehe composer’s larger Masses) and the
required voices (especially the five soloistseasonable hypothesis is that it was first
performed in the Royal Chapel. The individual nametated in the score are additional
evidence of that. The first evidence is at the pasgte oiGloria/Et in terra/Gloria In it we read:
“The Laudamudollows. Alto solo for Mr. Gori.®* On the following page, the first page of
Laudamuswe also read his name, “Sr. Gori,” in the fitstf§ instead of the voice to which it
was composed. José Gori was one of the c&3tiiagit came to Brazil, brought from Lisbon by
the Regent Prince D. Joao to sing in the Royal Eh#éiptheTerzzetto Domine Depanother
piece of evidence can be found. Three other simgfeise Chapel are named: Mazzioti, Antdnio
Pedro, and Father Paula. Despite the listing otttwer as SATB, the Royal Chapel was a male-

only choir. Men singing in their second-mode pharafcalled at the time sopranists or

*l“SeguelLaudamusSolo de Contralto do Sr. Gori.”

*2The two first castrati to come to Rio arrived BiLD. They were previously unknown in Brazil.
Aires de Andrade gives a complete list of castditd sang in the Royal Chapel: José Gori (1810),
Antdnio Cicconi (1810), Giovanni Francesco Fastc{d@®16), Marcello Tani (1816), Paschoal Tani
(1816), Francesco Realli (1817), and Angelo Tin@i17). AndradefFrancisco Manuel da Silva e seu
Tempoyol. 1, 28.
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falsettists) and castrati performed the soprancadtodoarts in the choir. This is clear in the
manuscript of thélissa In Domine Deusthe first staff says “iltenor” and the tenor Mazzioti is
assigned to it. Nonetheless there is one observatithe composer’s own hand stating that “the
first tenor is arranged for contralto.” Thus, Ma#ziwas not only one of the tenors in the Royal
Chapel, but also one of those that sung alto p&his.name in the staff was changed to Contralto
in this edition.

The use of the castrato in thaudamuscontributed to the vocal idiom of the
composition. The fast thirty-second-notes from meas 21 to 23, with their grace notes, are an
uncommon element in the composer’s vocal lines.dther is a simpleadenzan measure 64,

where the soloist would show his technical skill@bel cantostyle.

Table 1: Divisions and voice requirements of CT 107

VOICE
KYRIE
1 Kyrie/Christe/Kyrie ... .......... SATB choir, SATB quartet
GLORIA
2 Gloria/Etinterra/Gloria......... SATB choir, SAT trio
3 Laudamus............. ... ..... Alto solo
4 GratiaS........coiiiii SATB choir, SA duo
5 DomineDeus.................. ATB trio
6 Quitollis.................... SATB choir
7 Quisedes/Quoniam. ............. SS duo
8 Cum Sancto Spiritu . . ........... SATB choir
CREDO
9 Credo.......... i SATB choir, SAT trio
10 Etincarnatus.................. SATB choir
11 Crucifixus.................... SATB quartet
12 Etresurrexit................... SATB choir, SATB quartet
SANCTUS
13 Sanctus/Hosanna/Benedictus/Hosan@ATB choir
AGNUS DEI

14 AgnusDei..................... SATB choir, SAT trio




38

The role of the organ in the piece is notableufiports the hypothesis that the first
performance was in the Royal Chapel, where theleahdifferent stops would call for a more
resourceful instrument. The stops and pedal aré ins& creative way to enhance the mood or
support choir and soloists. THautadois the most frequently used stop in the piece. dtiee
andtrombetasare used to underline passages with a higher téwdlnamics or in connective
device as lead-in elements between melodies aossciThe termgso meioandcom o pé
suggest the use on and off of the keyboard pedahis alternation should be made, at least,
between an eight foot and a sixteen foot. The sixfeot (or more) is also suggested in a
particular occurrence. Ilomine Deust measure 123, the composer asks for pedal agth t
termcom o péthus preventing a strange inversion at the cagelh measure 125, the G3 in the
tenor crossed the bass line that has a C4, aneéasume 127 is the G3 at the alto that crossed the
C4 in the bass line. With the right stop (at leastxteen foot), only the crossing would remain.

The alternation of the figured bass with writtemtpan the organ is one of the prominent
characteristics of the piece and it is used throughwith the exception dfaudamusand
Crucifixus It is useful to lighten the texture and to allseme degree of freedom motivating the
performer. Since the realization of figured bassnisadvanced skill, it has been realized in this
edition to make the work more accessible. A skitlegianist could provide her/his own
realization and someone with less experience imtager would be able to perform the piece

reasonably.

Structural Analyses and Tonal Areas

Father José Mauricio Nunes Garcia shows a varfetiractures in this work (see Table
2 at page 39). The key areas in those structuaes gite a wide range of keys (from F minor to

D major, see Figure 16 at page 40). There is no folantegrate all parts into a larger structure
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and some of the pieces do not show interdependé&heedifference of tonalities between some

of the pieces is not softened by a modulation mecd any kind and thus they emphasize the

tonal shifts (the tonal plan of individual piecesde found in Appendix A on page 46). This

varied array of keys and the position of the b&snality in it (B2 major is at an extremity of the

circle of fifths related to D major) are also ingliwe of the tuning. An equal temperament would

have to be employed in the organ to accommodatttadities involved without compromising

any of them.

Table 2: Divisions and forms of CT 107

ORDINARY DIVISIONS FORM
KYRIE
1 Kyrie/Christe/Kyrie . . ............. ternary/fugue/ternary
(Integrated Compound Ternary)
GLORIA
2 Gloria/Etinterra/Gloria.......... sonata form
3 Laudamus..................... five-part rondo
4 Gratias.........iiii one-part song form
5 DomineDeus................... sonata form with short development
6 Quitollis..................... ternary
7 Quisedes/Quoniam.............. large ternary
8 Cum Sancto Spiritu . . ............ one-part song form and ritornello form
CREDO
9 Credo. ... ternary
10 Etlncarnatus................... one-part song form
11 Crucifixus............. ... ... fugue
12 Etresurrexit.................... ternary
SANCTUS
13 Sanctus/Hosanna/Benedictus/Hosanrmnary structure
AGNUS DEI
14 AgnusDei..................... rondeau without the return of A

The Mass begins intEmajor. The twdyrie sections are written in ternary form in that

tonality and with the fugue of th@hriste they complete an Integrated Compound Ternary. The
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fugue nonetheless is a strong harmonic contraistwititten in F major and explores Bnajor

and B major as well.

Bbmaj

Ebmaj 2r'
{ Cmin

Fmin

|
|
1
|
\
\i
A

Figure 16: Tonal areas of CT 107 in the circle ofifths

TheGLORIA is divided into seven parts. Tkdoria/ Et in terra/ Glorig written in
sonata form in C major, also has G major as toreal.al he five-part rondbaudamushas the
farthest removed tonality found in the Mass relativ B major: D major. It starts in G major in
a shift from the previous tonality and it modulate$ major in section Il. After the transition of
measure 43, it also explores the subdominant Crxtapd ends in G major. THeratiasis a one-
part song form in C major. Like th& Incarnatudater, it is related to the next section,
functioning as a modulation bridge. In themine Deushe composer brings back the sonata
form in F major with the second tonal area in CaonajVithout harmonic preparation, tgii

tollis ternary form in G minor (with the B section in tfedative) provides a shift in the tonal area
regarding the previous section. TQai sedes/Quoniamshifts back to E major. It is connected
to the next piecgzum Sancto Spirittends th&sLORIAand prepares tHeREDQ TheCum

Sancto Spiritus the piece that explores the most tonal arefseinvork: B major, F major, C
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minor and, G minor. Its tonality acts as a halferaze that will lead to the return of Enajor in

the CREDQ

This next section is divided into four parts. T@eedoreaffirms the basic tonality of the
piece giving more stability to it, after the exdarsof theCum Sancto SpiriturheEt incarnatus
is in C minor, leading to the next section. Trcifixusis a fugue in F minor. It modulates

directly to C minor (the dominant) without explagirts relative before. ThEt resurrexitis also

in the dominant of E major acting also as an half cadence at the etttt@LORIA The

SANCTUSwas written in one structure only and it is thestrmmplex. It features two sections
whose ends are the same. It is not a usual steydieimg produced by textual necessities, and

also for the stability of the tonic of the work.

The Agnus Depresents a return ofvEmajor. The sections of this rondeau do not

modulate, acting as a final statement of the tonali

The fact that th&KYRIEand theGLORIAare in sequence in the celebration would cause
one to notice the distance between the tonalibtiesin theCREDQ the tonalities and the text
are combined in an effective way for dramatic psgs

As another characteristic of the style of the cos@ppit is possible to observe the use of
fragments and derived forms of phrases in someniet sections of the structures of the pieces.
In advancing the text and not repeating the ingedtions literally, he adds an element of variety.
Sequences and repetitions are resources employedetod the phrases, and these vary from
four to six measures without them. The use of unas®a contrast to the homophonic sections is

recurrent in the work, and it is a common practitat the period.
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Other than the interplay between the tonalities,tieces are traditionally tonal. Some
sections can have tonal instability or duality, these expressive resources are used in the
context of the text they depict.

Garcia’s divisions of the sacred text are commdolynd in the repertoire, and its
prosody is proper and without idiosyncrasies. Rerdake of the text, homophony is largely
employed, even in the fugues the text is set img tvat would be clearly understood.

This Mass is one of the last masses that FathérMasricio Nunes Garcia wrotlt
represents his compositional talent while facirgtsk of writing functional music in the taste
of the court. The musical structures and the harolanguage show a composer who was
knowledgeable in the current repertoire of thequirand one who was skilled in the sacred

genre.

%3 After the arrival of Marcos Portugal, Garcia with longer write for the Royal Chapel. Marcos
Portugal’s works were favored by the court ovesthof Garcia. Portugal was at that time an
accomplished opera composer with some of his gpenfarmed in Naples, Venice, Milan, and Florence.
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APPENDIX A

TONAL PLAN OF THE MISSA EM MI BEMOL (1811) - CT 107
The main tonality of each part is circled.

KYRIE GLORIA

Gloria/Et in terra/Gloria

Laudamus Gratias

Domine Deus

Qui sedes’Quoniam Cum Sancto Spiritu




CREDO

)
|

Et incarnatus

Crucifixus

Et resurrexit

AGNUS DEI

[ Cmin

Sanctus/H osanna/Benedictus/Hosanna

|

Agnus Dei

a7
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APPENDIX B

MODIFICATIONS IN THIS EDITION RELATED TO THE MANUSC RIPT

MEASURE PART

KYRIE

Kyrie/Christe/Kyrie
80 Organo
93 Contralto

101-102 Organo
104 Organo
105-106 Organo
108 Organo
Contralto

137 Basso
Organo

GLORIA

Gloria/Et in terra/Gloria
5 Contralto
19-23 Organo
19-22 Organo
45-48 Tenor
113-116 Organo
142 Tenor
121-124 Organo
132 Organo
156 Organo
Qui tallis
11-12 Organo
Qui sedes/Quoniam
34-36 Voices
81 Organo
97 Voices
Domine Deus
1 Title
1 1% staff

MODIFICATION

The natural sign was taken from fb.

The syllable “i” is at the second of two beamedthgnotes. They
were separated and it was put at the second,ths mther voices.
An extension line was put after fb.

An extension line was put after fh.

An extension line was put after fb.

An extension line was put after fh.

There is only indication gbianissimoon SopranoandTenor.

A tutti was put orContralto.

The indication oBva unisswas removed. The notes were written.
The indication oBva unisswas removed. The notes were written.
The syllables placemenin(excelsi¥is not specified.

The indication oBva unisswas removed. The notes were written.
First diad is B3-E4. The B3 was changed to C4.

The indication oBva unisswas removed. The notes were written.
An extension line was put after fb.

The extension line was removed.

The indication oBva unisswas removed. The notes were written.
The woraostriwas changed toobis
The indication oBva unisswas removed. The notes were written.

The beam was removed, but the syllables narenoved.

The termterzettowas taken from the title for unification.
Changed from® Tenorto Contraltodue to inscription in pencil.
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MEASURE

PART

ol

2
17
68
80
120
Qui tallis
8

8

2" staff
First staff
Organo
Contralto
Contralto
Contralto
Contralto
Organo

Organo

Organo

Cum Sancto Spiritu

3
39-40

53

61-62
114

122-126
125-128
126

162-163
173

CREDO

Organo
Soprano

Tenor

Organo
Organo
Tenor
Organo
Organo
Tenor

Organo
Organo

Credo
36-40

Crucifixus
30-33
24-29
35-37

Et resurrexit

1-7
12-13
29-33
33-34

Organo

Organo
Organo
Organo

Organo
Organo
Organo
Voices

MODIFICATION

Changed fro2 Tenorto Tenor.

Changed frorh® Tenorto Contralto due to inscription in pencil.
F2 half-note was changed to whole-note

The beam was removed, but the syllables were ngecho

The beam was removed, but the syllables were nettho

The beam was removed, but the syllables were ngecho

The beam was removed, but the syllables were nettho

The fb.3 was substituted for the extension line uneler

Last two beats were not completed. An &d a quarter-note rest
were supplied.
An extension line was put after fb.

Changed fb. fons to "3 %5 .
The tie and the syllables are incompatible. Thevas removed.

J. & J J with the text “Spi- ri- tu in” was replaced byﬂls J with

the text “-tris, in”
The fb. was provided.
The natural sign was taken from the fb. and therten

The indication oBva unisswas removed. The notes were written.
The stems were joined as in the beginning.

It has a half-note at the third beat. It was chdrngewo quarter-
notes

The indication oBva unisswas removed. The notes were written.
A whole-note was changed for dotted half to makehgickup
measure.

The indication oBva unisswas removed. The notes were written.

The indication oBva unisswas removed. The notes were written.
The whole-notes were tied.
The whole-notes were tied.

The indication oBva unisswas removed. The notes were written.
The indication oBva unisswas removed. The notes were written.
The indication oBva unisswas removed. The notes were written.
The indication diutti was put in all voices.
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MEASURE

PART

84-91
86
110-113

118-124

124

SANCTUS

Organo
Voices

Organo
Organo

Organo

MODIFICATION

The indication oBva unisswas removed. The notes were written.
The indication diutti was put in all voices.

The indication oBva unisswas removed. The notes were written.
The indication oBva unisswas removed. The notes were written.

It shows sign of correction from one dotted haltenand one
quarter-note to four quarter-notes. It was assutiatthes was
put before the correction on the last note andmtite
penultimate.

Sanctus/Hosanna/Benedictus/Hosanna

1-7
18-19

24-25
39
75
118-124

AGNUS DEI

Organo
Soprano

Organo
Organo
Organo
Organo

Agnus Dei
12
20
27
32

39

Organo
Organo
Voices
Basso

Organo

The indication oBva unisswas removed. The notes were written.
The tie between the last eighth-note of 18 anditkenote of 19
was taken because the eighth-notes in m. 19 atpegdotogether.
The fb. was provided.

The indication oBva unisswas removed. The notes were written.
The indication oBva unisswas removed. The notes were written.
The indication oBva unisswas removed. The notes were written.

The indication oBva unisswas removed. The notes were written.
The fb. was provided.%-%;)
The indication dlutti was put in all voices.

The measure is empty. AR was supplied.
The fb. was provided.{4s)
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for
SATB choir
SSATB soloists
Organ
ORDINARY DIVISIONS REQUIREMENTS PAGE
KYRIE
1 Kyrie/Christe/Kyrie . ............. SATB choir, SATB quartet. . 52
GLORIA
2 Gloria/Etinterra/Gloria........... SATB choir, SAT trio . . . ... 62
3 Laudamus..................... Altosolo................ 74
4 Gratias..........c.iiiii SATB choir, SAduo....... 78
5 DomineDeus.................. ATBtrio. ................ 80
6 Quitollis..................... SATBchoir.............. 92
7 Quisedes/Quoniam.............. SSduo.................. 95
8 Cum Sancto Spiritu . .. ........... SATBchoir.............. 104
CREDO
9 Credo......... ... i SATB choir, SAT trio . . . ... 117
10 Etincarnatus .. .................. SATBchoir.............. 123
11 Crucifixus................ SATBquartet .. ........... 125
12 Etresurrexit................... SATB choir, SATB quartet .. 128
SANCTUS
13 Sanctus/Hosanna/Benedictus/Hosani®ATB choir .. ............ 136
AGNUS DEI
14 AgnusDei..................... SATB choir, SAT trio . .. ... 143
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