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SOURCES

Of the musical sources entirely in Verdi’s hand
for the Messa da Requiem, only A is important.
The rest are merely short excerpts intended as
mementos. There are two other sources, how-
ever, that contain autograph interventions: I-
Mric, a manuscript copy checked and signed by
Verdi (see ‘“Manuscript Copies” below), and
pvRIny, a proof of N. 6, Lux ®terna, of the
piano-vocal score (see ‘‘Printed Musical
Sources”). The first of these is significant, as it
contains corrections and revisions that were
never introduced into A. It was from I-Mric that
Ricordi prepared the first printed full score of
the Messa da Requiem, RI. In addition to these
purely musical sources, there are letters from
Verdi to Ricordi that authenticate some of the
corrections entered into A in a foreign hand.

Verdi was able to compose the Requiem at a
leisurely pace, completing the work more than a
month before the scheduled performance. He
therefore had time to participate in proofreading
Ricordi’s first edition of the piano-vocal score
and performance material: pvRI and pRI. The
Requiem may be the first of Verdi’s works in
which the piano-vocal score, choral parts, and
string parts were prepared sufficiently early to
allow the performers to use printed rather than
manuscript material at the premiere. (There is
some evidence, however, to suggest that this
was already the case with Aida.) Verdi’s docu-
mented contact with these sources gives them
additional weight and we for this reason have
cited their readings in the Notes more frequently
than in previous editions of WGV (although
they cannot be accorded more authority than
sources actually in his hand). They also have an
interest that goes beyond this particular edition:
they allow us to address the more general ques-
tion of the relationship among sources and,
especially, to evaluate the hypothesis that dis-
crepancies between the autograph and Ricordi
printed scores and reductions might have re-
sulted from authorial interventions. For an over-
view of the relationship among the sources, see
the introduction to the score.

Thus, the most important secondary sources
for the Messa da Requiem are the following: I-
Mric, RI, pvRI, and pRI. Not all these sources
can offer evidence for every problematic read-
ing: pRI consists only of the choral and string
parts, while pvRI is rarely useful for solving
problems in the orchestral parts. This can be

summarized in the following table, where an
“x” indicates that the source is relevant for a
particular reading:

I-Mric RI pvRI pRI

Solo vocal parts X X X -
Choral parts X X X X
String parts X X - X
Other orchestral parts  x X - -

In the Notes the group of these sources relevant
to a particular type of problem will be referred
to collectively as “‘the relevant contemporary
sources.”

Autograph Sources

The principal source for this critical edition is
Verdi’s autograph full score for the 1874 version
of the Messa da Requiem (which includes the
original version of the ““Liber scriptus” from the
Dies irz, printed in Appendix 1). Inserted into
this autograph full score is the autograph of the
definitive version of the “‘Liber scriptus” (1875).

A: Autograph Full Score; Milan,
Museo Teatrale alla Scala
The provenance of the autograph manuscript of
the Requiem, now conserved in the Museo Tea-
trale alla Scala in Milan and bound in two vol-
umes, is more complicated than that of Verdi’s
operas. One of the terms of the contract between
Verdi and Ricordi was that the autograph score
be returned to the composer rather than remain-
ing with the publisher. In his 25 March 1874
letter to Tito Ricordi he stipulated: “Mi reservo
I’ originale della partitura” (I shall keep for my-
self the original orchestral score).' On 19 July
1874, after Verdi’s return from performances of
the Requiem in Paris, Eugenio Tornaghi (a Ri-
cordi employee) wrote to Verdi: ‘A mia tranquil-
lita gradirei sapere se le sia pervenuta la Cassetta
colla partitura Messa [. . .].” (For my peace of
mind I would like to know whether the box with
the orchestral score of the Mass [presumably re-

1. I Copialettere di Giuseppe Verdi, edited by Al-
essandro Luzio and Gaetano Cesari (Milan, 1913),
letter CCLVIII, p. 293.
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ferring to the autograph], [. . .] has reached
you).’

Ricordi may have borrowed it back from
him, for in a letter of 3 January 1875 to Giulio
Ricordi Verdi announced: ‘“Ricevo in questo
momento la Messa” (I have just now received
the Mass),* although that need not refer to the
autograph. The score apparently remained at S.
Agata, for on 22 May 1881 Ricordi asked to
borrow it for a few days, in order to prepare a
facsimile of two pages for inclusion in his edi-
tion of a translation of Pougin’s biography of
Verdi.* As a dated inscription on the first page of
A informs us, in December 1897 Verdi pre-
sented the score to Teresa Stolz, “prima inter-
prete” of the work.

The whereabouts of the manuscript between
1897 and its acquisition by the Museo Teatrale
alla Scala is not entirely clear. After Teresa
Stolz’s death on 23 August 1902 it presumably
passed to her heirs—first to Luigi Stolz-Ricci,
the “‘erede universale,” * who died on 10 Febru-
ary 1906. In the manuscript catalog of the Mu-
seo Teatrale,® Verdi’s autograph is cataloged as
number 10853, and its provenance described as
“Dono della Banca Commerciale col concorso
degli Amici del Museo Teatrale e del Museo.”
According to Dr. Bernardo Crippa of the Banca
Commerciale, the bank acquired the score in
1918 or 1919, when it was placed at auction by
the heirs of Stolz, but documents confirming
this sale have not been located. Nevertheless,
while item 10853 lacks a date, items near it

2. The letter is found among the Verdi papers at
the Villa S. Agata of Busseto.

3. The letter is printed in Franco Abbiati,
Giuseppe Verdi, 4 vols. (Milan, 1959), 3:731-32.

4. Arthur Pougin, Giuseppe Verdi. Vita aned-
dotica, translated and annotated by “Folchetto” (Ja-
copo Caponi) (Milan, 1881). For Ricordi’s letter, see
Carteggio Verdi—Ricordi 1880-1881, edited by
Pierluigi Petrobelli, Marisa Di Gregorio Casati, and
Carlo Matteo Mossa (Parma, 1988), pp. 162-63.
Ricordi did not in fact reproduce any pages from the
Requiem, using instead two letters from Verdi to
Count Giulio Belinzaghi, the mayor of Milan, dated 9
June 1873 and 25 May 1874, concerning the composi-
tion and performance of the Requiem.

5. According to the obituary in the 28 August
1902 issue of the Gazzetta musicale di Milano, Giulio
Ricordi served as executor (‘“esecutore teste-
mentario”).

6. Museo teatrale alla Scala: Catalogo generale
della Biblioteca e Archivio: 8468-11736.

come either from the period 1924—-26 or much
earlier (1912-13).7

Each of the two volumes is bound in what
the catalog calls *““Legatura rustica in mezza tela
turchina e cartone celeste-grigio” (Half cloth
bound, with navy blue cloth and sky blue paper
sides). The catalog usually describes the state of
the manuscripts when they were acquired, so the
volumes were apparently bound before they
passed to the Museo Teatrale. The manuscript
was probably unbound for photographing dur-
ing preparation of the facsimile edition of A
in 1941, and subsequently rebound.® In both
volumes, one leaf of a bifolio of white paper
has been glued to the inside cover; the other is
glued—near the spine only—to the first page of
the manuscript.® A page is added in similar fash-
ion at the end of both volumes. The initials of

7. There seems to be no truth in the oral tradition
that A first passed from Teresa Stolz (directly or
through her heirs) to the Casa di Riposo per Musicisti
in Milan. The current vice-president of the Casa di
Riposo, Liana Lari, believes this tradition to be un-
founded. Note too that the autograph of the Requiem
is not mentioned in E. Seletti’s “Giuseppe Verdi nelle
memorie del suo museo: Catalogo,” in Casa di Ri-
poso per Musicisti in Milano: Fondazione Giuseppe
Verdi (Milan, n.d.), a catalog of the museum of the
Casa di Riposo, probably dating from 1906 (the latest
date assigned to the various donations to the museum)
or shortly afterward. There is a copy of this publica-
tion in the library of the Milan Conservatory.

8. As will be shown below, the present pagination
was added by the Museo Teatrale after the manuscript
was photographed for the facsimile edition. The page
number on p. 108 of vol. 2 is written in the fold be-
tween the page and a stub. It is only with great diffi-
culty that it could have been written there in the
present, bound state of the manuscript.

The excellent facsimile edition of the autograph
manuscript for the Messa da Requiem was prepared in
1941. It opens with a single, blank leaf of twenty-eight-
stave music paper, not present in A, which appears to
be another photograph of the last, blank leaf of vol. 2
(notice the identically placed stamped accession num-
ber in the lower left corner of the two versos). On the
verso of this opening leaf, the following inscription is
printed: “Questa riproduzione in fac-simile della
‘Messa di [sic] Requiem’ venne eseguita in trecento
esemplari a cura del Museo Teatrale alla Scala, pro-
prietario dell’autografo, della Casa di Riposo per Mu-
sicisti, Fondazione G. Verdi, ¢ della Casa G. Ricordi
& C. in occasione del quarantesimo anniversario della
morte di GIUSEPPE VERDI (1901-1941).”

9. At the beginning of the first volume this insert
of white paper obscures part of the organico in A:
[CorJo and [Co]ntra Bassi.
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G. Morazzoni, then director of the museum, ap-
pear at the beginning of each volume.

While the music shows some changes of
mind, there is little evidence of radical changes
in plan as Verdi worked on his autograph score.
With the exception of the end of the Offertorio
and the beginning of the Sanctus, there are no
disturbances in the fascicle structure that would
indicate heavy revision. There are none of those
typical picturesque revisions where entire mea-
sures are deleted by cross-hatching extending
from top to bottom of the page. For this reason,
as well as some slips that can only be viewed as
copying errors, it seems clear that Verdi had a
well-developed continuity draft before him as he
worked on completing A. Indeed, in the case of
the Libera me, and for the music derived from
it, he had his autograph of the movement com-
posed in 1869. Nonetheless, there are interest-
ing examples of detailed revision within the
autograph, and these will be discussed in the ap-
propriate place in the Notes.

The original structure of the fascicles in A—
that is, before the addition of the *‘rubric pages”
(see below) and the revision of the ““‘Liber scrip-
tus” in 1875—is summarized here:

N. 1: two fascicles, each consisting of four

nested bifolios;

N. 2: nine, consisting of four, four, three,
seven, four, four, four, four, and four
nested bifolios;

N. 3: three, consisting of seven nested bi-
folios, six nested bifolios (of which the
last three folios were removed), and a
single bifolio;"

N. 4: two, consisting of four nested bifolios
(with one folio replaced at the begin-
ning and another added at the end: the
resulting fascicle consists of nine fo-
lios) and three nested bifolios;

: one, consisting of five nested bifolios;

: one, consisting of six nested bifolios;

:six, consisting of four, two, three,
three, four, and five nested bifolios.

At some point, the rubric pages were added
at the beginning of NN. 2—7. There is no reason
to doubt that the pages were actually prepared to
help Verdi fit the movements of the Requiem
into the plainchant Ambrosian Mass, as is their

zzz
~ O\ W

10. A detailed consideration of the fascicle struc-
ture of both NN. 3 and 4 is given in the Notes.

purported function." Each of these pages, on
thick, white, unlined paper in upright format
measuring 26 to 26.6 by 39 to 39.6 cm, has an
attached cloth tag indicating the number of the
movement. The pages consist of a leaf and a re-
maining stub that is either folded over next to
the leaf itself (NN. 6 and 7) or wrapped over the
entire first fascicle (the other movements).

When Verdi revised the ‘“‘Liber scriptus”
section of the Dies ire he wrote the new piece
on four nested bifolios. (These are labeled “A”
through “D” in a foreign hand. The same hand
wrote “A” after the third measure of the origi-
nal version of the “Liber scriptus,” the last
measure on the page.) In the present state of A,
these are bound in between the first and second
folios of the third fascicle, that is, after m. 164a
(the original “Liber scriptus” began at m.
162a). Both the original and later paginations of
the revised “‘Liber scriptus™ reflect its present
position, and there is no reason to doubt that it
formed part of the original binding. Since the
first page of the revised “Liber scriptus” is
somewhat darker than the other pages of the fas-
cicle and of the manuscript as a whole, it may
well have remained separate, perhaps exposed
to the air, for some years before it was finally
bound.

There are no watermarks, but from measure-
ments, number of staves, color, and weight it is
possible to distinguish four different types of
paper used, all in upright format: *

1. Twenty-eight staves, measuring 28.95 to
29.25 by 38.9 to 39.2 cm (TS 35.45 cm): Dies
ire (including the revised *‘Liber scriptus’’) and
Libera me. The paper is extremely thick and
heavy, with a slight brownish tint. The staves
arc in brown ink.

2. Twenty-eight staves, 27.35 by 39.5 cm
(TS 33.65 cm): Sanctus. The paper, though nar-
rower, is similar to the first type, but the staves
are in black ink.

11. Thus, the rubric page before the Lux @terna
reads: *‘Quando ¢ finito I’Agnus Dei cominci o subito
o appena poco dopo (come vuole il Sig:* M.%)[.]
Segue Lux @terna” (When the Agnus Dei is finished,
begin either immediately or just slightly after [as the
Maestro wishes]. Continue with the Lux @terna).

12. Measurements have been made from central
bifolios, except when these are atypical. The horizon-
tal measurement has been calculated by measuring the
entire opening and dividing by two.
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3. Twenty-four staves, 26.7 to 26.9 by 38.9
to 39.4 cm (TS 32.5 cm): Kyrie, Offertorio, and
Lux ®terna. The paper is lighter in color and
weight than the twenty-eight-stave paper. The
staves are in black ink.

4. Twenty staves, 26.7 to 26.8 by 39.1 to
39.6 cm (TS 32.7 cm): Introit and Agnus Dei.
(The central two bifolios in the Agnus Dei were
used upside down with respect to the rest.) The
paper is very similar to the third type in all re-
spects but the number of staves.

There are a number of corrections entered in
A, in blue pencil, gray pencil and, primarily in
the Lux @terna, red pencil. It seems that the en-
tries in blue pencil were made after the copying
of I-Mric, as a number of clearly necessary cor-
rections were never incorporated into the copy.”
On the other hand, a few of the corrections
made in gray pencil were made early enough to
be incorporated into I-Mric," but the majority
of indications in gray pencil were not carried
over."” The corrections in red pencil are not in-
corporated into I-Mric.'® All these corrections
in pencil in A are reported in the Notes.

There are six systems of numbering or letter-
ing in A, described below. (This excludes those
numbers and letters Verdi himself wrote as cues
to indicate repeats of music not fully written
out, which will be cited in Notes to the individ-
ual movements.) With the exception of the in-
dications in brown ink, which may be in Verdi’s
hand," all inscriptions are in gray pencil. Many
of the pencil inscriptions, we should note, are
too faint to appear in the facsimile.

1. Continuous pagination, cumulative for each
volume.

13. See, for example, Note 91 (C1II) to N. 1, Re-
quiem, and Notes 84 (Fg II) and 469 (V1 1I) to N. 2,
Dies ire.

14. See, for example, Notes 651-653 and 660
(C®) to N. 2, Dies irz. The latter involves a correction
that Verdi called to Giulio Ricordi’s attention in a
letter of 2 June 1874. The letter, preserved in the
Ricordi archives, is partially transcribed in Abbiati
3:698.

15. See, for example, Note 82 (Fg III, IV) to
N. 1, Requiem: a puzzling example where an emi-
nently desirable emendation is adopted by neither
I-Mric, RI, nor RIYB,

16. See, for example, Note 102 (VI II) to N. 6,
Lux @terna.

17. Indeed, it seems likely that all indications in
ink in A are in Verdi’s hand.

The first pagination of the bound volumes
was almost certainly added by the Museo Tea-
trale, as will be seen. This pagination included
the rubric pages (but not the flyleaves) and the
whole of Verdi’s manuscript, including both
versions of the ““Liber scriptus” and all blank
pages. Almost all these numbers were subse-
quently erased, probably immediately before
the photographing of the manuscript for the fac-
simile edition in 1941. That the Museo Teatrale
left untouched other non-autograph numbers at
the time of the filming may suggest that they
regarded these other numbers as more authen-
tic: i.e., it offers indirect evidence that the con-
tinuous pagination was added by the Museo
Teatrale. Then, after the photographing was
completed, the inauthentic but useful page num-
bers were restored: vol. 1, pp. 1-202; vol. 2,
pp- 1-218. These numbers and, so far as one
can tell, those of the original series as well,
were written in the lower right corner for all
recto pages and for all verso pages starting with
p. 62 in vol. 1 (verso pages from p. 2 through
p. 60 are numbered in the lower left corner).
The few exceptions occur when the space is
already occupied, either by an indication in
Verdi’s hand (e.g., vol. 1, p.54, where the
tempo indication at the beginning of the “Tuba
mirum” begins in the left margin) or, in one
case (vol. 1, p.2), by the stamped accession
number “10853.” ' That the latter page number
appeared in the “wrong” corner in the original
pagination as well constitutes additional evi-
dence that the original pagination was done by
the Museo Teatrale, after it stamped the manu-
script with the accession number.

2. Numbering of fascicles.

The fascicles are numbered in the lower left
corner of the first page of each gathering of the
music—that is, the rubric pages are not in-
cluded. Vol. 1 contains fascicles numbered
1-11, vol. 2, 12-23. These numbers are writ-
ten in gray pencil, but the first two fascicles of
the second volume are also numbered *“1”’ and

18. Most are therefore invisible in the facsimile,
but see in vol. 1, pp. 35, 65, and 112.

19. The accession number is not visible in the fac-
simile, as a white liquid was used to obscure it. The
stamp is visible on the recto of the rubric page of
the Offertorio (vol. 2, p. 1) and on the final verso of
the facsimile (vol. 2, p. 218).
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“2” in brown ink (probably by Verdi). Presum-
ably the numbering in gray pencil was done
early on, and certainly before the binding of the
manuscript.

3. Non-cumulative numbering or markings,
some possibly in Verdi’s hand.

There are six tiny numbers written in brown
ink by a single hand, generally below the Cb
staff. They mark off a certain number of mea-
sures from the beginning of a movement or sec-
tion; the number is placed at the end of the last
measure. It is hard to see how it was decided
which measure to mark (or which number), for
these numbers are never written at a point of ar-
ticulation, either in the musical or the manu-
script structure. The numbers are as follows:

Offertorio: “70” after m. 70; “26” after
m. 143, the twenty-sixth measure of the
“Hostias” section.

Libera me: “48” after m. 92, the forty-
eighth measure of the reprise of the “Dies
ire”; “48” after m. 226, the forty-eighth
measure of the fugue; an illegible number
(which may be “40” [sic]) after m. 267,
forty-one measures later; and “63” after m.
374, this time written above the staves, the
sixty-third measure of the section beginning
atm. 312.

Another, rather mysterious set of markings,
is probably in Verdi’s hand: ten measures in the
Sanctus are marked with an “x,” usually at
four-measure intervals. These marks, written on
the bar line or immediately preceding it (usually
above S° and/or below B°!), appear before
mm. 16, 20, 28, 32, 36, 40, 48, 52, 107, and
116 (mm. 24 and 44—the measures skipped in
the first sequence—begin new pages). As these
measures do not correspond to points of division
in Ricordi secondary sources, their function re-
mains uncertain.”

4. Numbers in pencil indicating the total num-
ber of measures in the various sections and/or
counting off measures between two points.

20. There is a similar unexplained series of “x”s
and vertical lines in reddish brown at the end of the
Dies ir® movement. The marks are generally placed
on or before the bar lines: 578/579, 599/600, 602/
603, 606/607, 610/611, 618/619, 631/632, etc., at
least through 686/687. Some numbers or signs are
missing, but those present generally mark off units of
four measures.

Tally numbers, present in the Dies ir@ and
Offertorio movements, reflect the completed
1874 version of the Requiem, before Verdi’s
1875 revision of the Dies ire. The following
numbers are present:

Dies ir@: at the end of “Tuba mirum”

(49), “Mors stupebit” (22), the “Liber

scriptus” fugue and reprise of “Dies irz”

(85, with an intermediate 64 at the appropri-

ate place), “Quid sum miser” (52), “Re-

cordare” (64), the final reprise of ‘““Dies
ir®” (51), and “Lacrymosa” (78). Other
sections show subdivisions, normally at logi-
cal points, without a cumulative total: *“Rex

tremenda” (25 + 36), “Ingemisco” (10 +

46), and “Confutatis” (29 + 12 + 29).

Offertorio: at the end of the first state-
ment of “Quam olim Abraha” (29) and at

the end of “Hostias” (45).

These numbers are based upon musical
structure. There is also one example of number-
ing based upon fascicle structure: within the
fourth fascicle of vol. 1, the fifteenth measure of
the fascicle is numbered ““15,” the thirty-second
measure “32.” (The fascicle begins at m. 78 of
the Dies ire movement—at the entrance of the
chorus on the text “Quantus tremor” but four
measures after the orchestra introduces the mu-
sical material of the section.)

5. Numbers serving in the preparation of the
piano-vocal score or other sources.

In various parts of the Dies ire and Sanctus
movements, series of numbers added under the
lowest staff by copyists or engravers engaged in
the preparation of secondary sources mark off
units ranging from three to six measures. In a
few cases the same number appears in an adja-
cent measure, probably indicating a second esti-
mate of the space needed for a particular
passage.

Some of these numbers seem to have been
intended as an estimate of the number of sys-
tems needed in pvRI: the numbers in the first 77
measures of the Dies ire movement (the whole
of fascicle 3), for example, correspond closely
to the layout of pvRI for about forty-five mea-
sures, before pvRlI, failing to squeeze four mea-
sures into a system, falls out of step with the in-
dications in A. On the other hand, numbers in
the second fascicle of the Sanctus, starting with
the “Pleni sunt” section, correlate perfectly
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with the layout of I-Mric but correspond neither ~ Compo-
to RI nor to pvRL.* sition Letter Measure

The other examples of numbering for the A 9%
preparation of one or another secondary musical B 109
source are as follows: the 1875 “Liber scrip- C 123
tus,” the last twenty measures of the first reprise
“Triag f?? . « » N. 2 A 46
of the “Dies ir&” music, the “Recordare” and B 7
“Ingemisco” sections (except for the last 12 c 91
measures of the latter, which appear on a new D 11
fascicle), and the second reprise of the ““Dies B 128
ir®” music up to the ninth measure of the .
“Lacrymosa.” F 189 (of Appelldn.( I,
6. Rehearsal letters. t‘he.1874’1, Liber
Two employees at Ricordi entered rehearsal scriptus™) .
letters with a reddish brown pencil into A some- G 213 (of Apperldu.( L,
time before February 1875—these letters are the.1874,1’ Liber
found in the original version of the “Liber scrip- H 205 seriptus™)
tus” section, but not in the revised version. It | 304
is also reasonable to suppose that they were 347
entered into A even before the May 1874 pre- i 370
miere, since the location of the letters corre- 408
sponds closely—though not exactly, as will be z[ 470
seen below—to the printed string parts of pRI o 478
and the manuscript parts for woodwinds, brass, p 578
and percussion (as exemplified by pUS-Cso). Q s44
Curiously, there are no rehearsal letters in I- R 565
Mric (except for letters A—D in the Libera me S 641
movement, placed as in A), RI, RI"3, pvRI, T 666
and the choral parts of pRI. In other words, re- U 677
hearsal letters were entered into the orchestral
material, but not any score that a conductor N. 3 A 29
might use in rehearsals.* B 47
The first scribe entered letters in the first C 60
three movements, placing them both in the up- D 130
per margin and above the vocal parts; the second E 151
scribe wrote letters in the remaining four move- N. 4 A 79
ments, placing them about four or five staves B 119
lower. The letters are found at the following N. 5 A 46
measures: N. 6 A 43
B 54
C 84
21. At the end of m. 90, the second measure of N.7 A 20
the fascicle, the number “2” is written below Cb. B 33
(There may be a very faint “1”" at the end of 84.) Fur- C 90
ther numbers appear every six measures through “7” D 171
at the end of m. 120. After that point the numbers are E 179
first placed every four measures (“8” and “9” after
mm. 124 and 128), then after five measures (‘“10” F 207
after m. 133), and finally after the last measure of the G 246
movement (“11”" after m. 139). Each measure is the H 262
last one on a page in I-Mric. I 312
22. A was returned to Verdi by mid-July 1874 and j 367

therefore used for few, if any, performances.
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The location of the letters in both the string parts
of pRI and in pUS-Cso corresponds closely to
A, as noted above. In two cases, however, these
sources move a rehearsal letter to a more “‘logi-
cal” location than that of A: in N. 2 “B” is
placed at 74, and in N. 3 “C” at 62.” These two
variants are presumably improvements effected
by those who prepared the printed and manu-
script orchestral material.

A69: Autograph Full Score of the Libera
me, Domine Movement (1869), Composed
for the Messa per Rossini; S. Agata
(Busseto), Villa Verdi
The Messa per Rossini, of which this was the
last movement, is discussed in the introduction
to the score. Briefly, Verdi proposed that a Re-
quiem Mass be prepared by a group of Italy’s
leading composers to be performed on the anni-
versary of Rossini’s death. The work was com-
posed, but plans to perform it as part of the
projected ceremony came to naught. Ricordi
made several attempts to have the Mass per-
formed under other circumstances, but these
plans were finally abandoned. Verdi’s autograph
was returned to him on 21 April 1873, and has
apparently been conserved ever since in the

Villa Verdi at S. Agata.

The autograph comprises four fascicles of
four, five, four, and seven nested bifolios, re-
spectively.”” The thirty-stave paper, in upright
format (30 by 43 cm) is heavy, light brown in
color, and lacks watermarks. A69 has neither a
pagination nor a foliation. For further biblio-

23. There are occasional slips in individual parts
(e.g., the Vc-Cb part of pRI places “D” at m. 129 of
N. 3).

24. See David Rosen, “La Messa a Rossini e il
Requiem per Manzoni,” in Messa per Rossini—La
storia, il testo, la musica, edited by Michele Girardi
and Pierluigi Petrobelli (Parma/Milan, 1988), vol. 5
in the series Quaderni dell’ Istituto di Studi Verdiani,
p- 128. This article was originally published in two in-
stallments in the Rivista italiana di musicologia 4
(1969): 127-37, and 5 (1970): 216-33.

25. A facsimile of A69 has recently been pub-
lished: Giuseppe Verdi, Libera me Domine—Messa
per Rossini: Facsimile dell’ autografo (Parma, 1988),
with a preface by Francesco Cossiga and an introduc-
tion by Pierluigi Petrobelli. Let me thank Professor
Petrobelli, who examined the autograph at S. Agata
and kindly shared this information with me before this
publication was available.

graphical details see the Notes to Appendix 2.
For a description of I-Mric(LM69), a highly in-
accurate manuscript copy of A69 prepared at
Casa Ricordi, see ‘“Manuscript Copies.”

Other Autograph Sources
I-Be: Bologna, Civico Museo Bibliografico
Musicale (Ms. UU 26).

This autograph manuscript consists of the In-
troit verse (“Te decet hymnus”’) of the Re-
quiem e Kyrie movement (mm. 28-55). Stored
with it is the original envelope, addressed to
“Eg. Sig. F. Vellani / Biblioteca del Liceo Mu-
sicale / di / Bologna” in Verdi’s hand and
postmarked ““Busseto 26 MAG 91”. Verdi
copied the excerpt and sent it to Federico
Vellani, “segretario” of the Liceo, as a favor
to Boito, as is shown by Boito’s letter to Verdi
of 29 May 1891:
Oggi le scrivo per dirle che ho ricevuto dal
buon Vellani una lettera piena della piu
calda riconoscenza per 1’autografo ch’Ella
ha regalato alla Biblioteca del Liceo Musi-
cale di Bologna. Il Vellani il quale ¢ un’a-
nima candida e semplicissima non si sente il
coraggio di ringraziarla direttamente, ha
paura di tediarla obbligandola a leggere le
espressioni della sua gratitudine e incarica
me di fare la sua parte che io assumo col
massimo piacere. Ma ai ringraziamenti del
Vellani aggiungo anche i miei perché Lei &
stato cosi sollecito ad esaudire la mia inter-
cessione che non posso fare a meno di
ringraziarla.®
Verdi’s choice of the “Te decet hymnus” for
this memento is easily explained: while brief
and involving voices only, it is also a self-
contained section.
I-Bc is a bifolio of twenty-four-stave brown-
ish paper in upright format (27.15 by 34.8

26. “Today I am writing to tell you that I received
from the worthy Vellani a letter filled with the warm-
est gratitude for the autograph that you gave to the
Biblioteca del Liceo Musicale di Bologna. Vellani, a
sincere and very straightforward soul, did not have the
courage to thank you directly—he was afraid to annoy
you by obliging you to read his expressions of grati-
tude—and he gave me the task of doing this for him, a
task that I accept with the greatest pleasure. But to
Vellani’s thanks I add my own as well; since you were
so quick to carry out my request, I cannot refrain from
thanking you.” The letter is transcribed in Carteggio
Verdi—Boito, edited by Mario Medici and Marcello
Conati, 2 vols. (Parma, 1978), 1:188-89, with com-
mentary in 2:410-11.
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cm). The music, written in black ink, fills a
single side. Centered at the top Verdi wrote
“Nella Messa da Requiem”, and at the right he
signed it “G Verdi”. He also added his initials
at the end of the excerpt. Verdi left one staff
blank after each system of four staves, so the
music occupies staves 1-4, 6-9, 11-14,
16—19, and 21-24. There are slight differ-
ences in dynamics and articulation with regard
to A: these are all logged in the Notes. Natu-
rally, there can be no question of preferring the
readings of I-Be, a memento never intended to
be performed, to the explicit readings in A; in
a few cases, however, they have helped to clar-
ify Verdi’s intentions.

I-Mb(1-2): Milan, Biblioteca Nazionale
Braidense, Manzoni Collection (MANZ V.S.
VII 6).

These autograph manuscripts consist of two
brief passages from the opening of the Re-
quiem e Kyrie movement. In 1886, the Brera
Library of Milan dedicated a room to the mem-
ory of Manzoni (the Sala manzoniana). On that
occasion, Verdi was asked to donate to the li-
brary the autograph of his Requiem:* *‘si
chiede a Giuseppe Verdi I’autografo della
Messa da Requiem . . .”While the composer
was apparently not prepared to part with this
manuscript, he did agree to provide an auto-
graph excerpt from the work. On 23 October
Ricordi thanked him, encouraging him to send
the excerpt as soon as possible, in time for the
inauguration of the hall. Three days later Verdi
replied, asking whether Ricordi had not re-
ceived his letter of 24 October. It seems likely
that Verdi had in fact sent an autograph ex-
cerpt on 24 October. When it did not arrive
promptly, he must have prepared ancther. Ulti-
mately both manuscripts were received, and
both now form part of the Manzoni Collection
at the Biblioteca Nazionale Braidense.
I-Mb(1) contains the first eleven measures
of the Requiem, written on one side of a single
leaf of heavy twenty-four-stave paper in upright
format (26.65 by 35 cm). Neither this paper
nor that of I-Mb(2) corresponds to any paper
found in A. The music is written in gray-black
ink on brown staves; the paper lacks water-
marks. Centered at the top Verdi wrote the fol-
lowing inscription in dark brown ink: “Messa

27. See the Catalogo della mostra manzoniana: 5
novembre—20 dicembre 1951 (Milan, 1951), p. xix.

da Requiem per Manzoni’’; and at the right:
“G Verdi / 1874”. The library has stamped
6185 on the recto; the verso is blank, except
for the call number, added in pencil by the
library.

Verdi laid out the strings and chorus as fol-
lows: staves 1—2: Violini [I and II]; 3: Viole;
4: Soprani; 5: Contralti; 6: Tenori; 7: Bassi; 8:
Violoncelli; 9: Bassi; 10—11: blank; 12—-14:
[V11, V111, Vle]; 15-17: blank; 18-23:
[Coro, Vc, Bassi]; 24: blank.

Except for a useful dynamic indication in
the strings (see Note 6, 8, 56, 58 to N. 1),
neither this nor the next item provides any new
information.

I-Mb(2) contains the first five measures of
the Requiem, written on one side of a single
leaf of heavy twenty-stave paper in upright for-
mat (26.7 by 36.4 cm). The music is written in
black ink on paper with dark brown staves;
here too, the paper lacks watermarks. Centered
at the top Verdi wrote “Requiem”; and at the
right “G Verdi / 1874”. The library has
stamped 99710 on the recto. The verso is
blank, except for the call number, added in
pencil.

Verdi laid out the parts as follows: staves
1-2: Violini [I and II]; 3: Viole; 4: Flauti; 5:
Ottavin[o]; 6: Obo¢; 7: Clarinett[i] in Do [sic];
8: Corni [written between 8 and 9] in Mi; 9:
[Corni] in La; 10: 2 Fagott[i]; 11: 2 Fagott[i];
12: Timpani; 13— 14: blank; 15: Soprani; 16:
Contralti; 17: Tenori; 18: Bassi; 19: Violon-
celli; 20: Bassi.

US-PHci:
Music.

Philadelphia, Curtis Institute of

This is an entry Verdi made in an autograph
album, the opening six measures of the prin-
cipal melody of the “Hostias™ (Offertorio,
mm. 120-125), without accompaniment. It is
written on one side of an oblong quarto leaf
and signed “G. Verdi”.” The album leaf dates
from May 1877, when Verdi was in Cologne to
direct a performance of the Requiem. Above
the excerpt he wrote “Dans le Requiem”;* be-
low the excerpt, at the left, is the inscription:
“Cologne 20 mai / 1877”’; and at the right: “‘a

28. The document had earlier been listed for sale
in a dealer’s catalog of Otto Haas (catalog 1, item
260).

29. Here, as in another album leaf, Kuhe (see be-
low), Verdi used “Requiem” to refer unambiguously
to the entire Mass rather than to the Introit alone.
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Robert Heckmann™® / G. Verdi”’. Written in
treble clef on a hand-drawn staff, the excerpt
contains one insignificant rhythmic variant,
which is logged in Note 120—125 to N. 3.

On the verso is an autograph of Anton
Rubinstein, an eight-measure musical excerpt
signed and dated Leipzig, 17 October 1867.
Underneath the Rubinstein item is another, par-
tially illegible inscription from 17 December
1879, which refers to a performance with
Heckmann.

Seligmann: location unknown.

This is another signed autograph excerpt from
the “Hostias,” written three days after US-
PHci. The manuscript is described in M.
Lengfeld’sche Buchhandlung, Katalog 42, lot
542 (with a facsimile of the dedication only on
p. 90). It later appears in the Stargardt auction
catalog 606 (2—3 December 1975), lot 869,
where a complete facsimile appears on p. 233,
and in the Sotheby’s (London) auction cata-
log for a sale of 22 November 1989, lot 255,
where a complete facsimile appears on p. 166.
Its present location is unknown.

The excerpt contains the opening ten mea-
sures of the principal melody (Offertorio,
mm. 120-129), with a piano reduction of the
accompaniment. The document, written on two
systems, occupies one side of a single oblong
leaf. Below the musical example, at the left,
Verdi wrote: “a M.F Heinrich Seligmann /
Cologne 23 Mai 1877”’; and at the right: “G
Verdi”. Seligmann is described in the auction
catalogs as a well-known music lover from Co-
logne. The musical excerpt itself includes one
rhythmic variant, which is logged in Note
120-125to N. 3.

Kuhe: location unknown.

This is an autograph excerpt with the opening
four measures of the Agnus Dei. Its present lo-
cation is unknown.” A facsimile appears in
Wilhelm Kuhe, My Musical Recollections
(London, 1896). In his brief article in The New
Grove, John Warrack describes Kuhe as a
“Czech pianist, teacher, composer and admin-

30. The name looks like “Kuckann,” but it is
probably the same ‘“Heckmann” whose name appears
on the verso.

31. This item may be the same as one listed in a
Sotheby auction catalog for a sale of 15—18 April
1929 (lot 847).

11

istrator,” who settled in England in 1847 and
resided there until his death in 1912.

The excerpt is written on a hand-lined staff
in treble clef, starting on €'’ (i.e., as per-
formed by S*). There is no articulation, but
Verdi did include the appoggiatura in the third
measure of the melody. Above the example
Verdi wrote ‘“‘Requiem’’; below it, at the left:
“Londra 24 / Maggio 1875”; and at the right:
“G Verdi”. At the time Verdi was in London to
supervise the English premiere of the Requiem.
Unusually, Verdi did not include a dedication
to the recipient. See also Note 3, 10, 16, 23 to
N. 5.

Menzel: location unknown.

This is another autograph excerpt with the
opening four measures of the Agnus Dei. Its
present location is unknown, but there is a fac-
simile in Karl Ernst Henrici, Auktions-Katalog
CXLIV, 19-20 November 1928 (lot 578),

p- 33, where it is described as coming from the
Stammbuch of Frau E. Menzel (p. 147).

Verdi wrote above the musical example to
the right “A M.™ E. [?] Menzel”’; to the left
and slightly lower, “Messa da Requiem”’. Be-
low the musical example, at the left, is written:
“Genova 4 Dicembre / 1883”’; and at the right:
“G. Verdi”. See also Note 3, 10, 16, 23to N. 5.

Manuscript Copies

Verdi’s decision to keep his autograph manu-
script of the Messa da Requiem meant that
Ricordi was obliged to prepare a manuscript
copy of the full score, I-Mric, to serve as an ar-
chival copy for later editions. This copy is of
great importance for two reasons:

1. it contains autograph interventions by
Verdi, who proofread the manuscript;

2. it establishes a tradition of the transmis-
sion of the text of the orchestral score lasting
well into the present century. Indeed, some of
the errors made by the copyists of I-Mric are re-
produced in scores for sale even today.*

Only one other manuscript copy has been

32. For a particularly egregious error in I-Mric,
transmitted without hesitation by RI and RIY1, see
Note 251-253 (Trn) to N. 2, Dies ire.
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consulted for this edition, I-Cn: it too seems to
derive from I-Mric. The relative rarity of manu-
script copies is not surprising, as a lithographed
edition of the orchestral score (RI) was prepared
soon (or at least within a few years) after Verdi’s
1875 revision of the work.*

I-Mric: Milan, Archivio di Casa Ricordi.

This source was prepared by a team of half

a dozen Ricordi copyists no later than 14 Au-
gust 1874, the date that it was registered at

the Prefettura of Milan. Verdi examined the
manuscript, made a number of corrections and
modifications, and wrote “Copia conforme /
all’originale / G. Verdi” on the title page. It is
not clear when he examined the score, as we
cannot safely assume that Ricordi needed to
have Verdi’s signature before submitting the
score to the copyright authorities in August
1874. But Verdi probably had A at hand: at one
point in the Dies ire (see Note 322-323,
326-327 to N. 2), he used the same purple ink
to add parts for Trn and Ofc in both I-Mric
and A.

Of primary interest in this manuscript are
Verdi’s autograph interventions, made in purple
ink or, in at least one case, gray pencil. These
are not merely corrections to bring the copy

33. Another potentially important manuscript
source cannot be located: the copy of the orchestral
score prepared by Ricordi, checked by Verdi, and sent
to Léon Escudier in Paris in 1874. This copy is men-
tioned in the correspondence between Verdi, Ricordi,
and Escudier when Escudier acquired rights to the
Messa da Requiem for France and Belgium and partial
rights for England. See, in I Copialettere, the let-
ters from Verdi to Escudier dated 28 February 1874
(CCLII), 7 March 1874 (CCLIV), 21 March 1874
(CCLVI), and particularly 25 March 1874 (CCLVII),
in which Verdi wrote: ““Aggiungo solo che prima del
22 Maggio vi manderd una copia manoscritta della
partitura, che rivedro io stesso” (Let me add only that
before 22 May I will send you a manuscript copy of
the score, that I myself will check). In his letter of 25
March 1874 to Tito Ricordi (Copialettere CCLVIII),
Verdi confirmed his agreement with Escudier, adding:
*“Mi farai fare una bella copia della partitura entro il
10 Maggio, onde io possa rivederla e mandarla all’Es-
cudier” (Have a good copy of the score prepared for
me by 10 May, so that I can look it over and send it to
Escudier). Henri Lemoine acquired the rights to the
Requiem after Escudier’s death in 1881. The score,
however, no longer seems to be in the Lemoine ar-
chives. Let me thank Professor H. Robert Cohen for
assisting me in investigating this missing score in
Paris.

into conformity with A, but also amplifications
and even revisions. Some changes were also
entered into A, but most were not. Marks in
purple ink are assumed to be Verdi’s, even
when they cannot be unequivocally assigned to
him (and all are logged in the Notes). The
score also bears marks in foreign hands, using
purple or gray pencil. In order to give an idea
of the extent and nature of Verdi’s activities as
proofreader, and to provide information about
the relationship among sources, all but the
most trivial interventions in I-Mric are logged
in the Notes, whether or not they modify the
readings of A and whether or not they can be
definitely ascribed to Verdi.

When a musical source read and ““cor-
rected” by the composer deviates from the au-
tograph, one must ask whether the composer
tacitly accepted these differences as improve-
ments. Such a hypothesis is untenable in the
case of the Requiem. The copyists of I-Mric
were far less competent and musically sensitive
than the craftsmen who prepared such early
sources as pvRI and pRI. Time and time again
they uncritically copied blatant errors from A
or, attempting to transcribe precisely what they
saw, left the problems in A unaddressed.* As
we have argued in the introduction to the score,
Verdi’s proofreading was hasty and rudimen-
tary. Therefore, unless Verdi intervened explic-
itly, deviations of I-Mric from A will not be
privileged simply because Verdi held the manu-
script in his hands. No attempt has been made
to log all deviations in the Notes, although
errors of pitch or duration affecting the later
tradition have generally been recorded.

Later printed full scores (see ‘““Printed Mu-
sical Sources” below) represent a tradition de-
riving from I-Mric, the direct source for RI.
The latter, though based largely on the original
layer of I-Mric, incorporates most of Verdi’s
direct interventions into that manuscript, even
when these were never introduced into A.*
Many other markings in I-Mric, particularly
those in gray or purple pencil, were apparently
made at a later time, for they are not adopted
by RI (although some obvious errors were in-
dependently emended in the printed score).

I-Mric is a single volume in upright format,

34. See, for example, Note 219 to N. 7, Libera
me, where the copyist, misreading a p dynamic in-
dication, realized it as a grammatically impossible
flat.

35. For a particularly striking example, see Note
63-68 to N. 3, Offertorio.
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with a foliation of stamped numbers (1-193)
supplied in the twentieth century. Although
there are a few irregularities in the fascicle
structure, including three instances of a single
leaf bound in the center of a fascicle, none of
them corresponds to any disturbance in the fas-
cicle structure of A. Hence there is no reason
to believe that they reflect revisions made dur-
ing the preparation of I-Mric.

The opening recto (f. 1) serves as a title
page. In the top right corner Verdi wrote
in purple ink: “Copia conforme / all’originale /
G. Verdi”. In the center of the page a copyist
provided the title: “Per I’anniversario della
morte / di / Alessandro Manzoni / 22 Maggio
1874 / MESsA DA REQUIEM / di / G. Verdi”.
Below are notations pertaining to copyright
legislation: “R. Prefettura della Provincia di
Milano / Registro N.° 948 / Visto per la
presentazione fatta alla R. Prefettura di Milano
dal / Signor Tito di Giovanni Ricordi editore di
Musica, per gli effetti / della Legge 26 Giugno
1865 e del Regolamento 13 Febbrajo 1867 sui
diritti d’Autore. / Milano 14 Agosto 1874. /
[Stamp of the Prefettura] L’Ufficiale Incar-
icato / [illegible signature] Segretario”. Space
was left for the three dates, which were later
filled in by two different hands. The music fol-
lows on ff. 1V—193".

US-Cn: Chicago, Newberry Library (Thomas
130m).

This source contains the 1874 version of the
“Liber scriptus” in its original layer, although
the 1875 version, with C. L. Kenney’s English
translation, was bound in later. The work is
part of the Thomas Collection at the Newberry
Library, and is probably one of the two or-
chestral scores listed in the manuscript Cata-
logue of The Musical Library of Theodore
Thomas in the Library. The works cataloged
there “‘were donated in part to the Newberry
Library of Chicago, the remainder being do-
nated to the Orchestral Association of Chicago,
for the use of the Theodore Thomas Orchestra
by [six names follow] The wife and children of
Theodore Thomas [—] January 1905.”

The copyists were clearly not Italian speak-
ers, as evidenced by such macaronic indica-
tions as ““Clarineti in Bb” in the score, as well
as unsuccessful attempts to copy inscriptions
in an unfamiliar language: ‘‘priangente’ (for
“piangente’’), ““Voci solo,” “Questo squarcio
[. . .]verra esegnito,” etc. It seems clear, then,
that this source was not prepared by Ricordi’s
crew of copyists. Many of the readings, how-

13

ever, place US-Cn in the immediate textual tra-
dition of I-Mric and RI, for example:

1. that Trn play in Dies ir®e mm. 251 and
253, rather than m. 252; :

2. that S¢ have an erroneous § rather than a
b on the fourth beat of Dies ire m. 35, etc.;

3. that Timp has B rather than d on the sec-
ond note of Libera me m. 14.
It may well have been copied from I-Mric or
from another source derived from it—in any
event, it reflects an early stage in the textual
tradition, for few of the corrections in I-Mric
(including those in Verdi’s hand) are reflected
in US-Cn. In any event, US-Cn has no demon-
strable textual authority, and its readings will
hardly ever be recorded in the Notes.

I-Mric(LM69): Messa per Rossini (1869);
Milan, Archivio di Casa Ricordi.

The Messa per Rossini is contained in two
bound volumes in the Ricordi archives. Ac-
cording to the original plan, one volume was to
contain the autograph manuscripts of the thir-
teen composers, another the manuscript copies.
The smaller volume contains the contributions
of Antonio Buzzola, Antonio Bazzini, Carlo
Pedrotti, Alessandro Nini, Raimondo Bouche-
ron, Carlo Coccia, and Pietro Platania, pre-
sumably the autograph manuscripts. A note
indicates that the compositions of Federico
Ricci, Teodulo Mabellini, Verdi, and Gaetano
Gaspari had been returned to their respective
composers.

The larger volume contains the complete
Messa per Rossini, mainly in manuscript copies,
although two movements are identified as auto-
graphs. For a number of movements there are
two copies.™ But there is only a single copy of
the movement that concerns us, Verdi’s Libera
me, found on ff. 301-339". Often inaccurate,
I-Mric(LLM69) has no claims to textual au-
thority: it was never put to the test of a perfor-
mance or even proofread, and there is rarely
any need to cite its variant readings.

Manuscript Parts
Following its usual practice, Ricordi printed for
rental only string and choral parts, of which
multiple copies would be needed; for the re-
mainder of the orchestra, where single parts

36. Of Boucheron’s Confutatis movement there
are three manuscripts between the two volumes, two
of which are identified as being in the composer’s
hand.
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would be sufficient, it rented manuscript parts.
Not until 1913 did Ricordi print performance
material for the woodwinds, brass, and percus-
sion. (See the discussion of pRI under ““Printed
Musical Sources” below.)

pUS-Cso: Manuscript woodwind, brass, and
percussion parts; Chicago, Library of the Chi-
cago Symphony Orchestra.

This set of manuscript parts, copied by Casa
Ricordi, is preserved in the Library of the Chi-
cago Symphony Orchestra. The parts were
clearly prepared before 1875, as they include
the original “Liber scriptus” (1874). Most also
have as a later insert (of uncertain date) the de-
finitive “Liber scriptus” (1875): these inserted
pages are written on paper produced by the
New York firm of Carl Fischer. As noted in the
introduction to the score, on 9 November 1874
Ricordi informed Verdi that performing mate-
rial had been sold to one of the Strakosch
brothers. Both pUS-Cso and the printed string
parts of pRI in Chicago bear the name ‘“Mau-
rice Strakosch” in the same hand—whether in
Strakosch’s own hand is not known. They
probably belong to the set of parts to which
Ricordi referred. How they found their way
into the Chicago Symphony Orchestra collec-
tion has not been determined, although it is
possible that they belonged to the musical li-
brary of Theodore Thomas. The catalog of that
collection (see the description of US-Cn above)
lists sixty-six orchestral parts. From players’
annotations, however, it is apparent that these
parts were used for performances even after
Ricordi issued printed parts in 1913 (pRI™!).
In all probability the manuscript parts were
prepared directly from A—at least some of the
stemma-defining errors found in I-Mric and RI
do not appear in any of the sets of manuscript
parts examined.”” More precisely, a master
copy of the parts was probably prepared from
A and then used as a source for other sets of
parts.*® There is no reason to believe that Verdi
was directly involved in the preparation of ei-
ther the hypothetical master copy or of pUS-
Cso. Therefore pUS-Cso is not a critical
source for most issues. On the other hand,
pUS-Cso is the earliest and most authoritative

source to help resolve such ambiguities as
whether a given line is to be played “Solo” or
“a 2,” or whether Trn II should double Trn I
or Trn III. In the absence of a note to the con-
trary, it may be assumed that suggestions of
WGY about these matters placed in paren-
theses are derived from pUS-Cso. The few in-
stances where WGV does not follow pUS-Cso
are logged in the Notes. Since these parts also
provide evidence as to what was apparently
played in some early performances, a few of
the more interesting variant readings have also
been noted.

All but two of these manuscript parts are
bound in a heavy gray cover inscribed: ‘“MESSA /
DA / REQUIEM / DI GIUSEPPE VERDI / [orna-
ment] / [name of instrument written in] /
[ornament] / Proprieta generale per tutti i
paesi / R. STABILIMENTO RICORDI / MILANO /
Napoli—roma —Firenze / LONDRA”. This cover
is uniform with that of the printed string parts
described below. The name ‘“Maurice Stra-
kosch” is written in pen directly beneath
“VERDL.”

There are twenty-five parts in pUS-Cso.
The handwritten designations of the instru-
ments on the covers are as follows: Flauto 1.m,
Flauto 2.9, Ottavino e Flauto 3.°, Oboe 1.™,
Oboe 2.%, Clarino 1.™, Clarino 2.%, Fagotti
1.m e 2.9 Fagotti 3.°¢ 4., Corno 1.™, Corno
2.% Corno 32, Corno 4.°, Tromba 1.,
Tromba 2.9, Tromba 3.2, Tromba 4.2, Tromba
1.m ¢ 2.% in lontananza, Tromba 3.2 ¢ 4. in
lontananza, Tromboni [1 and 2], Trombone 3.°,
Cimbasso,” and Timpani. There is also an ex-
tra part for “Drums” (i.e., Gran Cassa), but
it is clearly not part of the original set, as it
includes only the final version of the ““Liber
scriptus” and is written on different, Carl
Fischer paper (but not the same type used to
add the definitive ““Liber scriptus” to the other
parts). Finally, there is also an extra part for
Trn, later than the basic set and of uncertain
provenance.

pI-Mric: Manuscript woodwind, brass, and per-
cussion parts; Milan, Archivio di Casa Ricordi.

A later set of twenty-four manuscript parts is
preserved in the Ricordi archives. These con-
tain the 1875 version of the “Liber scriptus” as

37. Recall the Trn error in I-Mric in the Dies ire
movement mentioned above.

38. There is at least one bit of evidence that sug-
gests that pUS-Cso were copied from an intermediate
set of parts rather than directly from A: see Note
336-343 to N. 7, Libera me.

39. A later hand has written “Tuba’ on the cover,
and “Tuba” is the designation on the inserted page
containing the 1875 “Liber scriptus.” On the title
page and elsewhere in the part, however, the instru-
ment is invariably referred to as “Ophicleide,” as in
Verdi’s autograph.
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part of the original layer, not as a later addi-
tion. On the outer cover, a label identifies the
firm as “G. Ricordi & C.”; included among
the “Ricordi cities™ is Leipzig but not Buenos
Aires—evidence that at least the cover dates
from between 1901 and 1904.* On the inside
cover another label informs the “signori Im-
presari e Direttori d’orchestra” that they will
be charged for ruined parts. Indications show
that the parts were used as early as 1902 and as
late as 1945. Neither these nor a number of
manuscript parts associated with Spanish per-
formances in the 1890s have any textual
authority.*!

Printed Musical Sources

Three types of printed musical sources are im-
portant for establishing the text of the Messa da
Requiem:

1. orchestral scores (primarily RI, issued
within five years after the premiere of the work);

2. reductions of the complete work for voice
and piano;

3. orchestral and choral parts.
There is direct evidence that Verdi proofread—
after his fashion—certain items from the second
and third categories, most notably the first edi-
tion of the Ricordi piano-vocal reduction. While
there is no such evidence for his involvement in
the production of RI, its early date gives it a cer-
tain importance. Other contemporary publica-
tions, including reductions, transcriptions, and
fantasies, are of interest for the reception history
of the work; however, such sources have no sig-
nificance for establishing the text of the Re-
quiem, and their readings have not been logged
in the Notes.

40. See James Fuld, The Book of World-Famous
Music (New York, 1966, rev. 2/1971), p. 68. Ricordi
must already have had branches in Buenos Aires and
New York by 1913, for those cities appear on the title
page of RI"13. Cecil Hopkinson’s dates, then (1924
and 1919, respectively), are too late. See his A Bibli-
ography of the Works of Giuseppe Verdi, 1813—1901,
2 vols. (New York, 1973, 1978), 2:xiv.

41. Professor Claudio Sartori’s unpublished cata-
log of musical sources in Italy indicates that fifty-eight
manuscript parts of the Requiem were preserved in the
library of the Duomo of Novara, but the Duomo has
been unable to locate them.

Orchestral Scores
RI: Ricordi, first edition of the orchestral score,
1875-77 (Hopkinson 3Q).*

This score, described by Hopkinson as a
“copyist’s facsimile lithographed,” ** was pre-
pared after the revision of the *“‘Liber scriptus’
but before January 1878, the date inscribed on
the copy in the British Broadcasting Corpora-
tion library. The reservation of rights found in
a few copies indicate that RI, the first printed
orchestral score of a Verdi work since La tra-
viata (ca. 1855), was intended for rental only.*
These scores were used for performances as
late as 1933, according to manuscript com-
ments in some copies. While Ricordi continued
to use the scores well into the present century,
there apparently was only one state of the mu-
sical text: the same egregious, rehearsal-
stopping errors remain uncorrected in all ex-
emplars consulted. If these errors were not cor-
rected, it seems doubtful that any other, more
subtle changes were effected.

The principal copy used here is from the
Ricordi archives (numbered “P. 14589 in
pen). Glued to the cover is a label with the
following inscription: ‘“MESSA DA REQUIEM /

DI / G. VERDI / PARTITURA / [ornament] / Pro-
prieta esclusiva della Ditta / G. RICORDI & C. /
MILANO — ROMA — NAPOLI — PALERMO—PARIGI—
LONDRA — LIPSIA — BUENOS-AIRES — NEW-
YORK / Tutti i diritti di r<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>