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THE SYMPHONIES OF KARL VON ORDONEZ (1734 - 1786) 

A BIOGRAPHICAL, BIBLIOGRAPHICAL AND STYLISTIC STUDY 

by David George Young 

Karl von Ordonez is a Viennese composer. who was born two years 

after Haydn. No detailed study of his life and symphonies has yet 

appeared and it is the purpose of the present study to meet this need. 

Born into the nobilityq he followed an administrative careerg but also 

became well known as a violinist and composer - indeed, he was an 

astonishingly prolific composer. As no autograph scores of his seventy- 

three symphonies have survivedt the extant sources consist of catalogues, 

manuscript copies preserved in nearly two dozen European libraries, 

and two prints. Although there is insufficient external evidence to 

allow the establishment of a definitive chronology of the symphoniesp 

a working chronology has been formed, chiefly on the basis of stylistic 

evidence. Ordonez was a predominantly conservativeg though highly 

individual, composer; his greatest strengths are in orchestration and 

counterpoint; his main weaknesses are an apparent inability to design 

imaginative tonal schemes2and an often unsatisfactory modulation 

technique. of his Viennese contemporaries he is probably closest 

stylistically to Wagenseilv Gassmann and Haydn; his earliest symphonies 

were probably modelled on the symphonies of Wagenseil; in later works 

the influence of Haydn is clearly felt. Included amongst Ordonez's 

sixty-eight surviving symphonies are a number of finely constructed, 

impressive works, well worthy of revival; the long neglect which 

they have suffered is certainly undeserved. 
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PREFACE 

Until fairly recently our knowledge of music in the classical era 

has been largely restricted to the works of Haydnq Mozart and Beethovent 

with perhaps a smattering of Gluck; thusp the musical achievements of 

the age were measured almost exclusively from the works of these 

composers* In contrastg our knowledge of mediaevalt renaissance and 

baroque music was (and still is) much broaderp thanks to the work of' 

such scholars as Gustave Reese and Manfred F. Bukofzert who painted 

broad pictures of these earlier periods, thus allowing the achievements 

of outstanding figures to be seen against the work of lesser ones. 

Within the last twenty years or so the position in respect of classical 

music has improved considerablyp thanks to the appearance of highly 

important works of review and synthesis (such as Ernst Apfells Zur Vor - 

und FrUhqeschichte der Symphaniep or Warren Kirkendalets Fuqe und Fuqato 

in der Kammermusik des Roýoko und der Klassik)q as well as studies and 

catalogues of the works of individual composers (such as Eve Rose Meyer's 

'Florian Gassmann and the Viennese Divertimentol and Yves Gerard's 

Catalogue of the Works of Luiqi Boccherini). 

Gapsq however, still remain: there are a great many minorg yet 

significantt composers who deserve to be much better known* Amongst 

thesep recent scholarly interest has focussed sharply on Karl von Ordonez, 

a Viennese composer who was born two years after Haydn* He Co Robbins 

Landon introduced this composer to the modern musical world at the 

Isham Conference of 1959 ('Problems of Authenticity in Eighteenth-Century 

Musicl)v since when he has figured prominently in Kirkendale's Fuqe und 

Fugato; has been mentioned frequently in Apfel's Zur Vor- und Fruh- 

geschichte der Symphonie; has appeared in numerous articles (such as 

Barry S, Brook's 'Sturm und Drang and the romantic period in music'. 

R. M. Longyear's 'The minor mode in the classic period'. 3. A* Westrup's 
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'The Paradox of Eighteenth Century Musiclo Jens Peter Larsen's IZur 

Entstehung der Usterreichischen Symphonietradition', LandonIs 'Haydn's 

marionette operas and the repertoire of the marionette theatre at 

Esterh9z Castle'); and has received special attention in two large 

Haydn studies (Reginald Barrett-Ayres' Joseph Haydn and the String 

Quartet, and Landon's Haydn at Esterhaza 1766-1790t Haydn: Chronicle 

and Works),., Dictionary articles apartp only two Ordonez studies have 

been published (A, Peter Brown's 'Structure and style in the string 

quartets of Carlos dIOrdo?! ezI and the same author's 'The chamber-music 

with strings of Carlos d'Ordolfszl). No detailed study of Ordonez's 

life and symphonies has yet appearedg howevert and it is the purpose 

of the-present study to meet this need. 

The starting point for Chapter 1 was Landon's article (1962) in 

Die Musik in Geschichte und Genenwart. I have obtained most of my 

informationg howeverg from a large quantity of eighteenth-century 

documents preserved in numerous Viennese archives. Chapter 2 and 

VolumeII are the results of my examination of nearly all the musical 

sources: I examined the Prague sources (the largest collection) at 

first handv the rest from photographic reproductions. As only one 

Ordonez symphony has appeared in a modern edition (Sinfonia per tre corip 

ed. Landonp Accademia Musicale No* 169 Universal Editiong 1972)9 

Chapters 3 and_4 are based almost entirely an my own transcriptions. 

At the end, of 1978, when the final copy of my study was being preparedo 

a thematic catalogue of Ordonez's works was published (A. Peter Brownt 

Carlo dOrdonez 1734-1786: A Thematic Cataloque), as a result of which 

I delayed its 
j 
completion in order to take into- account Brown's findings. 

Because of serious reservations about Brown's Catalogue (the nature of 

these reservations is given in the Introduction to Vol. II)j, and for the 

sake of complatenessv I went ahead with my original decision to include 
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my own Thematic Catalogue of the Symphonies (this is considerably more 

detailed than Brown's catalogue of symphonies and was compiled indepen- 

dently, but I subsequently incorporated certain elements from it - in 
A~ 

particular, numerous watermark descriptions). From my study of the 

life and symphonies of Karl von Ordonez has emerged not so much an 

innovatoryp nor even a particularly influential# composer, but rather 

one of talent and originality. 

Ordonez's name appears in a great variety of spellings in eighteenthq 

nineteenth and twentieth century sources, Most modern works of reference 

favour the form Carlos dlftdoZez (this form was first used in Eitnerts 

Quellen-Lexikon and later established by Landon's article in MGG; 

however, the old assumption on which this spelling was based - that 

Ordonez was Spanish - is now known to be false: he was born in Austria, 

More recentlyp Brown (in his Thematic Catalogue) has argued for an 

Italianate spellingp 'Carlold'Ordonezg on the grounds that this is the 

form which appears most often in early musical sources* This argumentp 

howeverg is unconvincingg for Italianate spellings of non-Italian 

composers are extremely common in eighteenth century sources; for 

examplep Haydn was usually referred to as 'Giuseppe' Haydn in copies 

of his musicq yet nobody has argued for the universal adoption of this 

spelling. Moreoverg Brown has failed to take into account a quantity 

of vitally important archival documents (baptismt marriage and death 

certificatest records of appointments to administrative and musical 

postsg as well as an autograph letter)9 which show that he was baptized 

Johann Karl (3oannes Carolus) Rochus Ordonizp but was subsequently 

usually referred to as Karl v(on) Ordonezp which was the spelling he 

himself used* I have therefore adopted this spelling. 
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Chapterýl 

BIOGRAPHY 

Karl von Ordonez (1734-1786) spent his life in Viennap working as 

an administrator in the Lower Austrian Landrecht (his main professional 

activity) and also as a violinist in the Hof-Musikkapelle and Tonk*Unstler- 

So6ietlit (and possibly with other bodies). He was also a prolific 

composer, My, researches have uncovered information about his parentagep 

birthq careerv wife and family. 

Sources 

Archives 

The Gsterreichisches Staatsarchiv (A-1010 Viennag Minoriten- 

platz 1) is divided into five sections: Haus-, Hof-und Staatsarchiv 

(A-1010 Viennaq Minoritenplatz 1)9 Allnemaines Verwaltunqsarchiv 

(A-1010 Viennap Wallnerstrasse 6)9 Finanz-und Hofkammerarchiv (A-1010 

Viennag Johannesgasse 6)9 Kriensarchiv (A-1070 Viennap Stiftgasse 2)t 

and Verkehrsarchiv (A-1030 Viennag Aspangstrasse 33); ' two of these 

2 
provide information about Ordonez. The Hof-Archiv preserves the 

Hofparteyenprotokolle of the years 1779/80 and 1783, which record his 

appointment to and retirement from the post of Kaiserlicher Kammermusicus. 

The Finanz-und Hofkammerarchiv contains a large number of documents 

relating to his career with the Lower Austrian Landrecht; unfortunately, 

the Ordonez papers go back only as far as 1780 - those concerning his 

career before this date were presumably burnt in the fire of 1927t which 

destroyed most of the Landesarchiv; 
3 

neverthelesst from the available 

documents the main outlines of his career as an administrator can be 

pieced together. 
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Table 1 

Documents relating to Ordonez in 

Vienna, Finanz-und Hofkammerarchiv 

(numbers in brackets refer to call numbersq below) 

Date Summary of contents 

1st May 1780 Note from Graf von Seilern and others to Joseph II. 

Reports the recommendation of the Appointments 

Committee that Ordonez be appointed Registrator 

in the Nieder6sterreichisches Landrecht, Gives 

details of his administrative career up to 

May 1780. (4) 

9th May 1780 From Graf Carriam to the Oberste Justizstelle. 

Records Ordonez's appointment as Reqistrator. (4) 

12th May 1780 To Joseph II, States Ordonez's salary as 

Reqistrator,. (4) 

3rd July 1780 From the Hofbuchhalter and another to the Oberste 

Justizstelle,, Records Ordonez's appointment as 

Registrator, and states his salary. (4) 

Sth July 1780 The reply. 

15th July 1780 To the Oberste Justizstelle. Records Ordonez's 

promotion to Registratorg and states his new 

salaryo (4) 

July 1780 Dittoo (4) 

30th June 1783 From Seilern to Joseph II (but dealt with by the 

Oberste Justizstelle)e Recommends that Ordonez 

be retired from his post as Registratoro (5) 

20th October 1783 From Seilern to the k. k. vereinte Hofstellen. States 

that Ordonez has been employed as a civil servant 

since 15th July 17809 that his present salary is 



3 

Table'l (continued) 

1000f and that he is due to retire on lst November 

1783. (1) 

23rd October 1783 From Ordonez to 3oseph II (but dealt with by the 

Niederdsterreichisches Appelazionsgericht). 

Appeals against compulsory retirement on half salary; 

gives outline of career in civil service; requests 

either another job at same salary or retirement an 

full pension* (2) 

27th october 1783 To the Oberste justizstelleo States that Ordonez 

has been employed as a civil servant since 15th 

July 1758. (1) 

27th October 1783 States that Ordonez is due to retire an lst 

November 1783, (5) 

31st October 1783 Ditto. Reports that the NiederUsterreichischas 

Appellazionsqerichtlrejected Ordonez's appeal 

against retirement on half salary. (2) 

31st October 1783 Explains Seilern's decision to retire Ordonez: 

his retirement part of a scheme to reorganize 

personnel. (5) 

6th November 1783 From Haumeckr to the NiederBsterreichische 

Appellations Pr2; sidentense Records Ordonez's 

retirement and salary before retirement. (5) 

6th November 1783 Records that Ordonez retired on Ist November 

1783* (5) 

0 10th November 1783 From Haumeckr to the. Nieder*osterreichische 

Appellations Pr9sidentens. States that Ordonez 

is to be treated in the normal way during his 

first year of retirement. (2) 
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Table 1 (continued) 

w 
10th November 1783 Ditto. States that Ordonez is to be treated in the 

normal way during first year of retirement. (2) 

12th February 1784 From Haumeckr to the Oberste Justizstelle. States 

that Ordonez is receiving as pension half his 

former salary. States that he was employed in 

the Ni-ed-e-r'osterreichisches Landrecht for 25 years, 

3 months and 18 days. (3) 

Call numbers: (1) Kamerale, rote Nr. 7079 Nr. 520 

(2) Kamerelag rote Nr. 7079 Nr. 144 

(3) Kameraleg rote Nr, 7109 Nr. 273 

(4) Kamerala, rote Nr. 20799 Nr. 270 

(5) Kamerals, rote Nr, 20799 Nr, 63 

The Stadt-und Landesarchiv preserves the Sperrs-Relation 

('Closing Report') an Ordonezv which gives valuable information 

about his children and the personal circumstances of his last few 

years; also preserved here are his and his wife's Tatenbeschaupro- 

tokolle. The archives of St. Stephen's Cathedralq Viennav preserve 

documents (records of baptisms and marriages) relating to Ordonezf 

his parentso grandparentsq wife and wife's family; 4 
although the 

information contained is sketchy (perhaps just a name and brief 

description of occupation).. there is just enough to provide the 

outline of a small family tree. 

- journals, almanacks and dictionaries 

A regular feature of 3. A. Hillerýs journalg WEchentliche 

Nachrichten und Anmerkungen die Musik betreffend, 5 
was news from 

various courtly musical establishmentsp including lists of personnel; 
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the issue of 23rd September 1766 has a brief entry on Ordonez, who 

is described as a violinist with the Viennese Hof-Musikkapelle, 

The Wienerisches Diarium of 19th Oune 1779 describes a fireworks 

display - held (possibly at the Auqarten) the previous day, with 

repeat performances planned for 21st and 23rd - at which a newly- 

composed wind serenade by Ordonez was performed by 131 of the most 

famous musicians' ('von 31 der alhier berUhmtestan Tonkrinstlert; the 

serenadeq evidently an antiphonal piecep is unfortunately lost). 

0* N, Forkel's Musikalischer Almanach IOr Deutschland for 1783 and 

1784 contains short biographical sketches of Ordonez: 6 

fordannaz (Carl von) Registrant bay dem Landrechten 
in Wien; gab. - Hat eine Operette: Diesmal hat 
der Mann den Willen# componirtg die aber nicht 
gedruckt ist. - Ob dieser der nemliche istg von 
welchem in Lyon Sinfaniang und, andern Instru- 
mentalsachen gestochen sindp ist nicht bekannt, 
und deswegen nicht wahrscheinlichy weil sich jener 
da Ordonnitz screibt' Esic]. 7 

The Musicalischer Almanach auf das Jahr 1782 (by C. Lj 3unker? ) 

gives Ordonez's birthdayt although, according to H. C, Robbins Landon, 

a- this source is not always reliable. Ernst Ludwig Gerber's Historisch- 

Bloaraphisches Lexicon contains a short biographical entry: 

'Von Ordonitz (Carl) Registrant bey'den Landrechten 
und Violinist in der Kaiserl. Hofkapelle zu Wiang 
schon seit dem Jahre 1766; hat gegen 1780 zu Lyon 
6 Violinquartetten Op, 1 stechen lassen, Ungleich 
mehrere seiner Kompositionen» und vorzÜglich 
Sinfonieng sind in Ms. von ihm bekannt. Auch 
hat er die Operette: Diesmal hat der Mann den 
Willeng in Musik gesetzt. 9 

Garber's Neues historisch-biographisches Lexikon states that the 

composer produced various works for the churcht which were received 

'not without applause' (10rdonitz . *. hat auch Verschiedenes flýr die 

Kirche nicht ohne Beyfall geschriebenl)olo These two statements by 

Gerber form the basis of entries by 3ohn S. Sainsburyp Constant von 

Wurzbach and F, 3. Fetis. " 
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Books 

Eduard Hanslickls monumental workg Geschichte des Concertwesens 

in Wien, 12 
and C, F. Pohl's Denkschrift aus Anlass des HundertJahriqen 

Bestehens der Tonkunstler-Socieegt, im Jahre 1862 reorqanisirt als 

'Haydn', Witwen - und Waisen-Versornunqs-Verein der Tonk-unstler in 

13 
Wienq make only passing reference to Ordonezq yet both are vitally 

important for the information they give on Viennese concert life in 

general and the activities of the TonktInstler-Societirt in particular. 

Hanslick is the first writer to assert (incorrectly) that Ordonez was 

born in Spain; 
14 

this assertion was repeated by Fatisq and He C, Robbins 

Landon (but subsequently corrected by Landon)*15 Surprisinglyq Ludwig 

Ritter von K5chel's Die kaiserliche Hof-Musikkapelle in Wien von 1543 

bis 1867: Nach urkundlichen Forschungen makes no mention at all of 

Ordonezq despite the fact that he was definitely a member of the Hof- 

MusikkapellD 
16 

howeverg K6chel's details concerning personnel are 

not always reliable. Finallyp Ludwig Abafils Geschichte der Frei- 

mauerei in Cesterreich-Ungarn contains information an Crdonez's 

activities as a freemasong along with additional biographical data. 17 
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Birth and parentaqe 

Karl von Ordonez was born on 19th April 1734 in ViennatlB and 

baptized at St. Stephen's on 16th August of that yeart in the name of 

3ohann Karl (3oannes Carolus) Rochus. 
19 

He was born into a military 

family - both father and grandfather served with the Hapsburg forces 

- and belonged to the lowest order of hereditary nobility - both 

father and grandfather are described as barons (barones (med. Let, 

baraq baronis)) in the father's marriage certificate. (Evidentlyv the 

family was without estatet for Karl was to die in extreme poverty). 

Joseph von Ordonezp Karl's grandfatherv rose to the rank of 

colonelp and died (presumably in actiong forg in his son's marriage 

certificate, he is described as 'pie-defunctu§1,, dutifully deceased) 

some time before 1723; his wife's name was Anna Regina* 
20 

The name 

Ordonez is unquestionably Spanish (and an extremely common one), 

though, whether, Joseph was born in Spainp, Austra/Hungary or elsewhere 

has proved unascertainable. His son, Johann Baptist Christophq was 

married at St. Stephen'st-Vienna, in 1723, at which time he was 

lieutenant in the Serriphen Infantry Regimentq and was living in 

Neuschloss (Novd' Hradyp near Chrudin), Moravia (now eastern Bohemia). 
21 

His bride was Anna Maria Theresa von Rosenzweigg daughter of Johann 

Augustin von Prosamer, a secretaryt and his wife Maria Elizabeth; 22 

this was Anna's second marriagep her first husbando Johann Georg von 

Rosenzweigg whom she married in 1712p died in action in Transylvania 

(while fighting for the forces of Karl VI against the Turkst some 

time between 1716 and 1718? ). 
23 
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Table 2 

ordonez's ancestry 
24 

Joseph von Ordonez = Anna Regina Johann Augustin von Prosamer 
Maria Elizabeth 

Johann Baptist Christoph von Ordonez = Anna Maria Theresa-, von 
' 

Rosenzweig 
1723 (widow of Johann Georg von 

Rosenzweig whom she married 
in 1712) 

Johann K : hus von Ordonez 
(1734-1786) 

Civil servant 

On 13th July 1758p Ordonez began his 25-year career as a civil 

servant; his first appointment was as unpaid assistant -tothe 

Concipistens and keeper of council minutes - at the Lower Austrian 

Regional Marshalls- Court (Concipistens - und Raths Protocallistens - 

Adlunct beim Landmarshallischen Gericht). 
25 (Although na information 

has come to light concerning his educationg he must have read law at 

the University in order to have qualified for his profession; prior 

to Universityt he-would probably have attended a IRitterakademielp a 

boarding school for the nobility). 
26 

The question why such a talented 

musician should have become an administrator is easily answered: here 

was a profession that befitted his social rankq whereas that of full- 

time musician most certainly did not; 
27 

all his musical activities 

were practised in his spare time- 

In 17649 Ordonez was appointed a first-grade employee in the 

registry of the Lower Austrian Regional Court (erster Reqistrant beim 

Landrecht')p with an annual salary of 400 Gulden plus 200 Gulden ad 

personam; 
28 in 17 1 74 he was appointed supernumerary secretary 

(t3beriLhliqer Sekretgr)g which was a nominal positionp-fort in terms 
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29 
of duties and salaryp his actual position remained unchanged. 

Promotion came in 1780, when he was appointed Registrar (Reqistrator), 

with an annual salary of 1000 Gulden. 30 

On let November 1783, he was compelled against his wishes to 

retire from the Lower Austrian Regional Courtp and granted a pension 

of 500 Gulden a year, that isq half his salary as Registrar* The 

recommendation to retire him was made in a notev dated 30th June 

1783, from Graf von Seilern to Joseph II (but dealt with by the 

Supreme Justice Department); 
31 

Seilern had been examining means of 

economizing on staffq andp as Ordonez was suffering serious illness 

32 
(pulmonary tuberculosis)v the opportunity was taken of retiring him 

and promoting to the position of Registrar someone already in service*33 

This forced retirement caused Ordonez acute distress. He addressed to 

Joseph II an appeal against the decisiong dated 23rd October 1783, in 

which he alleges unjust treatment; he requests9 eitherp another post 

at the same salary (for he considers himself still capable of service), 

org a pension equal to his former salaryp that is, 1000 Gulden a year; 

he believes himself to be a deserving casev because he has been in 

continuous service for the past 25 years, a longer period than that 

of the newly-appointed Registrar; finallyp Ordonez claims that implemen- 

tation of the decision would result in his circumstances being sadly 

reduced, andq in particulart in hardship for his children. 
34 

The 

Appealq having been set before the Lower Austrian Appeal Court 

(n. ý Appelazionsqericht)t was rejected outright. 35 

Performer 

Ordonez was well known during his lifetime as a violinist - that 

isq as an orchestral or chamber-music player rather'than soloist: 

Hillert 3unger(? ) and Garber all refer to him in this way- However, 
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in view of the fact that his chief occupation was as an administrator, 

his role as a violinist must be seen as an ancillary, albeit importanto 

activity. Evidence exists of his membership of two Viennese performing 

bodies: the Kaisetliche Hof-Musikkapelle and the Tonktlnstler Societ9t. 

Kaiserliche Hof-Musikkapelle 

The functions of the Hof-Musikkapelle during the second half of 

the eighteenth century were to provide music for church (the chief 

function)p chamber (orchestral and ensemble)g banquetsq festivalst 

coronationst homages and processions; opera was no longer a respon- 

sibilityl following regulations passed in March 1751.36 After the 

retirement in 1740 of Johann Joseph Fux as Kapellmeister, a serious 

decline was suffered, to such an extent that on the death# on 12th 

March 17729 of his successorp Georg Reutterv the number of members 

was reduced to about twenty (most of whom were invalids)v and this 

included only one bass singert oboist and bassoonist; there was not 

a single cellist or double bassist - not even an organist. 
37 (Reutter 

was appointedp in 1746, joint Kapellmeister with Luca Antonio Predieri; 

but later, by virtue of the regulations passed in March 17519 Reutter 

became sole active Kapellmeiste . 
38 

Indeedq around the time of 

Reutter's deatht serious consideration was given to the disbandment of 
39 

the Kapelle. It was entirely due to the abilityt enthusiasm and 

vigour of Reutter's successor# Florian Leopold Gassmann (who'held 

office from 13th March 1772 to 22nd January 1774). that the Kapelle 

was revived - indeedq that it survived at all. During his tenure of 

office the number of musicians increased to about forty (an increase 

accomplished with a smaller total budget than had been granted to 

Reutter). 
40 

Giuseppe Bonnop the next Kapellmeister (1774-1788), failed, 

on account of age and possibly lack of abilityt to maintain the 
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standards set by Gassmanng even thoughg under Bonnog the membership 

ýctually rose, 
41 

Ordonez was appointed to the Hof-Musikkapalle,, as a chamber 

musiciang on 9th February 1779, in succession to the recently-deceased 

violinist Karl Huber. 
42 

Ordonez's salary was 250 Gulden a year, back- 

dated to lst February 1779. The appointment is recorded in the 

Hc)fparteyenprotokolle. : 

eUnser AllE3rgngdigster Herr den 
des kürzlich verstorbenen Karl 
Kammer Musicum mit einem von 
laui-enden jhhrlichen Gehalt p2 
zu benennen gerichat, t43 

(datad 

Karl Ordonaz anstatt 
Huber zu Hochst dera 
ersten dieses eng 

r 250f allergnildigst 

9th February 1779) 

Bearing in mind that Ordonez was still employed as a civil servant at 

this timev his post with the Hofkapelle was clearly part-timet an 

arrangement which was evidently quite usual: Hiller lists two more 

Hofkapelle, instrumentalists who simultaneously held administrative 

posts: Wenzel Joseph Thomas Kohaut (Kohault)v the lutanistg who was 

also secretary with the court and state chancellery ('Hof-und Staats- 

Canzley-Secret'art); and a certain Schlossthalt a bassoonist who was 

also an assessor with the town judiciary (tAssessor beym Stabtgericht' 

[Sic]); 44 
and there may well have been others similarly placed. 

Although Ordonez was not formally appointed a regular member until 1779, 

there is evidence that he performed with the Hofkapelle for some time 

before this: both Hiller and Gerber state that he was a violinist in 

this body by 1766; 
45 

perhapsp thereforep he served on a casual basis 

before 1779. 

Because of ill-healthp Ordonez was obliged to retire on Sth March 

1783, the year in which he also retired from his administrative past; 

he was granted a pension of 125 Gulden a year (that isp half-salary); 

his successor was the violinist at the Burgtheatert Thomas Woborzill. 
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These details are once more recorded in the Hofparteyenprotdkolle 

Wnser allergna'«digstgr Herr dem, bay der Kammer 
Musique angestelt gewasten Karl Ordonnez in 
Ansehen seiner kranklichen Umstanden von der 
Kammer Musique enthobang und ihme die Halfte 
des gehabten jährlich Gehalts mit 125f 
beyzulassen, an dessen Statt aber den Thomas 
Waborzill dermaligen Violinisten bey dem Theater 
als Kammer Musicum mit dem jährlich Gehalt p. 2r 
25of v46 a Ima diap anzustellen geruhst. 

(dat'ed 8th March 1783)- 

TonkUnstler-SocietAt 

This was an important offshoot of the Hof-Musikkapell8. Formed 

in 17719 the function of the Society is explained by its full title: 

Pensionsverein f'Ur Wittwen und Waisen 5sterreichischer Tonkunstler 

('Pension-society for the Widows and Orphans of Austrian Musicians').,,, 

Apart from two initial grants, from 3oseph 119 funds were made up 

entirely from the proceeds of public tacademiest, which the Society 

gave four times a year. These academies are of vital significance to 

the, early history of public concerts, (that, isp concerts with admission 

by payment)p for, although they were not the-earliest-to be, held in 

Europe - such had existed since the late seventeenth-century in 

Englandg, and since 1725 in France (with the Concert Spiritual) - nor 

even the earliest in Vienna (for academies had been held in the 

Burgtheater since 1752)9 
47 

the Society can lay claim to being the 

first stablep public concert-giving, institution in Vienna. 48 

The initial. impetus for the Society's foundation has been credited 

to Gassmannp who at the time was court composerp but he was, aided - 

greatly by the enthusiasm of fellow musiciansp such as the violinists 

Joseph Trani and Anton Hoffmannq the clarinettists Joseph Starzer and 

Johann, Stadlerg the bass singer-Tobias Gsur and the tenor Ferdinand 

Joseph Hoffmannq all of whom were members of the, Hofkapelle. - in factf 

throughout the history of the Society, most of the members came from 



13 

this body. 49 Ordonez was another early member: no. 60 in the members' 

book, he joined on 1st June 1771 (the first meeting had been held an 

23rd March of that year); 
50 

although he is described as a composer 

rather than performer951 it seems almost certain that he would have 

played in the orchestra. 

The first concert was held on 29th March 17729 and repeated on 

1st and 5th April. Hencefortht the usual scheme was as follows: each 

year, two programmes would be presentedv the first during Lent - that 

isp on Palm Sundayq and repeated, possibly with minor variationsq 

within the next few days - and the second during Advent - that is, 

towards the end of the season'q and repeated within the next few days. 52 

Between 1772 and 1783, the concerts were held in the Kgrntnertortheater, 

53 
and from then on in the Burqtheater. During the early years, the main 

item in any programme was invariably an oratoriog which served as a 

substitute for opera, an entertainment prohibited during Lent and 

Advent 54 (in this respect the arrangement was similar to that of the 

Concert Spirituel); supporting items included concertosp symphonies, 

chamber musicp and so one Howeverv this pattern was subsequently 

broken by occasional 'mixed academies' (gemischte Akademien, ), that is, 

concerts which lacked the customary oratoriov and consisted instead of 

a mixture of symphoniesp concertosq cantatas, and so on. 
55 The first 

mixed academy was held on Monday, 17th March 1777. 

It was at this particular concert that the Society performed an 

Ordonez symphony for the first time. The complete programme was as 

follows: (1) the Ordonez symphony; (2) the oratorio Il ritorno di 

Tobia by Haydn; -(3) a recitative and cavatina from the opera Armida 

by Tommaso Traetta; (4) a newly-composed violin concerto by Louis 

Henri Mareschal-Paisible; (5) a symphony by Kohautt (6) an aria, 
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'Comaschinot (the composer of which is not known); (7) a concertina, 

for several obbligato instruments, by Kohaut; (8) a newly-composed 

cantata by Georg Christoph Wagenseil (it is not known which of his 

seven cantatas this refers to). 56 Another Ordonez symphony was 

performed that same year - on 18th December - at a concert the main item 

of which was Salieri's La Passione di Gesb Christb. The oratorio was 

repeated two days later, but without the Ordonez symphony: its place 

was taken by a violin concertO57 - possibly Ordonez's (the composer is 

not named); the concerto was performed by Anna Payer (daughter of the 

court trumpeter Oacob Peyer). 58 Hanslick says that cantatas (as well 

as symphonies) by Ordonez were occasionally performed by the Societyp 

but does not substantiate this. 59 It seems likely that during 

performances of his own works Ordonez himself directed (that isp from 

the first violin desk), but there is no evidence to support this 

suggestion. 

Ordonez-left the TonkOnstler-Societ*a*t in 1784.60 Landon suggests 

he did so because his wife had died four years earlier. 
61 Howevert 

there were probably other reasons as well: he may no longer have been 

responsible for his children's upbringingg for his son may have by then 

embarked on his professional career and his daughter married; moreoverg 

he was certainly too ill to perform. All things considered, there was 

little point in his remaining a member. 

other performinq activities 

No evidence has come to light concerning Ordonez's possible 

membership of any other performing bodies. Howeverg there were in 

Vienna plenty of opportunities for him to exorcize his violinistic 

skillsp in addition to the bodies already discussed. Firstlyp mention 

should be made of the theatrest the most important of which were the 
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Burqtheater (or Theater bei der Hofburq) and Kgrntnertortheater: the 

Burqtheater, was the official court theatre, but after 1751 it was 

administered by the city rather than court; it was used mainly for 

performing Italian opera; 
62 

the Orntnertortheater, a municipal 

creation frequented by all classes of the populacep was used mainly 

for the performance of German language plays with music interspersedp 

although operas were occasionally performed there as well; moreoverv 

during the late 1770's and 1780's# a number of suburban theatres openedt 

and the vast majority of plays performed at these theatres called for 

a considerable amount of music. Secondlyp a feature of musical life 

in late eighteenth-century Vienna was the open-air concerts, especiallyl 

from 1775 onwards, the Augarten concerts (which were held during the 

summerg an Thursdaysp at the strange hour of 7.30 a, mo)63 0 
Thirdlyp 

another characteristic of Viennese life was the academies and musical 

evenings held by individual dilettanti; 
64 

for exampleg Dre Burney 

describes a musical dinner party at which Ordonez performed; it was 

held in 1772 at the residence of the British Ambassador in Vienna, 

Lord Viscount Stormont: 

'Between the vocal parts of this delightful concert, 
we had some exquisite quartetsp by Haydnq executed 
in the utmost perfection; the first violin by 
M, Startzler [3, Starzer]9 who played the Adagios 
with uncommon feeling and expression; the second 
violin by M, Ordonetz; Count BrUhl played the 
tenorg and M. Weigel [F. J. Weigl3f an excellent 
performer on the violoncellop the base. All who 
had any share in this concertg finding the company 
attentivet and in a disposition to be pleased, were 
animated to that true pitch of enthusiasmg whichl 
from the ardour of the fire within themt is communi- 
cated to othersv and sets all around in a blaze; 

so that the contention between the performers and 
hearersq was only who should pleasev and who should 
applaud the mostp65 

Fourthlyp most of the large Viennese churches had their own orchestra 

(one of the best being that of St. Stephen's), and Ordonez could well 

have occasionally performed with any of them. 
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It seems likely that his performing activities were less wide- 

rangingg though at least as time-consumingg after 1779p when he was 

a regular member of the Hof-Musikkapelle: his responsibilities there, 

along with his administrative work and membership of the TonkUnstler- 

Societgtý would have left him little time for anything else. 

Composer 

Considering what a busy life Ordonez ledq it is surprising that 

he found time to compose at all; it is astonishing that he composed 

so much: within a creative career of hardly more than thirty years, 

he produced two dramatic works -a marionette operap Musica della 

Parodie d'Alcesteg and a Singspiel, Diesmal hat der Mann den Willen 

('This time the Husband is Master') 66 
_a violin concertov 

67 

68 73 symphoniesp an antiphonal wind serenadei a partita (stringst 

2 oboasl 2 hornsp 2 trumpetsp timpanip snare drum and cymbals)t a 

number of orchestral minuets (strings in 3 parts)v a ballett an octet 

(2 oboes, 2 car anglaisq 2 bassoons and 2 horns)9 a sextet (2 hornst 

2 violinst viola and bass)v 4 quintets (three for 2 harnsv vialinp viola 

and basst the fourth for 2 violinsq 2 violas and bass), 27 quartets 

(2 violinsq viola and bass)9 21 trios (2 violins and bass) and 2 duos 

(violin and bass) ; 
69 in additiong there are reports of church music - 

in particularv cantatas - though nothing in this field has been 

70 
discovered. 

Musica della Parodie d'Alceste (a parody on Gluck's Alceste7l) 

was first performed an 30th August 17759 at EsterhAzp as part of the 

celebrations in honour of the visit of Archduke Ferdinand and 

Archduchess Maria Beatrice. 
72 Landon suggests how Ordonez came to 

write an opera for EsterhAz: (1) the librettistq 
73 

Joseph Karl von 

Pauersbacht was around that time a colleague of Ordonez's at the 
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Lower Austrian Regional Courtq where they were employed as secretaries 

(Pauersbach left the civil servicev probably in 17769 in order to 

become full-time Director of the marionette theatre at Esterhaz - 

he had probably been visiting director since 1772t the year in which 

the marionette theatre opened 
74 ); (2) both Ordonez and Haydn had 

connections with the, Tonknnstler-Societ5tj Ordonez as composer and 

performer and Haydn as composer - the latter's oratoriop 11 ritorno 

di Tobia, specially composed for the Societyp was first performed 

less than five months before the first performance of Alceste., 
75 

Landon further suggests that Ordonez himself conducted the first; 

performance of Alceste: there are plenty of corrections and 

additions in Ordonez's hand on the score, but no marks at all by 

Haydn. 
76 

Further performances were given at Esterhh during the 

course of the following yearg 
77 

and these were probably also 

conducted by Ordonez. According to Landong the work was evidently 

performed yet again on 9th July 1777, as one of the entertainments 

presented by Maria Theresa to a group of distinguished visitors: 

Klement Wenzelq Elector of Trier; his sisterv Maria Kunigunde 

Dorotheaq Duchess of Saxony; Duke Albert zu Sachsen-Teschen; and 

his wifet Maria Christine. For the occasionp Maria Theresa had 

borrowed the EsterhAzy theatre and musical personnel, but without 

Haydnq who remained at Esterha*z. 
78 

Once again, Ordonez probably 

conducted. 

His only other dramatic workt Diesmal hat der Mann den Willen, 

was composed in 1778 for the newly-founded national opera at the 
79 

Burqtheater; it was first performed on 22nd April of that year. 

Landon tells us that Ordonez's Singspiel found great favour-with the 
80 

audience. 
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Freemason 81 

During the early 1770'sp Ordonez joined the Viennese masonic 

lodgep Zu den drei Adlern. By 25th June 1774v he held the position 

of first steward of the 'Scottish masters' (the highest-ranking group), 

and by 1776 that of 'senior master'; 
82 

from these. facts it will be 

deduced that he must have joined the lodge either at its foundationp 
83 

on 31st December 1770p or shortly afterwards. Evidently, he was a 

conscientious member - at least as far as monetary contributions were 

concerned, for in the autumn of 1773 he joined his 'brothers' in 

contributing to the 'Scottish Lodge', that is, his and their own 

branch (Ordonez's contribution was one Ducat)q andq in 1775, he 

contributed two Gulden to the Prague hospital fund, 
84 

In 17769 a 

companion lodge was foundedg Zum Palmbaump to which Ordonez transferred 

that year (along with# amongst othersp another musician, Franz ZUhrer, 

Kapellmeister to Count Palm at Regensburg . 
85 

In 17819 the two lodges 

merged (during which year one more musician joinedt Leopold Koleluh); 86 

they separated a couple of years later, and Ordonez returned to his 

original lodge. 
87 

In 1785p both - along with a thirdq Zur wahren 

Eintracht (of which Haydn had been a member since 1784) - were dissolved 
88 

and the members united to form a new onev Zur Wahrheit. It is not 

known whether Ordonez joined, or whether he had leff the fraternity by 

this time. No specifically masonic music by him has come to light, 

although it seems likely that he composed some. 

Wife and family 

In October 17609 Ordonez married Johanna Neckq daughter of Anton 

Neckq formerly organist at St. Stephen's Cathedralp Viennag and his 

wife Theresa; the wedding t' 89 ook place at St. Stephen's. Johanna was 

born in Vienna in 1729; 
90 

she had three brothers (Anton Franz Joseph 
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(born 1730)v Johann Georg Franz Thomas (born 1731)v Karl Georg (born 

1737)) and four sisters (Maria Theresa 'Magdalena Xaveria (born 1732), 

Anna Maria Theresa Elizabeth (born 1735)p Maria Katharina Anna Barbara 

(born 1739) and Maria Jospha Theresa. - Antonia (born 1740))* 
91 

Johanna 

died, of tuberculosis ('Abzehrung')q in Viennat on ist May 1780.92 

There were two children by the marriage: a daughterp Maria Annap 

whop some time between 1784 (just conceivably 1783) and September 17869 

married Joseph Niedlingerp a government official in the Upper-Building 

Management-Division of court ( k. k. Oberhof baudirektionskanz listen) - 

by September 1786, they were living in the k. k. Baustadlq in the Leopold- 

stadtq Vienna; and a son, Joseph, who, by September 17869 was employed 

in the administration of tobacco taxesp and whop on his fatherts death 

(or possibly shortly before)t went to live with his sister and brother- 
93 

in-law. 

Last years and death 

Ordonez's last three years were spent in sickness and poverty, 94 

He had retired from his post with the Lower Austrian Regional Court 

and the courtly musical establishmentp with the result that his two 

salaries were halved, It is unlikely that he was fit to do any 

performingv and he may well have stopped composing as wellt which 

meant further cuts in income. on top of all this, he was still, at 

least for some timeq responsible for the maintenance of his two children. 

The Sperrs-Relation ('Closing Report') on Ordonez gives a good 

idea of his circumstances at the time of death - he died, of pulmonary 

tuberculosis('Lungensuchtt)t in Vienna on 6th September 1786.95 He 

was living in shared rooms with Anton Heydegger, a citizen and tradesman 

of Vienna, beim blauen Hechteng No. 462 hintern Hohen Markt, (now 

Wien 19 Vorlaufstrasse 1). Financially, he evidently lived from day to 
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day. In factq on his deathp he was solvent only to the value of just 

under 20 Gulden (the amount of his outstanding pension)t and he 

possessed only a number of sundry items, mainly in the form of 

clothingt which came to a total value of only 32 Gulden 52 Kreutzer. 

The whole propertyt including his outstanding pension and sundry goodst 

totalled 58 Gulden 52 Kreutzerp which was not even enough to cover 

funeral and other expensest the outstanding amount-for which had to 

be met by his son-in-lawp Joseph Neidlingero 
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Chapter 2 

THE SYMPHONIES : SOURCES' 

No autograph scares of Crdonez's seventy-three symphonies have 

survivedq a state of affairs explained perhaps by the former practice 

of many copy shops and publishers of destroying their master copiest 

often autograph scoresq as a protection against piracy* The extant 

sources consist of catalogues (mainly of the eighteenth century)v 

manuscript copies preserved in a total of twenty-two European librariesq 

and two prints. 

Catalogues 

The function of the so-called Quartbuch, has yet to be satisfactorily 

explained. 
2 Copied by Johann Nepomuk WeigI around 17759 the Quartbuch 

was the subject of a long controversy between Adolf Sandberger and Oens 

Peter Larsen; 3 Sandberger asserted that it was a repertoire list of 

the music formerly in the Esterhzfzy archives; Larsent on the other 

handq argued that it was probably a catalogue of music in Stift Melk. 

H. C. Robbins Landon rejected Sandberger's assertiont accepting Larsen's 

4 
argument only with serious reservations. A. Peter Brown presents 

evidence which casts doubts an both Sandberger's and Larsen's accounts. 5 

Robert Freeman suggests that the catalogue may have belonged to Schloss 

6 Weinzierl or one of the deconsecrated monasteries in the Melk area. 

Twenty-one Ordonez symphonies are included (see Table 3), 
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Table 3 

Ordonez symphon'ies in the 'Quartbuchl 

Symphony Quartbuch Comments 
no. 

C5 II C. 22 

C6 (lost) II C. 25 

C9 II C. 27 

Cil II C. 28 

C12 II C. 23 

C14 II C. 26 

D7 II D. 21 

D9 I D. 10 

E flat 1 11 E*18 

E4 II E. 17 

GB II G. 18 

Symphony Quartbuch Comments 
no. 

F2 II F. 30 

F4 II F. 29 

F12 I F. 30(s ic) 

G3 II G. 17 

G5 II G. 16 

G6 (lost) II G. 19 

GB II G. 18 

A4 II A. 13 

AB II A. 3 Attributed to 
Haydn - similarly, 
entry in Gbttweig 
Catalogueg and 
transcription by 
Carl Ferdinand Pohl, 
in ViennagGesell- 
schaft der 
Musikfreunde 
(XI 40926) 

B flat 5 11 B, B 

B flat 7 11 B. 9 

7 The Giottweig Catalogue is of prime importance for Ordonez studies. 

Twelve of the sixteen listed Ordonez symphonies are dated; these dated 

entries arep of coursag of immense value for the establishment of a 

chronology of the symphoniesp especially as two date from the 1750s. 

Regrettablyq only six of the listed copies are extant (s3e Table 4 
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Table 4 

ordonez symphonies in the GBttweig Cataloque 

y Catalogue reference Comments Symph jon 

ci p. 890, Ordonez no. 1 

C6 (lost) p. 8919 Ordonez no. 7 

C9 p, 893p Ordonez no. 17 

C12 p. 8919 Ordonez no, 6 

D7 p, 8919 Ordonez no*5 

E4 p, 892, Ordonez no*15 

F2 p. 892, Ordonez no. 16 

F4 p. B93, Ordonez no. 18 

F7 p. 8920 ordonez no. 13 

Al p. 891, Ordonez no. 9 

A6 p, 892, Ordonez no, 12 

A7 p, 890t Ordonez no. 3 

AB p, 864, Haydn no. 38a 

B flat 2 p. 6929 Ordonez no. 4 

B flat 3 p. 892, ordonez no. 14 

8 flat 6 p, 891p Ordonez no*10 

See Table 3 

Signed and dated Peter Leander, 1756 

Signed Pater Cdo 

Dated 1780; no horns; copy lost 

No trumpets; copy lost 

Copy lost 

Copy lost 

Signed and dated Pater Leander, 1769; 
copy lost 

Signed and dated Pater Marianus, 1780 

Signed and dated Peter Leanderv 1764 

Signed and dated Peter Leander, 1764; 
copy lost 

Signed and dated Pater Leander, 1764 

Signed and dated Pater Leander, 1759; 
copy lost 

Signed and dated Peter Leander, 1766; 
copy lost 

Signed Pater Odo; copy lost 

'Parthial; signed and dated Peter 
Leanderv 1765; with two horns 

Signed and dated Pater Leander, 1764 

The Ottweig Catalogue also includes S: C1q here attributed to 

Ordonezj but attributed to Nicola Piccini in a copy at Romet Palazzo 

8 
Doria (MS 182)9 in the Breitkopf Thematic Catalogue (Supplement V: 

1770 - 'Sinf. di Nicolo Picciniq nel opera la Pescatricel 9) 
and the 

Quartbuch (C-46); thust Piccini should be regarded as the true author. 

Each of the Ottweig copies was assigned a number (shown in the central 
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column of Table 4-)q according to the order of copying; thus the 

chronology of the copies can be established as follows: (1) C1 (1756); 

(3) A7 (1759); (4) B flat 2, (5) D79 (6) C129 (7) C6 (1759-64); 

(9) A19 (10) B flat 69 (12) A6t (13) F7 (1764); (14) 13 flat 3 (1765); 

(15) E4 (1765-69); (16) F2 (1769); (17) C9, (113) F4 (1780). 

As an aid to establishing chronology, the Breitkopf Thematic 

Catalogue is another invaluable source. 10 (See Table 5 ). 

Table 5 

Symphonies attributed to Ordonez in the BreitkoPf Thematic Cataloque 

Symphony Entry probable date of composition 
(on basis of entry) 

C9 Supplement XII : 1778 1774-77 

DS Supplement IX 1774 1772-74 (but stylistically belonging 
to 1750. )a 

E flat I Supplement X 1775 1772 or 73 

G4 Supplement IV 1769 1767 or 68 

G6 (lost) Supplement 1 1766 1761-66 

S: DI Supplement 11 1767 1765-67 

aSee below, 

There are good reasons for doubting Ordonez's authorship of S: D1: 

firstlyq Breitkopf is the only source to attribute the work to Ordonez 

- most of the other sources (copies in Viennal 'O'sterreichische 

Nationalbibliothek (Sm. 01 800) and Gesellschaft der Musikfreunde 

(Ms 8452)9 the Lambach Catalogue of 17689 Raigern Catalogue (dated 1771) 

and Brtnice Catalogue (dated 1773)) attribute it to Leopold Hoffmann; 

secondlyq the sonata-form first and third movements have strongly 

contrasted themes - such contrast is rare in Ordonez's music; thirdly, 



32 

Ordonez's characteristic way of notating a trill (that isq with the 
tr 

upper auxiliary provided, viz-ýý ) is not to be found anywhere in 

this symphony (although there are plenty of trills) - he is so 

consistent in his application of this device that its absence is 

enough in itself to raise doubts about his authorship. In short, the 

evidence weighs heavily in favour of Hoffmann as the author of S: D1. 

Also included in, ersitkopf (Part V: 1765)t but listed under Haydnp 

is F99 which is also attributed to Haydn in a score made by Otto Jahn 

and another copied from Jahn by Carl Ferdinand Pohlp in the Gesellschaft 

der Musikfreunde (XIII 40820; the order of the first two movements is 

reversed); 11 the work Is further attributed to Ignaz Jakob Holzbauer, 
i2 in a print by La Chavardilre of Paris (Symphonis P6riodique No. 7) 9 

13 and to F. Schubert, in the Sigmaringen Catalogue of 1766; it is 

also listed anonymously in the Einsiedeln Catalogue (with a different 

first movement and the second movement missing); Ordonez is named as 

the author in copies at Brnoq Moravske muzeum (Raigernp A. 12850) and 

f Praguet Narodni muzeum (Doksyv XXXIVt Bt 148; the second movement is 

omitted). In view of these various attributions, the authorship of 

F9 might be considered doubtful; howevert stylistic evidence plus the 

presence of the 10rdonez trill' suppott Ordonez as the true author. 

Compiled in 1766 (with later additions made around 1768,1769 and 

1770)9 the Sigmaringen Catalogue of music once in the Hohenzollern 

Castle of Sigmaringen14' (West Germany) lists four Ordonez symphonies 

(C129 D49 F9 (attributed here to ro Schubert is )t ABv B flat 7). 

The Klosterneuburg Catalogue of 1790 also includes four Ordonez 

symphonies (C89 D59 D79 A3(lost)). 16 

one Ordonez symphony (C14) is listed in the Traeg Catalogue of 

See belowt p. 33. 
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1799: this is a record of musicq both manuscript and printedp issued 

by Johann Traeg's publishing house between 1794 and 1799.17 The 

question arises whether any of the three extant manuscript copies of 

the symphony C14 originated from this house. Unfortunatelyq there 

is insufficient evidence to provide an answer; all one can say is 

that two of the copies (Florenceg Biblioteca del Conservatorio 'Luigi 

Cherubinil# D. V. 83, and Brno, Moravske muzeumq A. 2158) appear to be 

of Viennese provenance. Howeverv one thing is clear from the Ordonez 

entries in Traeg: demand for Ordonez's music continued for some time 

after his death. le 

one authentic Ordonez symphony (F8) is included in the Pirnitz 

(Brtnice) Catalogue of the lost collection of the Collalto family; 19 

the symphony Q: FI*is also included, but this work is attributed to 

Franz Xavier Kbrzl in the GBttweig Catalogue (p. 881) and to 3ohann 

Georg Lang in a copy at Stamsq Zisterzienerstift (the Pirnitz Catalogue 

is the only source to name Ordonez as the author). 

The following catalogues each contain one Ordonez symphony: 

Egk (E flat 2), 20 Waldburg-Zeil (E3 (lost))921 and Westphal (Cg). 22 

Note (from p. 
-32) 

The following stylistic points support Ordonez as the true author 
of F9 : (1) melodic style : themes from the second movement and finale 
are built an series of trills with strongly marked accents (See pp. 81,82); 
(2) treatment of sonata form : the recapitulation of the second movement is variedp in that the first theme of the secondary section is omitted 
and the remaining themes of this section are reordered (see pp. 86-88). 
Considered in isolation these stylistic points are hardly conclusive, of 
course; when considered with the evidence of the 10rdonez trill', 
howeverv the case for Ordonez's authorship becomes strong. 
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Manuscript copies 

Czechoslovakia 

There are more Ordonez manuscripts preserved in Czechoslovakia, 
- 

than in any other country. This preponderance comes as no surprise, 

but simply serves as a reminder that eighteenth-century Bohemia, 

Slovakia and Moravia formed part of the Hapsburg Empire. Another 

related factor is that many members of the Bohemian nobility owned 

palaces in both Bohemia-and Vienna - one such member being Prince 

Joseph Adam von Schwarzenberg (1722-1782), whose custom it was to 

buy music in Viennav during his frequent stays there, and take it 

back with him to his castle at Krumau (and this is indeed how most 
23 

of the Krumau music collection was formed). 

Most Czech archives are now centralized: the vast majority of 

Bohemian archives are gathered together in Prague and the Moravian 

in Brno; the Slovakian archives are not yet centralizedp although 

the task is in hand. 

praque, Narodnf muzeum 

The Music Department of this museum possesses the largest 

collection of Ordonez sources in the world. Copies of fifty-four 

symphonies are preserved in a total of five Bohemian archives. 

Ooksy 24 

Thirty Ordonez symphonies are included in the music collection 

of the Waldsteins of Hirschberg (Doksy) Castle, in northern Bohemia. 

From the evidence of the handwritingg the copies can be grouped 

together as follows (see Table 6 
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Table 6 

Ordonez symphonies In the Doksy archive : copyists 

Symphony 
I 

Copy shop or Comments Other sources from 
copyist same shop or copyist 

C19 C15*9 D2g D49 Viennese copy Osek: C29 Al 
D89 E flat 3, F6g shop 
F89 G29 A19 A59 A7p a (Group 1 
A109 A119 B flat 1. 
B flat 8. 

CBý E flat 1. Probably Italian Osek: E flat 4; 
B flat 2. B flat 5 Viennese copy paper Fridlent: C10 

shop probably a) (Group 2 dating from 
1770s 

Clot 07 Viennese copy Pachta: C89 G49 
shop E flat 5. A69 AB; 

a) (Group 3 Modenat Biblioteca 
Estense: C59 C89 
ClOp C129 D5p D9y 
E flat 5, F19 F29 
F49 F69 F129 G49 G59 
G89 A4p A69 
8 flat 2,8 flat 3, 
B flat 6 

F29 G3 Viennese 
copyist 
13. M. 1- 
(IJ. W. I? ) 

F91, E4 Probably Scripts 
local; copyist have 
of F9 signs amateurish 
himself 'HI appearance 

C99 E flat 49 Elt ? E flat 4 
F 11 and El have 

watermark 
I. 49b which 
probably 
dates from 
late 1770s 

a These group numbers refer to the Master List of Copyists in the 
Thematic Catalogue* 

bThis number refers to the Master List of Watermarks in the 
Thematic Catalogue. 
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. 
Of these thirty sourcest eight are the sole extant copies of the 

symphonies C15*0 D4f F89 G29 A5p AlOp A119 B flat 1. All the copies 

were numbered in the eighteenth century by a Ooksy librarian, possibly 

in order of acquisition; the numbers appear an the title pages (see 

table 7 ). 25 

Table 7 

Ordonez symphonies in the Daksy archive: 18th century numberinq 

Symphony 18th century number Symphony 18th century number 

E flat 428 flat 2 17 ES i C] 

E flat 33 C15* 18 

Al 4 F9 19 

F6 5 All 20 

B flat 56B flat 8 21 

Fll 7 D4 22 

El a Cl 23 

E4 9 G2 24 

E flat 1 10 A7 25 

F2 11 A10 26 

D2 12 8 flat 1 27 

D7 13 A5 28 

G3 15 FS 29 

Ce 16 Clo 31 

Da 17 C9 32 

The first symphony in Table 7 (E flat 4) may have been composed during 

the 1770sp 26 in which case all the symphonies in this list were 

probably acquired by the Waldsteins either during the 1770s or later. 

In addition to the sources discussedv Doksy preserves a second copy of 

08, which is attributed to I. Holzbauer. 
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Pach a 
27 

The former collection of Count Oan Pachta van Ra'jov (who died in 

1822) includes nine Ordonez symphonies (C2. C89 029 E flat 4t E flat 5, 

G49 Alt A6t AB). Each source consists of a set of parts in Viennese 

handwritingt plus one extra copy of each first violin, second violin 

and basso partv these duplicates probably having been copied locallyp 

on paper from an Italian mill. With the exception of these local 

partst five of the sources (CS, E flat 5, G4t A69 AB) originated from 

one Viennese copy shop (see Table 6 )p while the rest (C2, D2# D99 

E flat 4. Al) are the work of a single hand from another Viennese 

shop (Group 4). There are plenty of signs of use: many parts have 

worn or torn bottom corners, corrections have been made (in both ink 

and pencil)t some string parts have had fingerings addedq and the 

local copyist has written in extra dynamic marks. It is known that 

Count Pachta was a keen musician - clearly he bought his music to be 

played! 

Osek 
28 

Nine Ordonez symphonies are included in the archive of the former 

Cistercian Abbey of Osek by Duchovq in northern Bohemia (C2, C59 D90 

010t E flat 4. Flq G3 (catalogued under VaAhal, in the Library's card 

index)p Alp 8 flat 7 (sole extant copy)). Six of the sources (C51 D9f 

D109 Flv G3j B flat 7) seem to be local copiest for they reveal the 

hands of amateursq being untidy in appearance and having a varying 

number of staves to each page - the staves having been drawn with a 

single-staveg rather than professional six-stavev rastrum. 
29 The 

remaining three copies (C29 E flat 4. AI) originated from Vienna (see 

Table 6 ). one of the watermarks in D10 (1.8) suggests a date as 

late as the 1790sp in which case we have yet another piece of evidence 

that demand for Ordonez's music continued for some time after his death; 30 
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at one time the D10 copy belonged to a certain Inigo(? ), Winkler 

('ad usum IniganisL? l Winkler') and later to a Joseph Lot (Winklerts 

name has been crossed out and 'Josephi LoISI written beneath). 

Fridlant3l 

Frýdlant Castle in northern Bohemia formerly belonged to the 

Counts Clam-Gallas. The music collection of Count Christian Philipp 

Clam-Gallas (who died in 1805) includes five Ordonez symphonies (C99 

C100 F49 A4p B flat 5)9 all or most of which originated from Vienna 

(see Table 6 ). Three sources (C9p Clop B flat 5) include parts 

which were probably copied locally - that is# two flute parts (CIO), 

and an extra copy for each of the first violint second violin and basso 

parts (C99 B flat 5), We can learn something about the size of the 

Clam-Gallas orchestra from the CIO sourcet which includes a total of 

three first and three second violing one viola and four basso, copies, 

which would accommodate a string section of perhaps six first and six 

second violins, two vialasq four cellos and one string bass. The title 

page of each source was numbered in the eighteenth centuryp by a 

Frfdlant librariang possibly in order of acquisition: 1(A4). 3(F4)9 

5(CIO)t 6(C9)9 34(B flat 5); thusp A4v F49 C10 and C9 were perhaps 

bought either at the same time or within a short space of each other, 

and B flat 5 some time later; moreovert the watermarks lend some 

support to this suggested order of acquisitionp for watermark 13 

(suggesting a date of around 1770) is present in A49 F49 and watermark 

J5 (suggesting the 1780s) in B flat S. 

Ka6ina32 

Ka'c'ina Castle formerly belonged to the Counts Chotek, The archive 

includes a remarkably well preserved copy of the symphony C9; the 

script is Viennesep one of the neatest, most attractive encountered. 
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Brno, Moravske muzeum 

Copies of twelve Ordonez symphonies are preserved in a total of 

three Moravian archives. 

Kremsier (KromStifl)q Schloss 

This castlet now a museum of art historyp formerly belonged to 

the Prince-Bishops of OlmOtz. Six Ordonez symphonies are included 

in the archive (C3 (sole extant copy), CS, C149 D1 (sole extant copy)t 

E flat 59 A6). Three copies (DIq E flat 5. A6) are probably all from 

the same Viennese copy shop (Group 4)p for the same2two handwritings 

are found in all three; a third copyist (who signs himself 'Hol) 

also contributed to D1. The remaining three sources (C3 (dated 1766)9 

C89 C14) areq judging by their scriptst probably local copies. The 

C14 source was perhaps copied from the neighbouring Piaristenkloster; 

the identical spelling of the composer's surname (tordenatzl) on both 

title pages certainly lends weight to this supposition; at one time, 

the owner of the Kremsier Schloss manuscript was a certain Marschalek 

('Ex Rebus = Marschalekl). The archive also preserves a keyboard 

arrangement of C8 (one of a large number of keyboard arrangements 

of symphonies in the Kremsier archive). 

Kremsierp Piaristenkloster 

There is just one Ordonez symphony in this archive: a Viennese 

copy of the C14 symphony. 

Raigern (Rajhrad)g. Kloster 

Five Ordonez symphonies are included in this archive (C4 (sole 

extant copy)# D6 (sole extant copy)g F129 B flat 49 F9). At least 

two sources were copied locally: 8 flat 4p in 1779t by Wenzel MUller 

(on 22nd and 23rd March) and Franz MOller (both trumpeters at Raigern) - 
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the master copy having been obtained by Peter Maurus ('Procuravit P: 

Maurus Reg: Chori 17791) - and 06 by Wenzel Mnller again (he left no 

signature this timel but the handwriting matches that of his signed 

parts in B flat 2)p Antonio Joseph Troltsch (another Raigern trumpeter) 

and a third, anonymous hand - the master copy having been obtained again 

by Maurus. F9 is probably a Viennese copy, The provenance of C4 and 

F12 cannot be determined from the handwriting; howevert in the case 

of C4 an extraordinary copyistts error suggests local origins: during 

part of the second Minuet the first and second violins are notated in 

C clefs (alto and tenor clefs): presumably those parts were meant for 

violas and cellos - such an arrangement would certainly make more 

musical sense; one cannot imagine a Viennese professional copyist 

making such an error. C49 D69 F9 and F12 are included in the Raigern 

Cataloguev which was compiled in 1771; C8 is also included, but is 

missing from the archive. 
33 

Thboh, p6bo6k-a Stat. archfvu: Krumau (Krumlov) SchloSS34 

Krumau Castle formerly belonged to the Princes Schwarzenberg. 

The mus ic collectiong which was built by Prince Joseph Adam von 

Schwarzenbergq includes copies of five Ordonez symphonies (C79, D6t 

F51 F69 G7) all of which originated from Vienna. 35 Four copies (C7t 

D69 F59 G7) are all from the same shop (Group 6)o The parts of F6p 

copied by two handsq are enclosed within two folders, the first of 

which contains the basic set (although the basso is missing)q while 

the second has an extra first and second violin part and two extra 

basso parts. 

I 
In addition to the above-mentioned sources, Brnog Moravske muzeum 

preserves a copy of B flat 1. the provenance of which is unascertainable. 
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Martin, Matica SlovenskA, LiterArny archiv 

This archive preserves copies of four Ordonez symphonies (CBp C99 

E flat 3p F9). probably all copied locally: C8 is part of the Marianka 

archiveg F9 the music collection of Count Zayovcov of Uhrovecq and 

f 36 
E flat 3 the 9tatni okresn' archi'vp Kremnica. y 

Austria 

G6ttweiq, Benediktinerstift 

The archive of this monastery preserves copies of C19 F49 F7 (sole 

extant copy)q A6, B flat 3.8 flat 6, Peter Leander Staininger's signature 

appears on all except F4: he acted as custodian, and copied B flat 3 

and 8 flat 6. Peter Marianus copied F4. All the copies are dated. 37 

Lambachq Benediktinerstift 

Copies of seven authentic Ordonez symphonies are preserved here 

(Up D29 Of Up F4t F119 B flat 8 (dated 1768 and listed in the Lambach 

Catalogue of 1768))t plus the doubtful Q: C1. With the exception of C2 

and 079 the sources are probably of local provenance: the curving 

stavest drawn with a single-stave rastrum, give to the scripts an 

amateurish appearance* Q: CIq 08t F4t F11 and 8 flat 8 may all be by the 

same copyist: certainly the handwriting is similar in all fiveg and the 

letters A. A. L., which could be the copyist's initials, appear on all 

five title pages. C2 appears to be a Viennese professional copy. The 

D7 source originated from GUttweigt Benediktinerstift, for it bears the 

signature of the Go**ttweig copyist Peter Leander Staininger; moreover, 

an indistinct library stamp on the title page could be that of GFttweig. 

The Lambach Catalogue of 1768 includes DSt F11p and B flat 8; also 

included is C15*t here attributed to G. C. Wagenseilp but attributed to 

Ordonez in a copy at Prague (Doksy archive); stylistic evidence plus 

the presence of the 'Ordonez trill' support Ordonez as the true author 

of C15*. 

j* bee Delowt p. 48. 
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Vienna. 
-Nterreichische 

Nationalbibliothek 

Six Ordonez symphonies are held here (C7, D6t F59 G7,. B flat 4, 

BI). They were all copied by the same Viennese hand (Anon. 4p which 

also copied the D6 source at the Gesellschaft der Musikfreunde) an 

paper made at Altenberg, at the former mill of the Haller family, 38 

There are signs of use in C7 and D6s parts have been corrected and 

dynamic marks added. 

Vienna. Gesellschaft der Musikfreunde 

Four Ordonez symphonies are held here (D6p E flat 1 (the first 

two movements onlyp in reverse order - perhaps for liturgical performance), 

F99 A89 B flat 5). The symphonies E flat 1 and 8 flat 5 were both 

copied by the same Viennese hand, and were once owned by a certain 

von Carrara (whose name appears on the title page). D6 originated 

from the same Viennese hand (Anon. 4) as the six Ordonez symphonies 

in the bsterreichische Nationalbibliothek. The AB copy is a trans- 

cription in score by Pohl; his source was presumably Peter Leanderts 

copy formerly preserved at Gdttweig (but now lost), for Pohl dates the 

symphony 1766 (the date on Leander's copy) and attributes it to Haydn 

(as does Leander)6 39 

other archives 

KremsmOnsterp Genediktiner-Stift preserves a copy of Q*: Cl; the 

title page and first violin appear to be the work of a Viennese 

professionalq the other parts of three local copyists -ý presumablyq a 

complete set of parts was'originally purchased from Viennat all except 

the first violin were then lost, and the missing parts were replaced 

by the three local copyistst who perhaps used as their source the copy 
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in nearby Lambach; according to Landong one of the copyists died in 

1757,40 Melk an der Donaui Benediktinerstift, preserves a copy of 

8 flat 3. Schla**gl, Priamonstratenstiftq formerly possessed a copy of 

A7. but this has been missing for the past twelve years, 
41 

Similarly, 

a copy of D79 belonging to Viennaq Pfannhauser Collegeq and dated 1777, 

is also missing. 
42 

Italy 

Copies of Ordonez symphonies are preserved in Modena, Florence 

and Genoa. The sources in Florence and Modena originated from Viennap 

a fact which reflects the close ties which existed for much of the 

eighteenth century between Austria and these cities: Florence became 

an Austrian dependency in 17379 Modena in 1753. The sources in Genoa 

were copied in Italyq a fact deducible from the handwriting: Italian 

scripts tend to be smaller, more cramped than Viennese; however, as 

A. Peter Brown points outq the possibility of Italian copyists working 

in Vienna should not be ruled out. 43 

44 
Modena, Biblioteca Estense e universitaria 

This library is second only to Praguep Ndrodnif muzeumq in the 

number of Ordonez symphonies it holds, Twenty-six copies are preserved 

here (C59 C89 C109 C12p C13 (sole extant copy)# D3 (sole extant copy)p 

D5 (sole extant copy)v D9. E flat 5, E2j F19 F2, F3, F4, F69 F12, G19 

G49 G5p G8 (sole extant copy)v A2 (sole extant COPY), A49 A69 8 flat 29 

8 flat 39 B flat 6). Six (M. D3, E2, F39 G1, A2) are the work of 

the Viennese copyistp 3ohann Schmutzerp who left his signature at 

the end of each part. (Schmutzer is named as a copyist in a document 
45 

of 17709 and is known as the copyist of two Haydn symphonies (nos. 46 

and 47) in Viennag Gesellschaft der Musikfreunde; 
46 

he also copied the 
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title page and duplicate 'Basso con Violoncello' of the EsterhAzy copy 

of Haydn' -s Symphony no. '66! 7 Other Ordonez works copied by him are 

two string quartets (Brown C3 and 04) held by Brnot Moravske muzeum 

(Neureisch collection); according to Browng these quartets are on 

seemingly the same watermark-freog good quality paper Schmutzer used 

for the Ordonez symphonies). 
4B 

. The remaining twenty symphonies all 

originated from the same. Viennese copy shop (see Table 6 ): a total 

of seven hands can be detected, the copyists having worked in pairs 

on each symphony, The fact that at least one of these symphonies 

(G6) was copied on Italian paper comes as no surpriset for it is well 

known that Italian paper was often used by Viennese copyists 
ýq 

Florence, Biblioteca del Conservatorip 'Luini Cherubinif 

Viennese copies of nine Ordonez symphonies are preserved here 

(C79 ClOt C149 E flat 19 E49 F59 G79 B flat 49 B1)jall of which 

originated from the same Viennese copy shop (Group 5). 

Genoa, Biblioteca del Conservatorio di Musica Paqanini 

Seven Ordonez symphonies are included in a large collection of 

manuscripts bequeathed to the libraryp during the second half of the 

nineteenth centuryp by the Genoese noblemanp Giambattista Assereto 

(C99 E flat 39 E flat 4. El (sole extant copy), Fl. G5t A6) . "90 All 

seven copies originated from the same Italian copy shop; two hands 

copied six of the sources - the first hand the title pages, the second 

the parts (this second can be identified as belonging to one of the 

copyists of the Haydn Violin Concertot Hob. VIIa: 1j and also to the 

copyist of six Ordonez trio sonatas and the Op. 2 quartets in this 

same library). 
51 C9 had its title page produced by the first hand, 

but a third produced the parts. 
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Belgium 

Brussels, Conservatoire Royal de Musique 

The R, Wagener Collection (which was acquired by the Conservatoire 

52 in 1902) includes five Ordonez symphonies (C2, C119 E flat 39 Alp 

8 flat 8). With the-exception of C2,, all the copies probably 

originated from the same Italian copy shop: firstlyt each of the 

title pages has a distinctive type of thematic incipit, consisting of 

the opening few bars of the first violin and basso in score (these 

incipits are not later additionsq but were written by the original 

coPyists); secondlyq one hand6riting is common to C119 Al and 8 flat 2. 

The provenance of C2 cannot be determined; the script is very untidy. 

German Democratic Republic 

Rudolstadt, Staatsarchiv 

The Rudolstadt Hofkapelle archive includes four Ordonez copies 

which, an the basis of the handwriting, are probably Viennese (C12, 

D79 E flat 19 F2). ' 

Federal Republic of Germany 

Regensburg, FUrstliCh Thurn und Taxissche Hofbibliothek 

Three Ordonez sYmphonies are held here (C2,010p F6). The C2 
t 

is attributed to Haydnq the only one of the five extant sources of 

this symphony to be so attributed. 

Harburg 

The music collection of Prince Oettingen-Wallersteint now 

preserved in the library of Harburg Castiet includes Viennese copies 

of C1 and 8 flat 6. 
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other archives 

Each of the following three libraries holds one Ordonez symphony: 

Berling Staatsbibliothek der Stiftung Preussischer Kulturbesitz - 

this copyp possibly of Viennese provenancev consists of a transposition 

of 02 plus a Minuet and Trio as third movement (the transposition is 

to C major); Donaueschingen, FUrstlich FOrstenbargische Hofbibliothek 

(AS) - dated 17729 this copy, which lacks wind partsp was originally 

owned by Franz Karl Stuckler (tIn usum Francisci Caroli Stuckler 

Rhetorices Candidatil),; 
5.3 

MUnster. Universit'atsbibliothak (Musik- 

sammlung) (All) -!. this (perhaps local) copy is on loan from the private 

estate of the Prince of Bentheim-Tecklenburgg Rheda. 54 

Hungary 

13udapest, Orszaqos Szechenyi Kbnyvtar 
55 

One Ordonez symphony is included in the Esterhazy archives 

(B flat 8). Headed 'Parthiat, this copy formerly belonged to Franz 

Nigst ('Ex rebus Francisci Nigst'). Nigst held the dual post at 

Eisenstadt of orchestral violinist and 'Kastner' (that isp manorial 

and salaries officer). 
56 

Presumablyp he brought the manuscript with 

him when he took up his post at Eisenstadtq which must have been in 

1761 or earliert for the symphony is entered in the Esterhazy Catalogue 

of 1759-1761 
ý7 Of the several numbers on the title pageq the following 

were probably entered by Nigst: N 461 (struck out in red pencil) 

and 'No 1081 (struck out in pale or discoloured ink) these were 

probably old shelf numbers from his private library and IN 21 - this 

probably means the second 'parthial (or other composition by Ordonez) 

in Nigst's library. 58 
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fl 

Keszthely, Helikon castle muzeum 

41 

Preserved here is the only extant copy of the symphony A9. 

printed copies 

As was pointed out in the late eighteenth century by 3. N. Forkel 

and Ernst Ludwig Gerber-#'59 few of Ordonez's works were printed. The 

only extant prints are by the former minor publishing firm of Guara 

of Lyon and Paris; 60 these consist of the quartets Op. 19 
61 

and the 

symphony C9, which was published both separately and as part of a 

collection. Copies of the separate publication are preserved at Lille, 

Bibliotheque municipalet St. Floriang Augustiner-ChorherrenstiftV and 

Washingtong Library of Congress, The Lille copy formerly belonged to 

the Soci8te du Concert de Lil, 862 _ all the parts are stamped with the 

name of this society - and was acquired in the nineteenth century 

(probably in the first half of the century), by the Academie Royal de 

Musique de Lille 63 
_ an instrumental check-listp pasted to the reverse 

side of the cover, bears the name of the academy; 64 in addition to the 

printed partsp the Lille source includes a number of supplementary 

manuscript parts - these were copied by the societyr and consist of 

a director's copy (violin and basso in score), a duplicate copy of 

each of the first and second violin partst and two bassoon copies 

(which are identical with the basso); we can learn something about the 

composition of the society's orchestra from this sourcep which includes 

a total of three first and three second violinp two viola, and three 

basso partsq which would accommodate,,, a string section of perhaps six 

first and six second violinsq four violasl two cellos and one string 

bass. Copies of the Guera collectiong which consists of C9 and Haydn's 

symphonies nos. 80 and 81, are preserved at Cambridgeq University 

Library. Landon states that C9 was also published by Vanier of Parisp 
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in 1764 (as 'Sinfonie Periodique Nr. 261) and by Mlle Vendome &' 

le sieur Moria of Parisq in 1769 (in a collection entitled 'Trois 

Symphonies ... del Signor Dune [Duniq and Ordonns' [sic] 65 

however, no copies of either have come to light. 

Summary 

As a result of my examination of the sourcesq we arrive at the 

following list of symphonies: 

Authentic: 73 (Clq C2, C39 C4, C51 C6 (lost)o C79 C89 C9t 

Cio, C11, C12p C139 C149 C15*(= Brown Q Oo C2)9 

D19 D29 D39 D49 D5p D6t D79 D8v D9p D109 

E flat 19 E flat 2 (lost)p E flat 39 

E flat 4v E flat 59 Elp E29 E3 (lost)v E4. 

F19 F2t F39 F49 F59 F69 F79 F89 F9f F119 F129 

G19 G29 Ot G49 G5j G6 (lost), G7. GBt 

All A29 A3 (lost)q A4p A5t A6t A79 ABp A9p 

AlOp All't 8 flat 19 B flat 2. B flat 3, 

B flat 4. B flat 5, B flat 6. B flat 79 

B flat B, B1. ) 

Doubtful: 2 (Q : C1 - possibly by Georg Christoph Wagenseil; 

Fl* (= Brown F10)) 

Snurious: 2 (S : C1 - by Nicola Piccini; S: D1 - probably 

by Leopold Hoffmann). 

Note (from p. 41 

The treatment of sonata form in the first movement - in particular, 
the way in which the modulation to the dominant is effected within a 
mare five bars - suggests Ordonez as the true author of C15* : abrupt 
transitions are more characteristic of Ordonez than Wagensail (see 
pp. 849 85). Considered in isolationg such evidence is hardly 
conclusivel of course; when considered with the firmer evidence of 
the 'Ordonez trillIq however, the case for Ordonez's authorship 
becomes mare convincing. 
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a 

1, Until recently the number of libraries was twenty-fourv but two 
have reported that their Ordonez manuscripts are missing - 
see , p. . 43. 

2.12 Thematischer Cathalog verschiedener Composition von verschiedenen 
Meistern, 2 Bündesq Viennag Österreichische Nationalbibliothakg Sm. 
9040 (a capy - the original is last). 

3. Acta Musicoloqica and Zeitschrift für Musik, 1935-1937. 

4. The Symphonies of Joseph Haydn (London: Universal Edition & 
Rockliff, 1955)t p. 14. 

5. 'The chamber music with strings of Carlos d'Ordo5ez: a bibliographic 
and stylistic study. ' Acta Musicological XLVI (1974)9 pp. 223-224. 

6. 'The Practice of Music at Malk Monastery' (Unpublished Ph. D. 
dissertationg University of California at Los Angeles, 1971). 
pp*21-23. For a further discussion on the quartbuch,, though 
one which presents little new evidenceg see Jens Peter Larseng 
'Evidence or guesswork: the "Quartbuch" revisitedst Acta 
Musicologicat IL (1977)t pp. 86-102. 

7. 'Katalogus Operum Musicalium in choro musicali Monasterii O. S. P. B. 
Gottwicensis R. R. D. D. Altmanno Abbate per R. D. Henricum Wondratsch 
p. t. chori regentemp conscriptus. Anno moCCCXXX [1830J. Tom. I. 1 

Information from H. C. Robbins Landon's Thematic Catalogue of the 
Works of Carlos dlOrdoUz. 

9. La pescatrica o voro lterede riconosciuta, (Romag 1766). 

10. Barry S. Brook (ed. ), The Breitkopf Thematic Catalogue: The 
Six Parts and Sixteen Supplements 1762-170 (New yo'rk: Dover 
Publicationst 1966); for guidance on the use of the Catalogue 
for establishing chronologyt see P. M. 

11. H. C. Robbins Landon, The Symphonies of Joseph Hayda, p. 816. 

12. Loc. cit. 

13. Lac. cit. 

14. 'Catalogus Uber die SgmtlichE3 Musikalische Worckg und derselben 
Authora, nach Alphabetischer Ordnung;, welche von Ihro 
Hochfurst: Durchlaucht dem Durchlauchtigsten FÜrsten und Herrn 
Herrn [sicj Carl Friedrich Erbprinzen zu Hohenzollern ... 
consignitt von mir dem Expeditions Ratht und Music: Directore 
Schindele ä: 176619 MS. 2 volsg Sigmaringeng Hafbibliathek; 
Landong op. cit.. p. 26. 

15. See abovet p. 32. F. Schubert was presumably a member of the 
Dresden family of musicians - see Karl Lauxj 'Schubartlt-Musik in 
Geschichte und Gegenwart: A11Q9meine Enzyklapildie der Musik, 
ed. Friedrich Blume, vol, 12 (Kassel: Barenreiter, 1965). 
cols, 101-1049 
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16. tCatalagus Deren auf Diesem Cb. Stift Chor bifindlichen 
Musicalien und Instrumenten. Verfast [sic] von Leopold Joseph 
Schmidt derzeitg Organistg und char Regent Stift Closternauburg 
den 20ten 8 £octo] bris 1790'9 Klosternauburgp Augustiner- 
Chorherrenstift. 

17. 'Verzeichniss alter und neuer sowohl geschriebener als gestochener 
Musikaliang welcher in der Kunst - und Musikalienhandlung des 
Jahann Traagg zu Wieng in der Singerstrasse Nr, 957, zu haben 
sind' (Viennag Usterreichische Nationalbibliothek, 48.774. AM). 
For details of Traeg's career as copyistv publishers' agent, and 
publisher, see Alexander Weinmannq 'Verzeichnis der Musikalien 
des Verlages Johann Traeg in Wien. 1794-1818'p Studien zur 
Musikwissenschaftq XXIII (1956)9 pp. 135-183; see also Landong 
'Haydn's marionette operas and the repertoire of the marionette 
theatre at Esterhaz CastleI9 The Haydn Yearbookq 1/1 (1962)9 p, 133., 

18. Cf. Landon's assertion that Ordonez's name 'was as good as unknown 
by the music historians themselvesp almost immediately after his 
deathlt lordonez$g Musik in Geschichte und Gegenwart, vol. 10 
(1962). col. 195. 

19. 'Inventario per Is musica des Grafen Thomas Vinciguerra Collalto 
aus Schloss Pirnit2p Brnot Moravske muzeum; only part of this 
catalogue has survived. 

20. 'Cathalogus Uber die Hochfurst. Musicalia und Instrumentensp 
Olomoucp Statnf archfv. 

21. 'Catalogus de Anno 17671p Zeilq FOrstlich Waldburg-Zeil'schas Archiv, 

22. Verzeichniss derer Musicalient welche in der Niederlage auf den 
grossen Bleichen bey Johann Christoph Westphal und Comp. in Hamburg 
in Commission zu haben sind'q Viennap Gesellschaft der Musikfreunde, 

23. Jiif, Za'lohaq 'The first opera repertoire of the castle theatre in 
gesky Krumlovj1 Current Musicoloqyq XV (1973)t p, 66; see also 
Georg Federp 'Manuscript sources of Haydn's works and their 
distributiontp The Haydn Yearbook, q IV (1968)9 p, 120, 
See below, p. 40. 

24. For information on this archive see Federg op. cit., p. 1179 and 
Landon, Supplement to the Symphonies of Joseph Haydn (Landon: 
Barrie and Rockliffo 1961)9 p. 19. 

25,1 am grateful to Dri Milada Rutava of Praguev Narodni muzeump 
for explaining to m; the significance of the various markings 
on the Ordonez sources in-Doksy. 

26. See below, p. 59. 

27, For information onthis archive see Federg. 10C. cit. 

28. For information on this archive see, Landonp Supplement to the 
Symphonies of Joseph Haydnq pp*12-15. 

29. In factv according to Federt op. cit., p. 1199 most of the Osek 
musicalia are of local origin. 
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3o. See aboveg p, 33. 

31. For information on this archive see Federv loc, ci of and 
Landong Supplement to the Symphonies of Joseph 'Pavd6t pp. 15-18. 

32. For information on this archive see) Landonj Supplementp pp. 14-15. 

33. Information from Dr. Theodora Strakova of the Moravske muzeumf 

34. For information on this archive see Zalohaq loc. cit., and 
Feder, op. cit., p. 120. 

35. See above, P. 34. 

36. Information kindly sent by Dr. 'Stefan KrivuSvp Director of Martin, 
Matica Slovenska'q Litergrny archifv. For information ont and a 
catalogue off the Uhrovec archive see Emanuel Munt&g, Hudobnin 
Z Knifnice Gr6fav Zayovco_v_Z U_h_rovca (Matica slovenski. 1979). 

37. See aboveg p, 30. 

38. For information on this paper mill see Georg Einedert The Ancient 
Paper-Mills of the Former Austro-Hunqarian Empire and their 
Watermarksq vol. VIIIv Monumenta Chartae Papyraceae Historiam 
Illustrantia: Or Collection of Works and Documents Illustrating 
the History of Paper, general editor Es J. Labarre (Hilversumt 
The Paper Publications Societyv 1960). pp*13B9 140,1 am 
grateful to Dr. Franz Grasberger of the Osterreichische 
Nationalbibliothek for sending me tracings of watermarks. 

39. See Table 4. 

40, 'Thematic Catalogue of the Works of Carlos d1OrdoFez1,, 

41. Information from Herr Rupert Gottfried Friabergerp librarian 
at Schl9glq Pr9monstratenstift. 

42. Date from Landong tThematic Catalogue'; the Librarian of Viennat 
Pfannhauser Collegag informed me that the copy is missing. 

43. Op. cit., p. 229. 

44. For information on the Este music collection see D. Fava, La 
giblioteca Estense nel suo sviluppo storico: Can il'cataloqo 
della mostra permanente a 10 tavole (Modena: G, T, Vincenzi 
e Nipotiv 1925)v particularly pp*159-163; Pio Lodip Catalogo 
delle opere mMicali teoriche e pratiche di autori vissuti sino 
ai primi decenni del secolo XIX, esistenti nelle biblioteche e 
negli archivi pubblici e privati d'Italia cittl di Modena R. 
Biblioteca Estense (Parma# 1916-23); A. G, Spinellip 'Della 
raccolta musicale estensetv Memorie della R. Accademia di scienzep 
lettere ed arti in Modega, s. IIIv 9 (1893)9 pp. XXII-XXXIV; 
L. F. Valdrighip 'Cappelleg concerti e musiche di case d'Este (del 
sec. XV al sec. XVIII)Iq Atti e memorie delle R. R. Deputazioni 
di storia patria per le provincie modenesi e parmensi, s. 1119 2 
(1883)9 pp. 415-436. I am grateful to Dr. Ernesto Milýno, Director 
of the Biblioteca Estensep for directing my attention to these 
works. 
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45. For details see Hannelore Gerickeq Der Wiener Musikalienhandel 
von 1700 bis 1778, Wiener Musikwissenchaftliche BeitrUgev vol. 5 
(Graz-cologne: Hermann Bbhlaus Nachf., 1960), p. 108. 

46. Landon, The Symphonies of Joseph Haydjj, p, 39, 

47, Federp op. cit., p. 122. 

48. Op. cit., p, 226, 
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50.1 am grateful to Dr. Giorgio Piumatti of the Biblioteca del 
Conservatorio di Musica Paganini for information an the Asserto 
collection. 

51. See Brownp op* cit., p. 229* 

52. Loc. cit. 

53. 'For the use of Franz Karl Stuckler [i. e. 9 copied for him? ] 
Candidate of Rhetoric'; 'Kandidat' was a title gained by 
examination - see W* H. Brufordq Germany in the Eiqhteenth 
Century: The Social Backqround of the Literary Revival 
(CambridgetUniversity Pressq 1971)9 pp. 251-252. 

54. Information from Dr. Albert Ernstq Chief Music Librarian at 
M"unster. 

55. For information on the music holdings of this library see 
Federp op. cit. 9 pp. 106-113. 

56. C. F. Pohlq Joseph Haydnq vol. I (Berlin: A. E. Glucksbergp 
1875)9 p*227; I am grateful to Dr. Istv9n Kecskem6tit Head, 
Music Division of the National Sz6chdnyi Libraryp for drawing 
my attention to this referenceg and for explaining the meaning 
of 'Kastnerl. 

57. See Larseno op. cit., p. 93. 

58. Dr. Kecskem8ti kindly provided these explanations of the numbers. 

59, Sea aboveg pp. 5. 

60. For information on this firm see Cecil Hopkinsont A DictionarX 
of Parisian Music Publishers 1700-1950 (London: Printed for the 

autharg 1954)9 p, 129, See also Landon, Notes on Symphonies 
82 - 92 and Sinfonia Concertante for Decca records HONH 35-40. 

61. For information on Guera's print of the Op, 1 quartets, see 
Brownp op. cit., p, 230* 

62. According to Georges Dotting 'Lillell Die Musik in Geschichte und 
Geqenwartf vol. 8 (1960). cols. 872-877, the Soci6td du Concert de 
Lille was founded towards the end of the eighteenth centuryl and 
gave concerts during those periods when opera was prohibitedg for 
examplet Lent; in 1798t the society was reorganized and renamed 
the Societe du Grand Concert. 
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63, The Academie Royal de Musique de Lille, is the ancestor of the 
present Conservatoire National de-Musique de la Rgqion (Place 
du Concertq 590009 Lille); according to M. Maurice Kufferathq 
ILilleIq Grove's DictionarX of Music and Musiciansq 2nd editiong 
ed. 3. A. Fuller Maitland (London: Macmillan and Co, j Limitedt 
1906)p Vol. IIIj p. 730p the aca5emy was founded in 1816f andq 
in 1826t was affiliated to the Ecole Royale of Paris; it was 
completely reorganized between T8552 and 1653. 

64. It is this check-list which suggests that the academy acquired 
the source during the first half of the nineteenth centuryg for 
included in the list i7s -the--op-hicleidet an instrument which 
became generally obsolete around 1850. 

65. 'Ordd-n'ezlg col. 194. 
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Chapter 3 

THE SYMPHONIES : CHRONOLOGY 

0 

The formation of a chronology for Ordonez's instrumental 

works in generalp and his symphonies in particular, poses serious 

problems; 
' in factq there is insufficient external evidence to 

I 
allow the establishment of a definitive chronology: in particular, 

2 
no autograph manuscripts of the symphonies have survivedt few 

3 
of his works were printedt and the available biographical 

information is of little help here. Not one symphony can be 

dated exactly; only six symphonies can be dated approximately 

with confidence* Howeverg without a chronology it is impossible 

to trace creative development or draw conclusions about influences. 

Thereforeq I have formed a working chronology by means of a 

stylistic comparison between the minority of-symphonies which 

can be dated approximately an the basis of external evidence and 

the majority which cannot* The use of stylistic evidence as 

a means of dating is, of courset less reliable than that of 

external evidence, However, the task, is made easier in many 

cases by the availability of terminal dates. Moreovert water- 

marks provide further evidence. 



55 

External evidence 

Table 8 

Symphonies approximately dated by external evidence 

. 
Cateqory Symphony Date Evidence 

a 
C1 Before 1756 Copyt Gdttweigg dated 1756; 

dated entry in G5ttweig 
Catalogue 

A7 Before 1759 Dated entry in G5ttweig 
Catalogue 

2 G4 Probably 1767 or 68 b Entry in Breitkopf Thematic 
Cataloguep Suppl. IV: 1769 

A6 Probably 1760-64 Dittot Suppl. I: 1766; 
entry (1764) in Gdttweig 
Catalogue 

3E flat 1 Probably 1772 or 73 Entry in Greitkopf Thematic 
Catalogueq Suppl. X: 1775 

C9 Probably 1774-77 Dittog Suppl*XII: 1778 

a Since Ordonez was not known as an infant prodigy, the earliest likely 
date for the symphonies in Category 1 is ca. 1755. 

b For guidance an the use of the Breitkopf Thematic Catalogue for 
establishing chronology see Barry S, Brook (ed. ), The Breitkopf 
Thematic Catalooue : The Six Parts and Sixteen Supplements 1762-1787 
(New Ybrk: Dover Publicationsp 1966)9 p, XIV, 

Table '9 

Terminal dates for symphonies 

Symphony Terminal date, Evidence 

C1 1757 One of the copyists a of the KremsmUnster 
source died in 1757 

E flat 2 ca. 1760 Egk Catalogue (ca. 1760) 
(lost) 

B flat 8 1761 Entry in Esterhazy Catalogue (1759-61) 

F7 1764 Dated copyq GE; ttweig; dated entry in 
Go"ttweig Catalogue 

Al 1764 Dated entry in Go*ttweig Catalogue 

B flat 6 1764 Dated copy# G5ttweig; dated entry in 
G6ttweig Catalogue 
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Table 9 (continued 

Symphony Terminal date Evidence 

F9 1765 Entry in Breitkopf Thematic Cataloguag 
Part IV: 1765 

B flat 3 1765 Dated copyq G'Ottweig; dated entry in 
G5ttweig Catalogue 

G6 (lost) 1766 Entry in Breitkopf Thematic Cataloguep 
Suppl. I: 1766 

C3 1766 Dated copy# Kremsier 

C12 1766 Entry in Sigmaringen Catalogue (1766) 

D4 1766 Ditto 

AB 1766 Ditto; dated entry in Gbttweig Catalogue 

C15* 1768 Entry in Lambach Catalogue (1768) 
(Brown Q: C2) 

D2 1768 Ditto 

DS 1768 Ditto 

F11 1768 Ditto 

F2 1769 Dated entry in GUttweig Catalogue 

Q: Fl* 1769 Entry in Pirnitz Catalogue (1757 and 1769) 
(Brown F10) .-IY- 

B flat 7 1770 Entry in Sigmaringen Catalogue (a later 
additiong 1770) 

C4 1771 Entry in Raigern Catalogue (1771) 

C8 1771 Ditto 

D6 1771 Ditto 

F12 1771 Ditto 

C5 1775 Entry_1in Quartbuch (ca, 1775) 

C6 (lost) 1775 Ditt. o,,,.,, 

C10 1775 Ditto 

C11 1775 Ditto 

C14 1775 Ditto 

D7 1775 Ditto 
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Table 9 (continued) 

Symphony Terminal date Evidence, 

D9 1775 Entry in Quartbuch (ca. 1775) 

E4 1775 Ditto 

F4 1775 Ditto 

G3 1775 Ditto 

G5 1775 Ditto 

GO 1775 Ditto 

A4 1775 Ditto 

B flat 5 1775 Ditto 

B flat 4 1779 Dated copyg Raigern 

a Information from H. C. Robbins Landong 'Thematic Catalogue of 
the Works of Carlos d1ordoRez' (MS). 

Watermark evidence, especially if unsupported by other data, 

should always be viewed with cautionp for the terminal date of 

a document will not necessarily coincide with that of its watermark 

or watermarks: there is always the possibility of old paper having 

been used; howevert according to Jan LaRue... 
4 it was rare during 

the period ca. 1675-ca. 1825 for paper to remain unused for more 

than five years after manufacture* In shortp I have taken the 

watermark evidence into account without regarding it as being in 

any way conclusive. I 

Table 10 

Watermark evidence 

Source Watermark 

Of Doksy copy 1.3 (suggesting Ea. 1770) 

08, Doksy Copy JI. 1 (1754-60) 

D9. Osek copy Ditto 
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Table 10 (continued) 

E flat 19 Doksy copy 1*4 (probably dating from 1770s) 

E flat 39 Doksy copy IIA (1754-60) 

E flat 49 Pachta and Osek copies Ditto 

Elp Doksy copy 

F4t Fry'diant copy 

G49 Pachta copy 

Al, 
_Doksyg 

Pachta and Osek 
copies 

A49 Fr; dlant copy 

A59 Doksy copy 

Allp Doksy copy 

8 flat 19 Doksy copy 

B flat 2t Ooksy copy 

1.4 (probably dating from 1770s) 

1.3 (suggesting ca. 1770) 

11.1 (1754-60) 

Ditto 

1.3 (suggesting ca. 1770) 

11.1 (1754-60) 

11.1 (1754-60) 

-11.1 (1754-60) 

1.3 (suggesting ca. 1770) 

Stylistic evidence 

The symphonies placed in Category I (see Table 8) contain the 

following features: 5 the thematic material of fast movements is made 

up of fragmentary motivic segments propelled by energetic rhythms; 

rapidly repeated notes and scalic passages play an important part. 

Sonata form proper is not present: movements are in either binary 

or binary/sonata form. 6 Three-part textures prevail: either violins 
I "i I 

I and 2 move in thirds or sixths and violas and bassi in octaves or 

unisont or violins 1 and 2 play in. unison whilst violas and bassi 

move in thirds or tenths; two-part textures are also encounteredt 

when violins I and 2 play in unison and violas and bassi in octaves 

or unison; fourt-part textures occur only infrequently; clearlyo a 

keyboard instrument is required to fill out the textures. On stylistic 

groundsp the following symphonies belong in Category 1: C49 C11p D49 

089 F69 G29 A2p A59 B flat 1. 
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The symphonies placed in Category 2 differ from those in Category 1 

mainly because they employ sonata form (A6/Iq G4/III). Although in both 

the'strings are still mainly in three real partso Ordonez occasionally 

attempts to fill out the harmonies by placing holding notes in the wind, 

and (in G4) double stops in the viola part. On stylistic groundst the 

following symphonies belong to Category 2: C29 C39 C59 C79 C89 ClOt C12t 

C15*9 D19 D39 D7p D9v D109 E flat 39 Elo E2t E49 F19 F2t F7t F89 F99 

Fllq Fl2v G59 G8t Alt A4v A89 AlOt A119 B flat 2,8 flat 3,8 flat 6. 

B flat 7t B flat 8. 

The-symphonies placed. in Category 3 contain the following features: 

the thematic material ranges from the fragmentary and motivic to the 

continuous and cantabile - it is more varied than that found in the 

earlier symphonies; textures are full and variedq the wind playing 

an important role in filling out the harmonieso thereby rendering the 

keyboard superfluous. on stylistic groundsp the following works belong 

to Category 3: C130 C14p DSt D6t E flat 1, E flat 4, E flat Sp F39 F49 

r5 Gl 9 G3 f lat 4pBf lat 59 81 

The symphony G7 seems to post-date those in Category 3: firstly, 

sonata form is treated with a greater-degree of flexibility than is 

found in that category; secondly, the scal_e of the movements has 

expanded. A date of ca. 1780 seems appropriate for this work. 

Summarv 

After consideration of all the evidence presented, in the preceding 

discussiong I have assigned a date to each of the surviving symphonies 

(with the exception of A9) (see Table 11).. 
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Table 11 

The symphonies dated 

Authentic Authentic 

CI ca. 1755 (before 1756) E flat I probably 1772 or 73 

C2 1760s? E flat 2 (lost) before ca. 1760 

C3 ca, 1760? -66 E 
1 

flat 3 ca. 17607-ca. 657 

C4 ca. 1755-ca. 60? (before 1771) E flat. 4 177cs? 

CS 1760s? (before ca. 1775) E flat 5 1770s? 

C6 (lost) before ca. 1775 El 1760s? 

C7 1760s? E2 1760s? 

Ca ca. 1760? -ca. 65? (before E3 (lost) ? 1771) 
C9 probably 1774-77 E4 1760s? (before ca. 1775) 

C10 1760s? (before ca. 1775) F1 1760s? 

Cii ca. 1755-ca. 1760? (before F2 ca, 1760? -69 ca. 1775) 

C12 ca. 1760? -66 F3 1770s? 

C13 1770s? F4 ca. 17707-ca. 75 

C14 ca. 1770? -ca. 75 F5 1770s? 

C15* 1760s? (before 17 68) F6 ca. 1755-ca. 60? 

D1 1760s? F7 ca. 17607 (before 1764) 

D2 ca. 17607-68 FB 1760s 7 

D3 ca. 1760? F9 ca. 1760? (before 1765) 

D4 ca. 1755-ca. 607 ( before 1766) F11 1760s? (before 1768) 

D5 1770s? F12 1760s? (before 1771) 

D6 ca. 17707 (before 1771) G1 1770s? 

D7 1760s? (before ca. 1775) G2 ca. 1755-ca. 60? 

D8 ca. 1755-ca. 17607 (before G3 ca. 17707-ca. 75 
1768) 

09 ca. 1760? -, ga. 65? (before G4 probably 1767 or 68 
ca. 1775) 

G5 1760s? (before ca. -1775) 
D10 1760s? 

G6 (lost) probably 1760-66 

G7 ca. 17807 

Brown Q: C2 G8 1760s? (before ca, 1775) 
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Table 11 (continued) 

Al ca. 1760? -64 

A2 ca. 1755-ca. 60? 

A3 (lost) ? 

A4 1760s? (before ca. 1775) 

A5 ca. 1755-607 

A6 ca. 1760? -64 

A7 ca. 1755-59 

AB ca. 1760? -66 

A9 

AIO 1760s? 

All ca. 1760? -ca. 65? 

Doubtful 

Q: C1 ca. 1755 (before 1757) 

Q: FI* before 1769 

*= Brown F10 

8 flat I ca. 1755-ca. 60? 

8 flat 2 1760s? 

B flat 3 ca. 1760? -65 

B flat 4 ca. 1770? -79 

B flat 5 ca. 1770? -ca. 75 

B flat 6 ca. 17607-64 

B flat 7 ca. 1760? -70 

B flat-B ca. 17607- (before 1761) 

81 1770s? ý- 

Spurious 

S: C1 probably 1768 or 69 

S: DI probably 1765 or 66 

Of the authehtic symphonies, 12 have been placed in the 1750st 

40 in the 1760sp 16 in the 1770s, I some time before ca. 1775t and 

I ca. 1780. If these estimates are accurate Ordonez's most prolific 

years in the symphonic field were the 1760sq with a falling off 

during the 1770s and a virtual halt after ca. 1780. This cessation 

after ca, 1780 is not surprisingg considering Ordonez's increased 

responsibilities at the Lower Austrian Regional Court and thelcourt's 

musical establishment# and also his ill-health (which led in 1783 to 

his retirement from both establishments)? 
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Notes 

1. For a discussion of the chronological problems presented by 
the chamber music see A. Peter Browng 'The chamber music with 
strings of Carlos dtordd-nez: a bibliographic and stylistic 
studyIq Acta Musicalogicat XLVI (1974)9 p, 223. 

2. See aboveg p*28. , 

3, See above, pp. 47-48. 

4, 'Watermarks and musicology'. Acta Musicologicat XXXIII (1961)9 
pp. 1269 127. 

5, A fuller discussion of style follows in Cht. 4. 

6, By a movement in binary/sonata form I mean one which can be 
divided into expositiong development and recapitulation but 
which lacks the most essential element of sonata form proper: 
tonal dualism-in the exposition. 

7., See aboveg pp. B-99 11-12. , 

";. 
-,, --, IT 
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Chapter 4 

THE SYMPHONIES : FUNCTION AND STYLE 

There is little evidence to show for what organizations or 

occasions Ordonez composed his symphonies. Howeverg after consid- 

eration of biographical and stylistic evidencev the following 

conclusions may be drawn. A number of symphonies may have been 

commissioned by the TonkOnstler. Societgtt of which Ordonez was a member 

between 1771 and 1784t although only two performances are documented, ' 

Similarlyq as Ordonez was a member of the Viennese Hof-Musikapelle (on 

a regular basis between 1779 and 1783t and perhaps on a casual basis 

between 1766 and 1779). it seems almost certain that some of his 

symphonies were performed by that bodyt even though he was employed 

as a performer rather than composer; 2 moreoverg fugal movements in 

F89 E4 and A5 and predominantly contrapuntal movements in 02, D5t E29 

G79 A10 may well have been designed to please the conservative taste 

of the Viennese court. 3 Some symphonies may have been composed for 

the church - in particulart Clog which has an antiphonal layout (two 

choirs of*trumpets and timpani)p and Cl and E flat 3p which have' 

'Corelliant da chiesa designs (S-F-S-F and S-F). 4 Ordonez rarely, 

if everg composed with publication in mind, as prints of his music 

are so rare. Perhaps someg possibly even mostp of his symphonies 

were composed not for immediate'performance but for sale to the 

copyists; indeedt the fact that Ordonez never held a post as a 

composer lends weight to this supposition. 

il 
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orchestration 

Ordonez was a fine orchestrator: clearly his considerable 

experience as an orchestral player stood him to good advantage. His 

-approach 
to orchestration is characterized by continuous variety and 

contrast and care over detail. As his style matures the most impressive 

aspect is the attention given to the wind group: its Ale widens 

considerably. 

Nearly half the symphonies in Category 1 are scored for strings 

alone; 
5 

oboes and horns are added in three symphonies, and trympets 

and timpani. in two more. Keyboard participation is essential until 

Category 2# at which point it becomes less essential - indeed in most 

of the post-1770 symphonies a keyboard instrument would be distinctly 

out of place. The most common instrumental combination in Category 2 

is stringsl two oboes and two horns; to this basic group trumpets and 

timpani are added in five C major symphonies and two in D; most 

interestinglyq the orchestra in Clo is divided into three choirs (two 

of trumpets and timpani and one of oboesp horns and strings), Five 

symphonies from Category 2 and one symphony from Category 1 have two 

viola parts either throughout or in part: this penchant for divided 

violas is unusual - Haydnq for example, rarely uses themt and not at 

all before 1774. The basic orchestra for the symphonies of Categories 

3 and 4 is still strings with two oboes and horns; in three cases 
I 

trumpets and timpani are added, Howeverg whereas cellos and bassi 

are separated to any extent in only one Category 2 symphony (and in 

none of the Category 1 works), these parts are separated in half of 

the Category 3 works, A double bass is stipulated only once in an 

Ordonez symphony (in D2), Details of the scaring are given in Table 12. 



65 

Table 12 

The scorinq of the symphonies 

Estimated 
chronology Scoring Symphonies Comments 

Category I Strings b 

(1750s) 

c Strings (vlq v2, b) 

Stringsq 2 obsq 2 hns 

Stringsp 2 hns 

Strings, 2 tpts and 

timp 

D4 9E flat 2 (lost) 
p G2 

A79 B flat 1 

A5 

C119 F69 A2 

Cl 9 D8 

C4 

2 'corni dicaccia 

in Cl I 

Category 2 Strings, 2 obsp 2 hns C79 D29 D3t D109 C7, Bf lat 6 have 

(1760s) E flat 39 E flat 4t 2 va parts; F2, GB 

E19 E29 E49 F19 F2t have 2 va parts in 

F119 G4t G59 Alt II d; 
8 flat 2 has 

A49 A69 ABp Bflat 2 2 va parts in II and 

Stringst 2 obs G6t GBp B flat 7 the Trio. C2 has 

Stringsg 2 obsp 2 hnsp solo vc in II. DI 

2 tptsp timp C20 C39 C59 C89 C129 has 2 fls in II 

Dlt D7 (replacing obs). 

Strings C15*9 F7p F9p F129 B-Bc copy of B flat 8 

A109 A119 B flat 3p has 2 obs, 2 hns 

B flat 6p B flat 8 

Strings (vlq v2p 

vap vcq b) D9 

Strings (vlp v2, b) F8 

Stringsq 2 obs, 2 hns, 

2 choruses of tpts and 

timp Cla 
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Table 12 (continued) 

Estimated 
chronolony Scoring Symphonies Comments 

Category 3 Strings, 2 obs, 2 hns C130 D6, E flat 1. A keyboard instrument 

0770s) E flat 5, F3p F4p F59 is superfluous in 

G19 Op B flat 4. this group. Separate 

a flat St B1 vc and b in D3t D6t 

F3p F5p Glt 9 flat 4. 

B1. Separate vc and 

db in D2.2 va parts 

in 8 flat 4. F4/II 

has 2 fls (replacing 

obs) and 2 bns. 

Strings, 2 obs, 2hns, 

2 tpts, timp C9t Cl4v D5 

Category 4 Strings, 2 obsp 2 hns G7 

(ca. 1780) 

Chronology 

unknown Stringsq 2 obs, 2 hns, 

2 tptsq timp C6 (lost) 

Unknown E3 (lost) 

Unknown A3 (lost) 

Strings (vit v29 b) A9, 

Separate vc and b in 

D5p andp in V, solo v 

and 2 va parts 

Separate vc and b 

a See abovep pp. 54-62. 

b 
Unless otherwise statedq strings are in 4 parts (violin 1p violin 2, 

violaq basso); unless otherwise statedv the tbassof part is for cellos, 
double basses# bassoon or bassoons (where oboes are present) ando in 
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Table ý (continued) 

ý-ýall probabilityg keyboard (see James Websterp 'Towards a history of 
Viennese chamber music in the early classic period'. Journal of the 
American Musicological Society. XXVII (1974)9 pp. 212-247, 
particularly p. 242). 

cA full list of instrumental abbreviations is given in Vol, IIp p, 4. 

d'Roman numerals refer to movements; e. g. v II = second movement. 

In about 20 per cent of Ordonez's symphonies concertante writing 

plays an important part. Nine symphonies (Up D99 F49 G29 G89 A79 

B flat 2. B flat 4. B flat 6) feature Isola' interjections for one to 

six instruments; of the ninet four (C79 D9f 8 flat 4,8 flat 6) are 

. 9infonie concertante in all but namev for the interjections are prominent 
. throughout. 6 Three symphonies (C21 ClOt DS) each contain a slow movement 

for one or two soloists with orchestral accompaniment, such movements 

resembling extracts from concertos. Two symphonies (G19 B1) contain 

slow movements in which texturesq arrangement of thematic material and 

dynamics suggest solo-tutti contrastsi such movements resembling extracts 

from concerti grossi; for examplep in BI/II if passages marked piano 

were played by soloists and those marked forte by the tutti the solo 

group would consist of two violinsp violaq cello and horn (such an 

arrangement would certainly give definition to the formal structure 

of the movement) (Ex, 1), Table, 13 gives the details. 

Table 13 

Symphonies with concertante elements 

Symphony Solo instrument(s) --Comments 

C2 'Violino principale' II resembles a slow movement 

and vc (in II) from a concerto 

C7 2 vast 2 obsq 2 hns Solo-tutti contrastp showing 

Chronoloqy 

Group 2 

Group 2 

(in I and III) influence of the concerto grosso 
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Table 13 (continued) 

Symphony Solo instrument(s) Comments 

C1,0 db (in II) II resembles a slow movement 

from a concerto 

05 'Violino principale' V resembles a slow movement 

(in V) from a concerto 

D9 Va. vc (in all 3 Solo-tutti contrastv showing 

movements) influence of the concerto 

grosso 

F4 2 f1s, 2 bnst 2 hnsq 

vc (in II) 

G1 V. I. v2, vaq. vc ? A solo group seems to be 

implied in II 

G2 V (in II) 

G8 2 vas (in II) 

A7 V (in II) 

B flat 2 2 vas (in II and 

Trio) 

B flat 4 2 vas and vc (in 

and II) ob (in 

Minuet II) 

2 vas (in IV) 

8 flat 6 2 vas (in I and II) 

va (in II) 

81 2 vsv va, vc and 

hn ? 

Solo-tutti contrastv showing 

influence of the concerto 

grosso 

A solo group seems to be 

implied in II 

Chronology 

Group 2 

Group 3 

Group 2 

Group 3 

Group 3 

Group 1 

Group 2 

Group 1 

Group 2 

Group 3 

Group 2 

Group 4 
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Table 13 reveals quite clearly that the viola is Ordonez's 

favourite instrument: one or two violas are used soloistically more 

than any other instrument. This preference for the viola is most 

unusual during the classical era: apart from Mozart (whose love of 

the instrument is well-known) the only composer who comes to mind is 

VaMhal (who wrote five viola concertos and gave to the viola prominent 
7 

solo passages in the slow movement of aG minor symphony, )* 

In the Category 1 symphonies the strings are mainly in three real 

parts: either violins 1 and 2 move in thirds or sixths and violas and 

bassi in octaves or unison, or violins 1 and 2 play in unison whilst 

violas and bassi move in thirds or tenths; two-part textures are also 

ancounteredp when violins 1 and 2 play in unison and violas and bassi in 

octaves or unison; four-part writing is infrequent. The wind instruments 

are largely restricted to doubling the vialinsg in the case of the oboes, 

or sustaining notes, in the case of both oboes and horns (Ex, 2). 

Howeverp the hunting horns (Ocorn, i di caccial) in C11 (which represent 

Ordonez's only use of the instrument in a symphony) have particularly 

prominent partsp consisting largely of sonnerie-type figures. a In the 

usual mid-century mannerv the wind are silent in slow movements - the 

only exception being A2. 

In the Category 2 symphonies the strings are still mainly in three 

real partsq but full string textures# particularly where the violas are 

. dividedq are much more common than in early symphonies (Ex. 3). The rdle 

assigned to the wind is more important: whereas the-parts could conceiv- 

ably be omitted in a number of earlier symphonies, they are, by and large, 

indispensable now. As well as doubling the stringsp providing binding 

notest rhythmic impetus and harmonic filling'the wind are occasionally 

used soloistically (as ing for examplep C7/III and ClO/II), The most 
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prominent wind parts are found in the multi-choral C100 whereg in the 

first and third movementg fanfares for two wind choirs recur constantly 

in the manner of ritornelli. 9 From now ong the wind usually play in 

slow movements (in about 80 per cent of cases). 

The orchestration of the symphonies in groups, 3 and 4 is particularly 

impressive: it is constantly variedg andt above alit always well balanced. 

Four-part string textures are now the norm, and each of the violint viola 

and basso parts is now independent. Moreoverv five-part string textures, 

resulting from the separation of the cellos and bassil are quite common. 

The role of the wind is more varied than ever before; the main functions 

are as follows: (1) To double string parts - such doubling is never 

literalp but Ifragmented'9 that is, the wind are used to highlight the 

contours of phrases; for examplep in 8 flat 4/11 the wind can be heard 

frequently punctuating the ends of sub-phrases (Ex. 4(a)), (2) To 

provide sustained notes as a background for the strings* (3) To provide 

rhythmic impetus (particularly the horns) (Ex, 4(b)). (4) To provide 

occasional dramatic interjections (for examplet in C13 an apparently 

innocuous finale is suddenlyp and without warningt interrupted by loud 

wind chords (Ex, 4(c)). (5) To lend support to climaxes; for example, 

the wind play a vital part in building up the main, climax of D5/Vjj 

(Exe 19(b)). (6) To provide solo passages these may be either 

extended (as in C9/IIIq D6/IIIq F4/Ij) or shorto as in D6/Ip where 

wind and strings sound in dialogue (Ex. 4(d)), (7) To provide fanfares - 

either short (as in D6/II)q or extended (as in C9/I and III); this last 

example is particularly interestingp for as in Haydn's Symphony no. 31 

(mit dem Hornsiqnal, )q the opening fanfare returns both at the end of 

the first movement and at the end of the work. 
10 (8) To provide 

colourful-effects; for example, B flat 5 opens with an effect which is 

unique in Ordonez: the horns act as bass to violins and oboes (Ex. 4(e)), 
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Typicallyt several of these functions will be found in any one symphony, 

as in B flat 40 particularly the finals (Ex. 5) where wind functions 

vary within short spacesq producing a constantly varied orchestral 

palate which is one of Ordonez's hallmarks and chief strengths. 
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Movement orqanization 

Number and order of movements 

Ordonez continued to prefer the three movement symphony in the 

layout F-S-F or F-S-M (IMI can stand for a movement in minuet style 

not actually thus termed) to the four movement-one until the end of 

his career. This is a conservative trait, for most Viennese composers 

had adopted the four-movement scheme (F-S-MT-F) by about 1770,11 

Howeverp Ordonez seems to have abandoned the use of the Minuet and 

Trio (or minuet-styled movement) as a finale about the same time as 

Haydnp that is around 1770. His experiments with four-movement schemes 

are fairly rare: there are less than a dozen examples of the progressive 

I F-S-MT-F scheme. Only three symphonies have slow introductions (as 

opposed to complete slow first movements); in this respect, a number 

of commentators have attached unwarranted historical significance to 

C1 (ca. 1755)v asserting it to be possibly the first symphony to place 

a slow introduction before the first fast movement; 
12 in factp the 

symphony begins not with a 'slow introduction' but a complete and 

independent slow movement# in the manner of the Corellian sonata da 

chiesa:, the work therefore resembles (but pro-dates) Haydn's symphonies 

nos. 119 189 219 220 34 and 49. Mention must also be made of the seven- 

movement D5 (entitledg most likely by Ordonez himselfg tSinfonia Sole I nne'll 

which mixes symphony and serenade: in addition to the four basic 

symphonic movements, ((S)-F-S-MT-F), three movementsq joined together under 

the heading 'Intermezzolv are placed between the'slow movement and Minuet 

and Trio. 13 Details of the number and order of movements are given in 

Table 14. 



77 

Table 14 

Number and order of movements 

Kh imhRr 

of movements. order of movements Symphonies 

3 movements F-S-F 

(S) F-S-F 

F-S-MT (or 'Tempo di 

Menuettol) 

S-F-MT 

4 movements F-S-MT-F 

S-F-S-F 

S-F-S-M 

S-F-MT-F 

2 movements S-F 

7 movements (S) F-S-F-MT-S-MT-F 

C59 C79 C8, C109 Clip C129 

C139 Up D39 D49 D69 D79 

D109 E flat 1. E flat 4. 

E flat 5, E29 E49 Fig F29 

F3v F4p F5p F7p My Gig 

G29 G3t G4p G5t G7t G8v A4p 

A5v A69 A79 Alit B flat 1, 

8 flat 5.8 flat 6t Bi 

C2 p C9 

C49 C15*o 08t D99 F12t A29 

A10 

F8p A9 I 

Up C149 Dlt F6p Alt ABp 

9 flat 2 (111 = Menuetto and 

Quartetto)q B flat 39 B flat 7. 

B flat 8 

-Cli 

El 

F90 B flat. 4 

E flat 3 

D5 
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Relative weight of movements 
14 

The centre of gravity in an Ordonez symphony will usually be felt 

to be in the first fast movement. Howevert as his style matures the 

finale tends to gain in substance. As expected of the Category 1 

symphaniesp the most substantial movement is always the first (the 

only exception is A5. where the fugal finale is the most substantial 

movement); nearly all the first movements are marked Allegro and 
34 

adopt a crotchet pulse Q or 4). The finale is either fast (Presto 

or Allegro) or tempo di menuetto, andq in nearly all casesp adopts a 

quaver pulse (3 6). 
a or 8 In the Category 2 finales, the quaver pulse 

becomes less common (it is found in only about 40% of finales)v and 

in four cases (E4t F29 A19 All) the finale is the most substantial 

movement. Taking Categories 3 and 4 togetherp nearly 40 per cent of 

finales are of greater weight than the first movements: the increased 

use of the rondo-finale is a contributory factor herep as the numerous 

repeats produce a movement of considerable length, Like Mozart's 

Jupiter Symphonyq the contrapuntal finale of 05 is clearly felt to be 

the culmination of the symphony as a whole; to a slightly lesser extentv 

the same is true of G7. 

Cyclic unity 

I I, 
Thematic connections between movements do not play as important a 

part in the symphonies as they evidently, do in the quartets: 
15 the 

only examples occur in C8 and C10, where similar wind fanfares appear 

in the first movement and finale; moreoverl in C10 a similar. violin 

motive is found in the first movement and finale (Ex. 6). Howevert in 

three symphonies (D29 E flat 5 and E4) the, first two movements are 

linkedq in that the first leads straight into the second without a break; 

and in D7 the first movement ends inconclusively withan imperfect cadence. 
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Tonality of movements 

As in the chamber musicp only the most closely related keys are 

used for interior slow movements and trios (the only exception is C15* 

where the slow movement is in F minor). 16 Leaving aside modal (that 

is major-minor) contrast and key contrast between minuets and trios, 

a surprisingly large number of symphonies are hoMotonal- that is, there 

is no change of key from one movement to the next* Table 15 sets out 

the details. 

Table 15 

Homotonal symphonies 

Symphoon Scheme of movements Modality 

D6 F-S-F M_M_Ma 

D7 F-S-F M-m-M 

E flat 3 S-F M-M 

E2 F-S-F M-M-M 

E4 F-S-F M-m-M 

El S-F-S-M M-M-m-M 

F6 F-S-MT-F M-m-M-M 

FO S-F-MT M-M-M 

F9 S-F-MT-F M-M-M-M 

G5 F-S-F M-m-M 

G7 F-S-F m-M-M 

AB F-S-MT-F M-m-M-M 

All F-S-F M-m-M 

a flat 4 S-F-MT-F M-M-M-M 

Comments 

Trio in subdominant 

Trio in subdominant 

Trio in subdominant 

aM= maJor modet m= minor mode 
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In only four of the symphonies. in Table 15 (E flat 3, F80 F90 

B flat 4) is. the hamotonality capable of explanation: since the slow 

movementv where key contrast usually occurs, is placed first, one would 

not expect to find key change. 
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Melody 

Ordonez's melodies characteristically possess greater rhythmic 

than lyrical interest: they tend to be based on pointedq disjointed 

figuresq producing an effect of nervous rhythmic energy. Italianate 

4yricism - which features. in the works of a number of his Viennese 

contemporariesq such as VaAhalp Mozart and L. Hoffmann - is rare'in 

donez's musicq even in slow movements. The main melodic types (in 

,, order ofýfrequency) are as follows: (1) Melodies built on, series of 

trills or turnsp with strongly marked accentsp and fragmentedýby, rests; ' 

-this type can be found in all creative periods - for examplep G2/j, 

A2/I (Category 1)t CS/It C12/Iq D7/IIIt F2/Iq A6/IIIj B flat 6/I,, 
_ 

-(Category 
2)t D3/IIIq Gl/I (Categoryý3) (Example 7). (2) Melodies-_ 

built from rapidly_mqving arpeggio figures; this type can again be 

'. found in all creative periods - for examplev G2/IIIt AS/It A7/III 

-, (Category 1)p C3/IV9 D9/Ip F1/Iq F2/IIIj F8/IIIp F12/Ij A6/I (Category2). 

F3/I_q 8 flat 4/11 (Category, 3). (3) Perpetuum mobile melodies this 

: type is found in Categories 2 and 3t most commonly in finales for 

examplep C8/IIlg D6/III9 F5/IIIp F12/IVq AB/IVq B flat 2/IVq B flat 5/jIIt 

,. Ga/jjj and D5/I* (4) Melodies built from rapidly'moving scales; this 

-type is most commonly found in Category 1 7jor examplet C4/jq Cli/It 

DS/I. "(5) Fortspinnunq melodies; ' this type is, most commonlyý, found in 

sI low movements; for e- xampleg_Fl2/jjv'G7/IIt B flat 3/jj, ' (6) Lyrical 

melodies; a fairly exhaustive list of examples is as follows: 

ClO/IIp C13/IIq C15*/II9 D9/IIj F2/jjg'F4/IIv G3/Iq 
17 

G3/IIq A4/Ip 

A5/IIq A6/II. 
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I Form 

As expectedg the majority'pf fast movements (about 60 per cent) 

are in sonata form; other forms encountered in fast movements are 

binary/sonatale (in about 25 per cent of cases) and binary (about 

5 per cent) - both of which are characteristic oft though not entirely 

restricted tog the symphonies of Category 1- rondo (of which there 

are 8 examplesp all in Categories 2 and 3) and episodical (of which 

there is just 1 example); there are also two examples of fugue. of 

the slow movements about 50 per cent are in binary formt about 25 per 

cent in binary/sonata form and no more than 20 per cent in sonata form; 

there are just 2 examples of ternary form and 1 rondo. 

Sonata form 

A substantial proportion of Ordonez's sonata form movements lack 

an internal double bar and repeat marks (about 35 per cent of his 

symphonies have at least one such movement). This type of movement 

is not uncommon during the mid-century: examples may be cited from 

j. Stamicq Symphony in E flat (La melodia Germanicatno. 3), first 

movement; C. P. Ee Bachq Symphony no. 3 in F, first movement; 

G. C. Wagen,. Seilp Sinfonia in Dp first movement; 19 F. L. Gassmanng 

La Contessinag Sinfoniat first movement; and Haydnq Symphonyno ,2 

first two movements. Howeverp Ordonez's continued (if occasional) 

use of this design throughout his career represents another conservative 

trait althoughq it should be pointed outp examples of it become rarer 

as his style matures. A number of these movements (for example, cl/ii, 

C9/jq D5/VII) bear traces of rondo and ritornello formsqýin'that the 

secondary section consists of a transposition of the primary. the 

development opens with the first few bars of the primary section (in the 

20 
tonic), and (in the case of DS/VII)the movement closes with, primary-'material. 
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In the expositions as a wholeg the most frequently encountered 

scheme is P-T-S-K; other schemes (in order of frequency) are P-T-S, 

P-T-K9 P-S-K9 and P-S (there is just one example of this last scheme, 

C14/I). In about 65 per cent of the expositions the secondary section 

is longer than the primary -a necessary feature if the dominant 

tonality is to have time to assert itself; where a secondary section 

is shorter than a primaryp an imbalance is often avoided by an extended 

transition. Strong thematic contrast is rare - more often than nott 

themes are closely related: in C7/Ip'transitional and secondary phrases 

are derived from primary materialg and subphrases within the secondary 

section are also connected (Ta (1P); 
-2 Sa ( 

.1 
Pa); 3. Sx (1 Sb)) 

(Ex. 8); in C7/III9 secondary and closing material-is derived from 

primary (S (P); K (P)) (Ex. 9); in 8 flat 5/Iv'secondary material 

is derived from both primary and transitional material (Sa (Pb); Sbx (Ta)), 

and a constantly recurring motive (Pb) provides further unity (Ex, 10). 

Changes of growth function are confirmed more by textural than pronounced 

thematic contrast; indeedv the way in which changes of texture'exactly 

coincide with changes of growth function and subf6nctionv thereby clari- 

fying the formal scheme of a movement and at the same time providing 

continual interest and varietyp is one of the most impressive aspects 

of Ordonez's sonata form; D9/I serves as a particularly, vivid example 

of this process* Converselyp in the homotonal movements C9/j. C1/II 

and 05/VII the only contrast provided by the secondary section is 

tonalt fort in each casetthe secondary section consists of an exact 

transposition of the opening few bars of the movement. 

Ordonez's transitions are often less than wholly'successful, ' 

Characteristicallyt their basic function of moving tG, a'new key'a'rea' 

is-Icarried out as quickly as possible and with the, minimum 'of module , tory' 

activity (that isp without touching on any other keys en I route). In C7/I9 
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the modulation to the dominant is decidedly abrupt (Ex. '11, ); in 

B, flat 6/IIIg the transition creates a crude effect by modulating 

to'the dominant within two bars, and then reinforcing the new key 

with a series of perfect cadences (Ex. 12). In three minor-key 

mo I vements (C14/19 GB/I and III) the transition is abandoned altogether 

- the primary section ends an a dominant chord and the secondary 

section enters in the relative major (this is a scheme commonly 

adopted in minor-key sonata form movements during the early-classical 

era, (the first movements of Symphony No. 25 by Mozart and aG minor 

symphony by Whal serve as examples2l); the scheme is more success- 

fully employed in G8/I and III than in C14p for in both the G8 movements 

there is more than one secondary sectiong thereby compensating for, the 

lack of a transition by allowing the dominant sufficient space in which 

to assert itself. Effective transitions are unfortunately rare. 

Howeverv one of the best is B flat 5/Iv where a convincing and natural 

modulation is achieved (part of the transition is shown in Ex, 10), 

excluding passing modulations, nearly half make only one modulation 

(most commonly to the submadiant minor, in major-key movementsp or 

submediant majorg in minor-key movements) before arriving back in the 

tonic; the rest makep in roughly equal proportionsv either two (most 

commonly to the submediant and subdominant majorg in major-key movementsp 

or minorp in minor-key movements) or three (most commonly either super- 

tonic minor, submediant, subdominant; or tonic, supertonicq submediant), 

In shortg his development sections tend to lack that key drama which 

characterizes those of Haydn and Mozart. 'Reference has already been 

mad6'to Ordonez's frequently unsatisfactory modulatory technique; 'this 

weakness is particularly evident in more than a few development sections; 

The development-sections perform only a limited number of modulations: 

for* examplep in GB/Iq E4/I and 8 flat 5/11 the modulations back, to, the 
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tonic sound forcedg and in B flat 5/1 and 8 flat 6/111 the modulations 

to the subdominant-sound not only forced but decidedly crude (Ex. 13). 

A not infrequent inability to modulate convincingly seems to have 

remained a serious weakness throughout Ordonez's creative life. About 

50 per, cent of the content of Ordonez's development sections is based 

on primary materialp about 20 per cent on transitionalg. and, about 20 

per cent on both transitional and secondary in equal,,, measure;, the rest 

are based mainly on secondary or entirely new material. Oftent thematic 

material from the exposition is restated, in the development without 

significant variation; this lack of thematic development combined with 

the: characteristically limited modulatory activity frequently causes 

the development sections to become somewhat characterless* The more 

successful examplesp howeverg compensate for limited tonal contrast and 

thematic development by having contrapuntalJnterest (D5/VII contains 

a passage of singularly dextrous counterpoint; 22 F12/j, G7/IIIt and 

B flat 5/11 contain passages of Fuxian fifth-species counterpoint), 

or rhythmic interest (in C7/III9 surfai6e't imitetiýeý_`inid m6dulitory' 

rhythms accelerate effectively). One of the most effective developments 

is in D9/I (Ex* 14); here the modulations (to F minorqýB minor and 

D major)'are achieved naturally'and convindin6lý,,. -", tfi6e"b66-t6o-B'imni6 9y no nor; ' 

approached by a highly expressive rising sequence in the solo viola 
j6 , 1-6'4'ý is particularly effective; ' motives from the exposition are 

cleverly used in rearranged order; and the dialogue between solo cello 

and solo viola is exceptionally felicitous. 

-The main centre of interest in Ordonez's sonata, form movements 

ýends, to be the recapitulation, which nearly, always contains some 

degree of variation or modificationt thus compensating-forthe, generally 

insignificant character of the development. 
. 
The. following-are, Ordonez's 

main methods of variation: (1) Lengthening or"Tshortening the. recapitulation, 
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usually for structural reasons; in B flat 4/IVt a long recapitulation 

is'designed in order to counterbalance the short exposition and develop- 

ment - the recapitulation isq in factq over twice as long as the 

exposition; in B flat 5/It the development is slightly longer than 

the exposition-9 and therefore the recapitulation is shortened (by 

telescoping the primary and secondary sectionsp which appear in reverse 

order). (2) Extending or contracting sections within the recapitulation$ 

while leaving the overall length virtually unaltered; in 8 flat 4/IIt 

the primary section is abridged and the secondary section extended to 

counterbalance the exposition's short secondary section - thust the 

following symmetry results: 

Symmetry in 8 flat 4/jj 

Exposition 

. 

15 bars long 9 bars long 8 bars long 

Recapitulation 

p 

7 bars long '4 bars long' 22 bars long 

(3) Judiciously omitting material; in G7/IIIv the first phrase of the 

secondary section is not recapitulated as it has been worked extensively 

during the development. (4) Reordering material# usually for no other 

reason than variety; this is the most characteristic method, and one 

of the most interesting aspects of Ordonez's use of sonata form; his 

method involves reordering themesq phrases and subphrasest and is 

remarkably similar to that of J. Stamicv whose 'sub-phrases are 

constructed so ingeniously that they can be assembled in various orderst 

like interchangeable links in a chain: abc in, an exposition may become 
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bac in the kscapitulationt. 23 
9 in GS/I themes are reordered; in 

B flat 6/111 both themes and phrases are reordered (Ex. 15); in 

CIO/I subphrases are reordered (2Px y Tx y in the exposition becomes 

Tx 2Px Ty in the recapitulation). (5) Interrupting the recapitulation 

for a further passage of development; this method is particularly 

characteristic of the Category 3 and 4 symphonieso and is one which 

Ordonez may well have learned from Haydn; examples are C9/I, F4/Ip 

F5/III and G7/I (see Table 16) and 8 flat 4/IV. 

Table 16 

Analysis of G7/I. recapitulation 

Bar numbers Kevs 

75 (second beat)- G minor 

Comments 

=1- 

80 

81 - 127 (F minor)g E flatp Recapitulation is interrupted by 

(A flat)q (B flat)v a further passage of development; 

(C minor)q G minor the material used is Pay (81 - 85)9 

Sc 1 (86 97)9 2T 2 (98 - 101)t 

Pb 1 (102 105)v Pb 
2 (106 119)p 

Pb3 (120 127) 

128 - 152 G minor Recapitulation is resumed there 

are no significant changes here 

. 
153 - 159 Closing sectiont based on pa 
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Rondo and episodical form 

The finales to the following symphonies are in rondo form: C9, 

D9 ('Tempo di Menuettot)p E flat 19 F30 F4v Glp G59 B1; the form is 

found only once in a slow movement (E2/II). Two of the examples (in 

G5 and BI) are labelled trondeault but Ordonez does not seem to 

distinguish stylistically between rondeau and rondo. one of the main 

tasks in composing a rondo is to avoid an over-riding feeling of rigidity: as 

rondo themes are usually four-square (so that they are easy to memorize 

and recognize on their return)t it is important that this feature is 

counteracted in the episodes and perhaps also in some of the statements. 
24 

Only about half of the rondo movements are successful. Perhaps the 

best is Bl/III; here, the music begins in four-square fashion but 

gradually becomes more flexible: in the first half, rondo and episodical 

sections are separated by strong cadences and double-bar repeats; in 

the secondt these double-bar repeats are abandonedp sections are linked 

by transitions, and refrains are either dramatized (that isp heralded 

by a loudt repeated wind chord) or concealed, Growth is further aided 

by reserving the main climax for the last episode; herep textures build 

up and melodic and dynamic peaks occur. one of the least successful 

examples is C9/III: heret the phrase structure and harmonic pattern 

of the opening statement are not sufficiently varied in the episodes. 

In D6/III, an episodical movementj Ordonez apparently attempts to 

counteract the rigid scheme of the first half - which consists of five, 

self-contained, binary-form sections, each sixteen bars long - by 

designing the second half as a thirty-three bar, medley-like recapitulation 

of the themes; the resultp however, is unconvincing. 
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Minuets and trios 

only sixteen of the symphonies contain a minuet and trio (a 

seventeentho D59 contains two such movements); in additionp five 

finales and one slow movement are headed 'Tempo di Menuettot Although 

some of these movements are uninteresting, a number contain strongly 

individual traits. Taken as a whole, a most remarkable feature is 

the wide range of dynamic marksp from 'Lentol (Dl/III) to 'Vivacel 

(A2/III) 25 
and descriptive marks# such as Ischerzantel (Alp trio) 

and Imaestaso. t Equally interesting is Ordonezts means of achieving 

contrast between the minuets and trios - in the absence of tonal 

contrast in nine cases. In D19 the minuet is slow, in triple time, 

fully scored (trumpets and timpani are included)v homophonicp and 

progresses by a series of statements and responses which are clarified 

by contrasting orchestral textures; the trio is moderately fastp in 

duple time, reduced in scoringg contrapuntal and dependent on 

Fortspinnun. q (Ex. 16). In B flat 49 the lightly-scored second minuet 

(solo oboe accompanied by violins contrasts with the fully- 

scored first (Ex. "17). Considering the tradition of canonic minuets 

26 27 
, in the eighteenth centuryp and Ordonez's interest in fugue, it 

is surprising that counterpoint'is rarely encountered in his minuet- 

styled movements; in factp the only examples are in the 'quartetto' 

of 8 flat 29 where the two sections open w#h canonic imitation in 

all four partst and the trio of 6 flat 79 where violins 1 and 2 play 

in canon above a free bass part. 

Fugue, fuqato and non-fuqal counterpoint 

Like many of his Viennese contemporariest such as Wernerv Salviatat 

Birck, Albrechtsberger and Sonnleithnerg Ordonez associated fugue 
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primarily with chamber rather than symphonic music: whereas twenty-one 

out of twenty-seven of his string quartets contain a fugue (Brown IV: 

C2 in fact contains two fugues)p only two symphonies contain fugues 

proper (A5/III and FB/II). In neither the quartets nor the symphonies 

does Ordonez distinguish stylistically between the terms fugue and 

fugato (FO/II is styled Ofugalg A5/III Ifugatto'). A5/III reveals two 

weaknesses frequently encountered in the quartet fugues: an aimless 

tonal scheme (most commonly (in major-key movements) tonic-dominant- 

tonic-submediant minor-tonicg where the premature return to the tonic 

sounds weak) and a monotonously symmetrical expositions FB/II9 howeverp 

is much more successful - indeedp it is perhaps the best fugue he ever 

wrote: the tonal scheme is more convincing than usual for the fugues 

(although the modulation to the subdominant sounds somewhat forced), 

and the subject is sufficiently long to accommodate the symmetrical 

entries without any feeling of monotony. 

Although not a fugue properv E4/III (Allegro fugato) contains two 

fugal passagest namely the primary section and coda. The movement as 

a whole is well con'structedv but the fugal passages are particularly 

effective: in the expositionts primary section the time-interval 

between the fugal entries gradually diminishes and in the recapitulation 

a series of stretti (two stretti for two voices in the recapitulation 

proper and a four-voice stretto in the coda) produce the main climaxes. 

Non-fugal counterpoint is hardly found at all in an Ordonez symphony 

before the 1760sp but from then on most of his symphonies contain at 

least some contrapuntal writing. Apart from D2/III and A1O/IP where 

the counterpoint (strings of suspensions over a running bass) is baroque 

in stylev virtually all the examples are indebted to Fuxian 'species' 

counterpoint. 
28 Although E2/III contains extended examples, in most 
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other cases contrapuntal passages are few in numberg of short duration, 

and usually isolated against the predominantly homophonic texture. 

Counterpoint is not restricted to any particular area of a movementp 

though its function is usually to confirm a new key; examples may be 

taken from C7/It secondary section - where a passage of fifth-species 

(incorporating third- and fourth-species) confirms the dominant tonality 

- and F12/Iq development - where fifth-species (incorporating free 

movement between treble and bass with suspensions in the middle part) 

again serves to confirm a modulation. (Ex* 18)o 

Two movements apparently from Ordonezts late periodv 05/VIII and 

G7/III9 are in a different category altogether from the movements 

discussed above, for here counterpoint is no longer restricted to 

isolated passages but informs the movement virtually from beginning to 

end* These movements represent Ordonezts most complete and successful 

integration of counterpoint with the symphonic style. Both begin with 

a similar unison tsignalt motive (Ex. 19)t after which they progress 

on a mainly contrapuntal route. G7/III demonstrates three examples 

of fifth-species counterpoint: the suspension combined with quaver 

movement (bars 5- 9)9 the suspension with crotchet movement (bars 

23 - 30) and the ligature with quaver movement below and free figuration 

above (bars 47 - 54). This last example shows a particularly skilful 

mixing of the old with the new9 for the modern-style motive in the 

first violins initially appears in a homophonic setting (bar 31) and 

then leads naturally into the contrapuntal texture (bars 31 - 54). 

The primary section of D5/VIII is constructed from five distinct 

motives (x9 y9 z. v. w), two of which (y and v) are played against 

a cantus firmus-type melody (Ex, 20(a)); these motives are then 

subjected to various types of contrapuntal treatmentt the most dextrous 

of which occurs in the development (Ex. 20(b))9 where xv in imitation 
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(between lower strings and horns on the one hand and first violins, 

trumpets and*timpani onthe other)t is combined with y (in the oboes). 

Summary 

My 
-study of the symphonies has revealed that in some respects 

Ordonez was a conservative composer, as evidenced by his continued 

preference for the three-movementg rather than four-movement, symphonyt 

adherence to only closely related keys in symphonic cycles (indeed, 

his occasional penchant for homatonal symphonies) and use of sonata- 

form designs, which,. lack internal double-bars and repeats. Conversely, 

his gradual attempts to increase the weight of the finale reveal the 

more progressive aspect of his style* His symphonies contain a number 

of strikingly individual featuresp particularly the thematic and 

motivic interconnections and treatment of recapitulations in sonata- 

form movementsq wide range of tempo and expression marks in minuets 

and triosq and prominence given to the viola. In shortt Ordonez was 

-a predominantly conservativeg though highly individual composer. His 

greatest strengths are in orchestration and counterpoint. His main weak- 

nesse. s are an apparent Inability to design imaginative tonal schemes.. 

and an often unsatisfactory modulation technique* This last weakness 

is-particularly serious: it spoils a number of otherwise impressive 

symphonies. Notwithstandingg included amongst Ordonez's 68 surviving 

symphonies are a number of finely constructedt impressive workst well 

worthy of revival: amongst the best are perhaps C7, C14t D59 D99 E4t 

G7 and B flat 4. 
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Historical position 

Of his Viennese contemporaries Ordonez is probably closest 

stylistically to Wagenseilp Gassmann and Haydn: in the symphonies 

of all four, themes of fast movements are characteristically of 

greater rhythmic than melodic interest; thematic homogeneity is 

more common than pronounced thematic contrastv irregular recapitulations 

more common than regular ones; andv in the symphonies of Ordonez and 

Haydnq concertante writing is often found (examples in Haydn are 

Symphonies nos. 6-89 13p 249 319 36 . 
29 

Ordonez shares little with 

those composers who were strongly influenced by Italianate lyricism - 

that isq Vanhalq L, Hoffmann and Mozart. 

Bearing in mind that Ordonez began composing symphonies before 

Haydn (Ordonez's earliest date from ca. 1755 (certainly before 1756), 

Haydn's from ca. 1757-61), his early works appear to be modelled on 

those of Wagenseil, who was one of the most prominent and influential 

Viennese composers of the mid century (the two were in close professional 

contactp possibly from the early 1760s, 30 
while serving with the Hof- 

Musikkapelle, Wagenseil as composer, Ordonez as violinist). In several 

respects their symphonies are remarkably similar: themes tend to be 

constructed of pointed rhythmic figures decorated with trills or turns 

and regularly articulated by rests; primaryp transitional and secondary 

material is often interlinked - sometimes themes are even connected from 

one movement to the next. 
31 

From the 1760s onwards, the influence of 

Haydn can be felt an Ordonez, particularly in the latter's sonata-form 

movements - that isq in the increased scale of the movements as a whole 

and new-found freedom of design in recapitulations; the most vivid 

example of this influence is the first movement of G7 (ca, 1780? )v in 

which the recapitulation is interrupted by a further passage of develop- 
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ment, a method probably suggested by the first movement of Haydn's 

'Farewell' Symphony (1772). 32 

In determining whether Ordonez influenced his contemporaries in 

general and Haydn and Mozart in particularg it should be borne in mind 

that (1) although he was well-knownp he was not as celebrated ast for 

examplep Gassmannq Vanhalp Dittersdorf, Haydn or the younger Mozart; 

(2) he never held a post as a composer; (3) there is no evidence that 

he was a teacher* Howeverp it is tempting to suggest that Haydn was 

influenced by Ordonezo for Haydn certainly knew at least some Ordonez 

works: a copy of B flat 8 was added to Prince Paul Esterhazy's music 

collection at Eisenstadt in 1761 or earlier; 
33 Alceste was perfbrmed 

at Esterh9z in 1775 and again the following year (Haydn thought 

sufficiently highly of the work to borrow a minuet from it for the 

revised version (1766) of his marionette opera Philemon und BauciS. 

where it appears as no. 69 a Menuetto in tempo commodo for flute and 

strings). 
34 

Moreoverv the two must have met some time - certainly 

during the production of Alceste and also perhaps through their 

connection with the, TonkOnstler-Societ5t (Ordonez as violinist and 

composert Haydn composer)* Neverthelessq it seems rather unlikely 

that Haydn was significantly influenced by Ordonezt but it is almost 

certain that Ordonez was influenced by Haydn. ý5 

In Mozart's casep there is only one example of possible Ordonez 

influence - that isq the finale of Mozart's Jupiter Symphonyo which 

has similarities with the finale of DS (1770s? ). Although both move- 

ments form part of a wide tradition of contrapuntal finales# 36 the 

similarities are striking: both expose five distinct motives which 

are subsequently subjected to various types of contrapuntal treatment$ 

and in both a distinct climax is achieved by dextrous contrapuntal 
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juxtapositions. Converselyt there are considerable differences 

between the two: Mozart's five motives are divided between the I 

primary and secondary sectionsp whereas Ordonez's secondary section 

is a partial transposition of the primary; Mozart's contrapuntal 

climaxg which is considerably more dextrous than Ordonez's (Mozart 

juxtaposes all five motivesq Ordonez only two)v occurs in the coda, 

Ordonez's in the development* Moreover, there is no evidence that 

Mozart knew this work - org indeedv any other by Ordonez. In other 

words, though it cannot be proven that Mozart's procedure was 

suggested by Ordonez'sp the similarities are of more than passing 

curiosity. 

Interest in Ordonez's music waned rapidly after his death. 

Apart from isolated cases of demand (one example as late as 1799). 

he soon became no more than a name in a dictionaryp and it was not 

37 
until 1959 that interest was renewed. The best works of Ordonez 

are, well. worthy of revival: they have certainly not deserved such 

long neglect. 

f 
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Notes 

1. See abovep pp. 139 14, 

2. See above, pp. 119 12. 

3. For an account of the Viennese Court's conservative musical taste 
in general and predilection for counterpoint in particulart see 
Warren Kirkendalev Fune und Fuqato in der Kammermusik des Rokoko 
und der Klassik (Tutzing: Hans Schneiderg 1966). pp. 59ff. 

4. Throughout this chapterv the following abbreviations are used for 
movements: S= slow movement, (S in parenthesis means a slow 
introduction rather than an independent slow movement); F= fast 
movement; MT = minuet and trio. 

5. For an explanation of the chronological categories see Chapter 3. 

6. On the various types of sinfonia concertante see Barry S. Brook, 
'The symphonie concertante: an interim report'. The Musical 
QuarteElXg XLVII (1961)9 pp. 493-516. 

7. Ed. H. C. Robbins Landong Diletto Musicale# No# 38 (Vienna and 
Munich: Dablingerg 1965). 

a. C11 belongs to the tradition of the eighteenth-century hunting 
symphony, of which there are examples by We Re Birck, Be Galuppi, 
G. C. Wagenseil and others; see Shelley G. Davis, 2The huntt the 
keyboard and J. G, Lang's Concerto da caccial, The Music Review, 
XXXIX (1978)9 pp. 167-177. 

9. Landon points out (Foreword to his edition of Carlos d'Ordon"ezp 
Sinfonia per tre cori, 

_Accademia 
Musicaleg Noe 189 Universal 

Editiont 1972) that Ordonez was not alone in composing such 
antiphonal works in Austriaý for Georg Reutter left an (incomplete) 
symphony for multiple bass choir and orchestra. Landon further 
points out that the high trumpet parts in this symphony provide 
additional evidence that 'the clarino 

, 
tradition in trumpet playing 

lingered on in Austria into the 1760s: what were previously 
thought to be isolated examples, such as the high trumpet part 
in the Michael Haydn 0 ma. Lambacher7-Serenade (now well known in 
its arrangement as his Trumpet Concerto) or in Georg Reutter's 
Servici-o-d_i_-Tav_ola (1757) may now be seen in a wider context. 
Clarino playing did die out in Austria but more slowly than was 
previoýsly believed. ' 

10. The device of the opening wind fanfare was perhaps borrowed 
originally from-the Venetian trumpet overture (for example, 
A, Sartoriols'Adelaide, 1672 and C. Pallavicino's Il Diocletiano, 
1675) where ttre*-fanfare was used to signal the beginning of an 
opera to an inattentive audience; see Selfridge-Fieldv Venetian 
Instrumental Music from Gabrieli to Vivaldi, pp. 161-163. 
Re Sondheimerq Haydn: A Historical and Psycholoqical Study Based 
his Quartets'(London: Bernoulliq 1951). p. 66, points to examples 
of the device, in symphonies by L. Vincip F* A. Hoffmeister and 
K. Stamic; ,I am-grateful to Mr, Howard Picton for this last 
reference. 
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11. However, 0. K. VaAhal continued to cultivate the three-movement 
symphony (in equal proportion to the four-movement one) throughout 
his career, probably in order to please English and French 
publishers who tended to prefer the three movement symphony; 
see Paul Robey Bryang The Symphonies of Johann Vanhal (Unpublished 
Ph. D. dissertationg University of Michigan, (1955). pp. 223t 224. 

12. See for example Jan LaRbeq 'The Background of the Classical 
SymphonyIq The Symphonyq ad. Ursula van Rauchhaupt (London: 
Thames and Hudson, 1973), p. 107. 

13. Another example of the close relationship between symphony and 
serenade is provided by Mozart's seven-movement Serenadev K. 204t 
which was later telescoped to form a four-movement symphony. 

14. In assessing the relative weight of a movement I have taken into 
account tempop pulse and number of bars. 

15. on cyclic unity in the string quartets see A. Peter Brownp 'The 
chamber music with strings of Carlos d'Ordogez: a bibliographic 
and stylistic study', Acta Musicologicat XLVI (1974)p pp. 222-2729 
particularly pp. 241-242. 

16. On key structure in the chamber music see ibid., p. 242. 

17. The melodic style,, of this movement suggests Va6halo which explains 
whyq perhapsp the CS-Pnm (Osek) copy (the title page of which is 
missing) is cataloguedp in the CS-Pnm Card Indexq under that 
composer. 

18. For a definition of binary/sonata formt see above, p. 62p n. 6. 

19. Ed. Karl Horwitz and Karl Riedelp 'Wiener Instrumentalmusik vor 
und um 175019 Denkma*ler der TonkUnst in Usterreich, ed. Guido 
Adler, vol. 31 (1908, re-issued 1959), pp. 16-22. 

20. Throughout this discussion of sonata f* orm I am using the 
terminology advocated by Jan LaRue- in Guidelines For Style 
Analysis (New York: Wo W. Ncyton, & Co. t Inc. 9 1970); see 
particularly pp, 153-193, The following symbols will be used: 
P= primary materials (i. e. p materials which first appear in the 
home key and in the exposition); T= transitional materials; 
S= secondaryýmaterials(i. e. p materials which first appear in 
the dominant or relative major and in the exposition); 
K= closingt articulating materials; if there are two or more 
themes of similar functiono appropriate numbers precede the function: 
1Pp 2Pt 3P etc.; symbols placed in parenthesis show derivations 
(eegep S(Pý means the secondary material is derived from the 
primary). Component elements within a theme are shown as 
follows: Ph = harmonicp textural or accompanimental aspects 
of a theme; r= rhythm of a theme. Single melodic phrases are 
shown by attaching the letters a... g to the main functions 
(e. g., Paq Pb); subphrases are shown by the letters x, y, z, 
v. wq producing the combinations Pax, ay, ... aw;. m=a smallp 
recurring motive*, Variations in material are shown by superscript 
numbers (e, g, v Pa means a varied appearance of the first phrase 
of the primary section). 
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21. The VaAhal symphony is edited by Landong Diletto Musicalet No. 38 
(Vienna and Munich: Doblinger, 1965). 

22, See belowq pp. 100-101* 

23* LaRuet 'The Background of the Classical Symphonylp p. 106. 

24. See LaRueq Guidelinesp pp*185-186. 

25. Cf. the c, hamber musicv where the tempi in the minuet-styled 
movements range from Lento to Allegro - see Brownt op. cit., p. 249. 

26. See Kirkendalet-op. cit, q pp*190-191. 

27. The fugal movements in the string quartetap for example; see 
below, pp. 98,99. 

28. For the influence of FuX on classical composers see Kirkendale, 
op, cit,, pp, 59-80; Alfred Mann (trans. and ed. )p The Study 
of Counterpoint from Johann Joseph Fux's Gradus ad Parnassum 
(London: Dent, i965)9 ppe vii-xvi; Susan'Wollenbergt 'HaydnIs 
baryton trios and the "Gradus", ' Music & Letters, j LIV (1973)t 
pp. 170-178. 

299 See abovep pp, 67-69. 

30, See above, p. 11. 

31. See above, p. 78. In Q:: Clv which may be by Wagenseilp the first 
two movements begin with similar themes* 

32a See, above, p. 88. 

33. See abovet p. 46. 

34. Landant 'Haydnts marionette operas and the repertoire of the 
marionette theatre at Esterhdz Castlelt The Haydn Yearbook, t (1962)t -p. 173. 

35, Landonp Haydn at Esterh&za 1766-17909 Haydn: Chronicle and Works 
(London: Thames and Hudsong 1978)9 pp. 380-393# groups Ordonez 
with Vaftalt Dittersdorf and the young Mozart as memb , ers of a 
Haydn 'School'. While it is true that all four were influencedt 
to a greater or lesser extentv by Haydnt by grouping them together 
in this wayp Landon seems to imply a stylistic affinity with each 
otherg whereas the differences betweeng for examplep Ordonez and 
Va6hal are more apparent than the,, similarities. 

36, Comparep for examplet Michael Haydn's C major symphoniesp 
Perger nos. 19 (1784) and 32 (1788). 

37. See abovet p. ii, 
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Transcription 

Euer MajestAt! 

Translation 

Your Majesty! 

Da unterzeichneter dem 

Vernehmen nach in den 

Quiescontenstand mit der 

5 Halfte seiner ausgemessenen 

Besoldung versezt seyn solleg 

Bittet selber Allerunterthg- 

nigst ihm zu einer seinem 

Karakter und Flähigkeit an- 

10 gemgssene Bedienstung samt 

den Als Landrechts Registrator 

bezahenen Salgriog anzustellen oder 
ihme 

aus AllerhÖchster Milde seinen 

bisharo genossenen Gehalt 

15 j5hrlich : P. Er 1000 f Allergnii- 

digst beizulassen. 

Bittsteller hoffet der Aller- 

hÖchsten Gnade um so mehr 

WÜrdig zusayen, ei? selber 

20 ltens -von 13ten July 1758: an bis 

haut dato Über 25: Jahre, 

und zwar von Anno 1758: bis 

1764: bei den vorhinig - Land- 

Marshallishen Gericht als 

25 Concipistens - und Raths Pro- 

collistens - Adjunct ohne 

E39soldung - von Anno 1764: 

bis 1774: bei den dermahligen 

Hep the undersigned, should, 

according to report, be sent 

into retirement with half his 

calculated salary. Thus, he himselfq 

your very humble servant# 

begs to be appointed to a post 

befitting his character and abilityt 

together with the former ýalary 

received as Registrar of the 

regional courtg or to allow himq 

as a sign of supreme 

generosityt his erstwhile payment 

of 1000 Gulden a year. 

The Petitioner hopes to be worthy 

of supreme mercy as 

Firstly: he was in service from 

13th July 1758 for 25 years until today; 

that is, from 1758 to 1764 as 

assistant - to the. concipistens 

and keeper of council minutes - 

at the former regional marshal's 

court, without payment; from 1764 

to 1774 as a first-grade employee 

in the registry of the present 

regional court, at 600 Gulden 

a year; then from 1774 to 1780 as 
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Landrechte als erster Regi- 

30 strant mit jährlich,: 60of - 

dann von Anno 1774: bis 1780: 

als Landrechts Sekretlär mit 

ebenmgssigen 600f - 

endlichen von Anno 1780: bis 

35 anhero als Landrechts Regi- 

strator mit jahrlich: 1000f 

Pflichtmgssigg Traug und eifrig 

gedieent [sic] hat, dafhalben auch 

sich auf seine Stelle zubeziehan, 

40 Getrauet: 

2tens--- Er Bittsteller dem neu- 

angestelten Registrator in 

dienstjahren gewis vargehat, 

auch seine Fghigkeit dem 

45 ganzen Landrechte Be- 

kant ist: Endlichen 

3tens --der unterzeichnete durch 

Herabsezung desselben in 

regional court secretary at the 

same 600 Gulden; and lastly, 

from 1780 until today as 

Registrar of the regional court 

at 1000 Gulden a year; having 

performed his duties conscientiouslyt 

loyally and zealously, he begs to 

refer to his position. 

Secondly: he the petitioner has been 

in service for more years than 

the newly appointed Registrart 

and also his ability is known to the 

whole regional court. 

Thirdly and lastly: the undersigned, 

through his demotion to the state of 

den Quiescentenstand mit dem 

50 normalmässigen Gehalt 

jährlich: per 500f: da er sich 

doch dienstfähig fÜhlet: an 

der Ehre schmerzlich Gekrän- 

ket ist, andurch auch sich und 

55 seiner Kinder sowohl in Betracht 

der Unterhaltung als der 

retirement with the standard allowance 

of 500 Gulden a yearp feels his honour 

is sorely wounded as he deems himself 

still capable of service, *and sees 

himself and his childreng in regard 

both to their maintenance and to 

their upbringingt reduced in consequence 

to a sad and miserable state. 

Erziehung in eine treu- 
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rige und kümmerliche Laage 

versazt sihat; 

60 Widerholt demnach seine 

gestalte E)itte, und Hoffst in 

ein oder Anderen Euer 

Maj. 2s ätt: Allerhöchste Gnade 

Wienn den 23te October 1783 Karl Ordonez 

65 Nieder Osterreichischer Landrechts 

Registrator 

He therefore repeats his request 

and hopes for one or other of Your 

Majesty's supreme mercies. 

Karl OrdoneX 

Registrar of the Lower Austrian 

Regional Court. Viennat 

23rd October 1783 
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Transcription 

Sperrs - Relation 

Toden - Fall: 

In der Stadt 

Namen das Verstorbenen: Wohledler Herr Karl Ordo- 

5 netz 

Condition: pensionierter k. k., Landrechtsregistrator 

Stand: Wittiber 

Wohnung: baym blauen Hechten Nummer 462 hintern 

Hohen Markt baym Herrn Anton Heydagger Burgerlicher 

10 Handelsmann auf dem Zimmer 

Sterb-Tag: der 67 [Septemjbris 1786 

Nachgelassene Ehegatt :- 

Nachgelassene Kinder: 2 

Gro'Pji; hrigeg und wo salbe sich befinden: 1 benanntlich 

15 Frau Maria Anna Neidlingerin k. k. ober hofbau di- 

rections Kanzlisten Ehagattin wohnhaft im k, k.. Bau- 

stadl in der Leopoldstadt. 

Minderjghrige und wo dieselbe sich befinden: 1 benanntlich 

Herr Joseph Ordanetz Ingrossist im k. k. Tabak-GefÖhls 

20 Administrations Amt in 24. Jahr alter bey der ob- 

besagten Frau Schwester wohnhaft. 

Ob ein Testament vorhanden: keines. 

Wo dasselbe befindlich :- 

Nachste Anverwandte: wohledler Harr Ignaz Joseph Pichl 

25 k. k. Kameral Zahlamts Liquidator ist als Gerhab 

vorgeschlagen worden wohnhaft Nummer 430 auf der Fischerstig- 

gen. 
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Das ganze Vermýgen bestehat wie folget, als 

an baren Geld nichts wurden Leichsg und andere Kosten von Herrn 

30 Schwieger Sohn Joseph Neidlinger bestritten zur nach- 

richt. 

die ausstlindige Pension ...... **e*e*9**&*a9*a 19 fl 22 

an obligationen und anderen Schulden hereing wie auch an 

Silber geschmaid 00 41 000000000000000- 

35 1 Silber farbener und 1 bisfarbener Tuchener Frack ....... 6. 

1 alter bleyfarbener detto 1.30 

1 Rehfarbener Tuchener Kaputg und 1 detto Frack ptr ...... 5. - 

5 verschieden alte Hoseng und 4 datto Westen *. oooooooo07. - 

1 kattunener Schlafrack ..................... 4. 

40 2 glatte HÜteg 1 Stghlerner Degen, 3 ordini; re Stocke, 1 paar 

ordinäre'Schnallen, 5 paar alte Schuhe, 1 paar alte seidene, 

und 10 verschiedene unterstrUmpfeg 4 Haarbeutel ptr .... o. 97. 

3 Hemden, 13 Binden, 1 Halstuch, 5 ord. ina're Sack T(Ichl, 

2 Hand TGchl und 1 paar Handschuh p. 2r .............. 3. 

45 1 Tuchentg 1 Matratze, 2 Kissen ..... 5. 

1 hUlzerne Kurz L? l Uhr ....... 0,0 

Worauf der Herr Schwieger Sohn Joseph Neidlin- 

ger zu fordern hat. Ubrigens ist die Sperr an- 

geleget worden. 

50 58 fl 52 xr Summa ... 58 f1 52. 

Johann Michael Lenz 

Sperrskommissl; r 

Ignaz Jos. Pichl 

Cameral Zahlamts Liquidator 

55 als Zeuch 

Balthasar MMer 

gerichtlicher Stützmeister 

Anton Heydagger 
burgerlicher Handelsmann 

als Zauch. 
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Notes 

Line 35: -ibis' (slang) = beige 

it 45: 
_-I-ruchent' 

(or Duchent) = Austrian slang (meaning a quilt). 

Closing Report. 

Death: in the city 

Name of the deceased: Most gracious Herr Karl Ordonetz. 

Circumstances: pensioned Royal and Imperial regional court 

5 registrar. 

State: Widower. 

Residence: beym blauen Hechten, Nummer 462 hintern 

Hohen Markt, in roams with Harr Anton Heydegger, 

citizen and tradesman. 

10 Date of death: 6th September 1786. 

Surviving spouse: - 

Surviving offspring: 2 

Adultsq and the condition in which they are left: 19 named 

Frau Maria Anna Neidlingerv wife of a government 

15 official in the Royal and Imperial upper court building-management 

divisiong living in the k. k. Baustadl in the 

Leopoldstadt. 

Minorsq and the condition in which they are left: 19 named Herr 

Joseph Ordonetzp correspondence clerk in the Royal and 

20 Imperial tobacco taxes administrative officep aged 

24 yearsliving with the above-mentioned woman, 

his sister. 

Whether a will existing: no 

Where the same exists: - 

1 Information kindly supplied by Prof. Dr. Hanns Ogger-Sunstenau 
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25 Next of kin: Most gracious Herr Ignaz Joseph Pichlq 

Royal and Imperial administrative liquidator, has been 

nominated executorp living at Nummer 430 auf der 

Fischerstiegen. 

The whole property consists as follows. In ready money, 

30 nothing. Funeral and other expenses borne by 

the son-in-law Herr Joseph Neidlingerp according to report. 

The outstanding pension ................ 19 fl 22 

Of bonds and other incoming debts, 

also silver jewellery 

35 1 silver-coloured and 1 beige cloth dress-coat ......... 6- 

1 old lead-coloured cloth ditto ......... 00000001 30 

1 fawn-coloured cloth cape and 1 ditto 

dress-coat per .9*9**9**e9*9e090000000005 

sundry old breeches and 4 ditto waistcoats .......... 7 

40 1 cotton dressing-gown 
....... .............. 4 

2 flat hatst 1'steel sword, 3 common stickso 

1 pair of common buckles, 5 pairs of old shoes, 

1 pair of old silkeng and 10 sundry under-socksp 

4 hair bagso per .......... .............. 7 

45 3 shirtsv 13 necktiesq 1 neckerchief, 5 common 

pocket handkerchiefsq 2 towelsy and 1 pair of gloves per .... 3 

quilto I mattresso 2 pillows ** **p*0*90e 5 **e*a 

wooden short(? ) clock ...... ..... 0....... 0 1 

Upon which the son-in-lawg Herr Joseph Neidlinger, 

50 has to claim. Furthermore, the closing 

has been performed. 

58 Guldeng 52 Kreuzer Total 58 fl 52 

Johann Michael Lenz 

Closing Commissioner 
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55 Ignaz Jos. Pichl Balthasar MUller 

Administrative Liquidator Judicial Chancellor 

as witness. Anton Heydagger 

citizen and tradesman 

60 

Notes 
I 

Line 1: 'Closing Report': at this 

magistrate'sq or civicq court had 

left valuable objects; if he had 

that isp locked up (hence Iclosin 

legal heirs had been determined. 

as witness. 

time an official of the Viennese 

to discover if the deceased had 

the objects would be 'closed' - 

g report') - until the names of the 

Line 16: k. k. Baustadl: a small building in which were deposited the 

tools for building and repairing the edifices of the imperial Court. 

Wes 499 5c: 'Upon which the son-in-law ... has to NOW: 

meaning that his exPenses for the deceased were more than 58 fl. 52 xr. 

Lines 50p 51: 'the closing has been performed': meaning the Commissioner 

has locked up the valuables (in a room or trunk). 

I Information kindly supplied by Prof. Or. Jager-Sunstenau. 


