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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 purposs of the present study to meet this need.
Born intoc the nobility, he followed an administrative careesr, 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 survived, the extant sources consist of cataloqgues,
manuscript copies preserved in nearly two dozen Europsan libraries,
and two prints, Although there is insufficient external evidence to
allow the establishment of a definitive chronology of the symphonies,

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

evidence. 0Ordonez was a predominantly conservative, though highly

individual, composer; his greatest strengths are in orchestration and
counterpoint; his main weaknesses are an apparent inability to design
imaginative tonal schemss, and an often unsatisfactory modulation
technique. Of his Viennese contemporaries he is probably closest
stylistically to Wagenseil, Gassmann and Haydn; his earliest symphoniss

were probably modelled on the symphonies of Wagenseily; 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; ths 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 Haydn, Mozart and Besethoven,

with perhaps a smattering of Gluckj; thus, the musical achievements of

the age wers measured almost exclusively from the works of these

composers., In contrast, our knowledge of mediaeval, renaissance and

baroque music was (and still is) much broader, thanks to the work of

such scholars as Gustave Reess and Manfred F. Bukofzer, who painted

broad pictures of these earlier periods, thus allowing the achiesvements

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 considerably, thanks to the appearance of highly

important works of review and synthesis (such as Ernst Apfel's Zur Vor -

und FrUhgeschichte der Symphonie, or Warren Kirkendale's Fuge und Fugato

in der Kammermusik des Rokoko und der Klassik), as well as studies and

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

'‘Florian Gassmann and the Viennase Divertimento! and Yves Gérard's

Catalogue of the Works of Luigi Boccherini).

Gaps, however, still remain: there are a great many minor, yet

significant, composers who deserve to be much better known. Amongst
thesae, recent scholarly interest has focussed sharply on Karl von Ordonsz,
a Uieqnese composer who was born two years after Haydn. H. C. Robbins
Landonyintroduced this composer to the modern musical world at the

Isham Conference of 1959 ('Probiems of Authenticity in Eighteenth-Century
Music'), since when he has figured prominently in Kirkendale's Fuge und

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

aeschichte der Symphonie$j has appeared in numerous articles (such as

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

R. M. Longyear's 'The minor mode in the classic period!', J. A. Westrup's
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'The Paradox of Eighteenth Century Musict!, Jens Pseter Larsen's 'Zur
Entstehung der osterreichischen Symphonietradition', Landon's 'Haydn's
marionette operas and the repertoire of the marionstte theatre at

Esterhaz 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 1766-1730, Haydn: Chronicls

and Works). Dictionary articles apart, only two Ordonez studies have
been published (A. Paster Brown's 'Structure and style in the string
quartets of Carlos d'Ordofiez' and the same author's 'The chamber-music
with strings of Carlos d'Ordofez'). No detailed study of Ordonez's

1ife and symphonies has 99t appearsed, however, and it is the purpose

of the present stﬂdy to meet this need.

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

|

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

information, however, from a large quantity of seighteenth-century

documents preserved in numerous Viennese archives. Chapter 2 and

Volume 11 are the results of my examination of nearly all the musical

sources: 1 sxamined the Pragus sources (the largest collection) at

first hand, the rest from photographic reproductions. As only one
Ordonez symphony has appeared in a modern edition (Sinfonia per tre cori,
ed. Landon, Accademia Musicale No. 16, Universal Edition, 1972),

Chapters 3 and 4 are based almost entirely on my own transcriptions.

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

a thematic cataloque of Ordonez's works was published (A. Peter Brouwn,

Carlo d'Ordonez 1734=1786: A Thematic Cataloque), as a result of which

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

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

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

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

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

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

innovatory, nor even a particularly influential, composer, but rather

one of talent and originality.

Ordonez's name appears in a great variety of spellings in eighteenth,
nineteenth and twentieth century sources. Most modern works of reference
favour the form Carlos d'Ordonez (this form was first used in Eitner's

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 recently, Brown (in his Thematic Cataloque) has argusd for an
Italianate spelling, 'Carlo'd'Ordonez, on the grounds that this is the

form which appears most often in early musical sources. This argument,
however, is unconvincing, for Italianate spellings of non=Italian
composers are extremely common in sighteenth century sources; for
example, Haydn was usually referred to as 'Giuseppe'! Haydn in copies
of his music, yet nobody has arqued for the universal adoption of this
spelling. Moreover, Brown has failed to take into account a quantity

of vitally important archival documents (baptism, marriage and death

certificates, records of appointments to administrative and musical

posts, as well as an autograph letter), which show that he was baptized

Johann Karl (Joannes Carolus) Rochus Ordoniz, but was subsequently
usually referred to as Karl v(on) Ordonez, which was the spelling he

himself used, I have therefore adopted this spelling.
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Chagter*1

BIOGRAPHY

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

an administrator in the Lower Austrian Landrecht (his main professional

activity) and also as a violinist in the Hof-Musikkapelle and Tonkinstler—

Societdt (and possibly with other bodies). He was also a prolific
COmpoS8r, Ny,researches have uncovered information about his parentage,

birth, career, wife and family.

Sources

Archives

The Osterreichisches Staatsarchiv (A-1ﬁ10 ﬁianna, Minoriten-

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

(A-1010 Vienna, Minoritenplatz 1), Allgemeines Verwaltungsarchiv
(A-1010 Vienna, Wallnerstrasse 6), Finanz-und Hofkammerarchiv (A-1010

Vienna, Johannesgasse 6), Kriegsarchiv (A-1070 Vienna, Stiftgasse 2),
and Verkehrsarchiv (A-1030 Vienna, Aspangstrasse 33);1 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 iarge 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 1927, which

destroyed most of the Landesarchiv;3 nevertheless, from the available

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

At

pieced together.



Table 1

Documents relating to Ordonez in

Vienna, Finanz-und Hofkammerarchiv

(numbers in brackets refer to call numbers, below)

Date Summary of contents
1st May 1780 Note from Graf von Seilern and others to Joseph 11,

Reports the recommendation of the Appointments
Committee that Ordonez be appointed Registrator

in the Niederdsterreichisches 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 Registrator. (4)

12th May 1780 To Joseph 1l1. States Ordonez's salary as

Reqistrator. (4)
3Jrd July 1780 From the Hofbuchhalter and another to the Oberste

Justizstelle, Records Urdonéz's appointment as
Reqistrator and states his salary. (4)
8th July 1780 The reply.

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

promotion to Registrator, and states his new
salary. (4)
July 1780 Ditto. (4)

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

Oberste Justizstelle). Recommends that Ordonez
be retired from his post as Registrator. (5)

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

that Ordonez has besen employed as a civil servant

since 15th July 1780, that his present salary is



23rd October 1783

27th October 1783

27th October 1783

31st October 1783

31st October 1783

6th November 1783

6th November 1783

10th November 1783

Table 1 (continued

1000f and that he is due to retire on 1st November
1783. (1)

From Ordonez to Joseph II (but dealt with by the

Niederdsterreichisches Appelazionsgericht).

Appeals against compulsory retirement on half salary;

gives outline of careser in civil service; requests

gither anothsr job at same salary or retirement on

- full pension. (2)

To the Oberste Justizstelle, States that 0Ordonez

has been employed as a civil servant since 15th

July 1758. (1)

States that Ordonsz is dus to retire on 1st

November 1783. (5)

Ditto. Reports that thse Niedertsterreichisches

Appellazionsqericht rejected Ordonez's appeal

against retirement on half salary. (2)
Explains Seilern's decision to retire Ordonez:
his retirement part of a scheme to reorganize

personnel, (5)

From Haumeckr tokthe Nieder@sterreichische

Appellations Prasidentens. Records Ordonez's

retirement and salary before retirement. (5)

Records that Ordonez retired on 1st November

1783. (5)

From Haumeckr to the Niederosterreichische

AEEellations Prisidentens. States that Ordonsez

is to be treated in the normal way during his

first year of retirement. (2)



Table 1 (continued

{

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

normal way during first year of rastirement. (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 Nieder@sterreichisches Landrecht for 25 years,

3 months and 18 days. (3)

Call numbers: (1) Kamesrale, rote Nr. 707, Nr. 520
(2) Kamerale, rote Nr. 707, Nr. 144
(3) Kamerale, rote Nr., 710, Nr. 273
(4) Kamerale, rote Nr. 2079, Nr. 270

(5) Kamerale’ rote NT. 2079’ Nr. 83

The Stadt-und Landesarchiv preserves the Sperrs-Relation

('Closing Report'!) on Ordonez, which gives valuable information
about his children and the personal circumstances of his last feuw
yearsy also preserved here are his and his wife's Totenbeschaupro-

tokolle. The archives of St. Stephen's Cathedral, Vienna, pressrve

documents (records of baptisms and marriages) relating to Ordonez,

his parents, grandparents, 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 tres.

" Journals, almanacks and dictionaries

A reqular feature of J. A. Hiller's journal, Wechentlichs

Nachrichten und Anmerkungen die Musik betreffend,s was news from

various courtly musical establishments, including lists of personnel;



the issus 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 Juns 1779 describes a fireworks

display - held (possibly at the Augarten) the previous day, with
repeat psrformances planned for 21st and 23rd - at which a neuwly-
composed wind serenade by Ordonez was performed by '31 of the most
famous musicians! ('von 31 der alhier beritihmtesten Tonklnstler'; the

serenade, evidently an antiphonal piece, is unfortunately lost).

J. N. Forkel's Musikalischer Almanach fur Deutschland for 1783 and
6

1784 contains short biographical sketches of Ordonez:

'Ordonnez (Carl von) Registrant bey dem Landrechten
in Wieny geb. - Hat sine Operette: Diesmal hat

der Mann den Willen, componirt, die absr nicht
gedruckt ist.- Ob dieser der nemliche ist, von

welchem in Lyon Sinfonien, und andere Instru-
mentalsachen gestochen sind, ist nicht bekannt,

und deswegen nicht wahrscheinlich, weil sich jener
de Ordonnitz screibt! [sic].’

The Musicalischer Almanach auf das Jahr 1782 (by C. L¢ Junker?)

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

8

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

Biographisches lLexicon contains a short biographical entry:

'Yon Ordonitz (Carl) Registrant bey den Landrechten
und Violinist in der Kaiserl., Hofkapelle zu Wien,
schon seit dem Jahre 17663 hat gegen 1780 zu Lyon
6 Violinquartetten Op.1 stechen lasssn. Ungleich

mehrere seiner Kompositionen, und vorztglich

Sinfonien, sind in Ms. von ihm bekannt. Auch
hat er die Operette: Diesmal hat der Mann den

Willen, in Musik gesetzt.g

Gerber's Neues historisch-bioqraphisches Lexikon states that the

composer produced various works for the church, which were received
'not without applauss' ('Ordonitz ... hat auch Verschiedenes fur die
Kirche nicht ohne Beyfall geschrieben').10 These two statéments by
Gerber form the basis of entries by John S, Sainsbury, Constant von

Wurzbach and F. Jo. Fétis.11



Books

Eduard Hanslick's monumental work, Geschichte des Concertwesens

12 and C. F. Pohl's Denkschrift aus Anlass des Hundertjﬁhrigen

Restehens der Tonklinstler-Societat, im Jahre 1862 reorqanisirt als

in Wien,

‘Haydn'!, Witwen - und Waisen-=Versorqunqgs-=Verein der Tonkunstler in

13
Wien, make only passing reference to Ordonsz, yet both are vitally

important for the information they give on Viennese concert life in

general and the activities of ths Tonklinstler-Societd@t in particular.

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

14 )
born in Spainy this assertion was repeated by Fetis, and H. C. Robbins

).15

Landon (but subsequently corrected by Landon Surprisingly, Ludwig

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

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

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

16
Musikkapselle; however, Kéchel's details concerning personnsl are

not always reliable., Finally, Ludwig Abafi's Geschichts der frei-

mauerei in Uesterreich-Ungarn contains information on Ordonez's

activities as a freemason, along with additional biographical data,1”’



Birth and parentage

18

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

baptized at St, Stephen's on 16th August of that year, in the name of

9
Johann Karl (Joannes Carolus) Rochus.1 He was born into a military

family - both father and grandfather served with the Hapsburg forces
- and belonged to the lowest order of hereditary nobiiity - both

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

baro, baronis)) in the father's marriage certificate. (Evidently, the

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

Joseph von Ordonez, Karl's grandfather, rose to the rank of

colonel, and died (presumably in action, for, in his son's marriage

certificate, he is described as 'pie defunctus', dutifully deceased)

some time before 17233 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 Spain,. Austro/Hungary or elsewhere
has proved unascertainable, His son, Johann Baptist Christoph, was
married at St. Stephen's, -Vienna, in 1723, at which time he was a

lieutenant in the Serriphen Infantry Regiment, and was living in

Neuschloss (Nové Hrady, near Chrudin), Moravia (now eastern Bohemia).

His bride was Anna Maria Theresa von Rosenzweig, daughter of Johann

Augustin von Prosamer, a secretary, and his wife Maria Elizabath;22
this was Anna's second marriage, her first husband, Johann Georg von

Rosenzweig, whom she married in 1712, died in action in Transylvania

(vhile fighting for the forces of Karl VI against the Turks, some

23
time between 1716 and 17187).

21



Table 2

Ordonez's ancestrz24

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

Johann Baptist Christoph von Ordonez = Anna Maria Theresa von Rosenzweig

1723 (widow of Jochann Georg von
Rosenzweig whom she married

in 1712)

Johann Karl Rochus von Ordonez
(1734-1786)

Civil servant

On 13th July 1758, Ordonez began his 25-year career as a civil
servant; his first appointment was as unpaid assistant - to the

Concipistens and keeper of council minutes - at the Lower Austrian

Regional Marshal's. Court (Concipistens — und Raths Protocollistens -
Ad junct beim Landmarshallischen Gericht).25 (Although no information

has come to light concerning his education, he must have read law at
the University in order to have qualified for his profession; prior

to University, he would probably have attended a 'Rittsrakademie!, a
boarding school for ths nobility).26 The question why such a talented

musician should have become an administrator is easily answersd: here

was a profession that bafitted his social rank, whsesreas that of full-

time musician most certainly did not;z7 all his musical activities

were practised in his spare time.

In 1764, Ordonez was appointed a first-grade employes in thes

registry of the Lower Austrian Regional Court (erster Registrant beim

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

ersonam;28 in 1774 he was appointed supernumerary secretary

(Uberiahliger Sekretir), which was a nominal position,  for, in terms



of duties and salary, his actual position remained unchanged.29

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

with an annual salary of 1000 Gulden.30

On 1st November 1783, he was compelled against his wishes to

retire from the Lower Austrian Regional Court, and granted a pension
of 500 Gulden a year, that is, half his salary as Registrar. The

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

1783, from Graf von Seilern to Joseph 11 (but dealt with by the
31
Supreme Justice Department); Seilern had been sxamining means of

economizing on staff, and, as Ordonez was suffering serious illness

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

and promoting to the position of Reglistrar someone alrsady in service,">

This forced retirement caused Ordonez acute distress. He addressad to
Joseph 11 an appeal against the decision, dated 23rd October 1783, in
which he alleges unjust treatment; he requests, either, ancther post
at the same salary (for he considers himself still capable of service),
or, a pension equal to his former salary, that is, 1000 Gulden a year;
he belisves himself to be a deserving case, bescause he has been in

continuous service for the past 25 years, a longer period than that
of the newly-appointed Registrary; finally, Ordonez claims that implemen-
tation of ths decision would result in his circumstances besing sadly

reduced, and, in particular, in hardship for his children.34 The

Appeal, having been set before the Lower Austrian Appeal Court

(n. 0 Appelazionsqericht), was rejected Outright.35

Performer

Ordonez was well known during his lifetime as a violinist = that
is, as an orchestral or chamber-music player rather than soloist:

Hiller, Junger(?) and Gerber 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 important,

activity. Evidence exists of his membership of two Vienness performing

bodisss the Kaisasrliche Hof-Musikkapelle and the Tonktnstler Sociestit.,

Kaissrliche Hof-Musikkapelle

The functions of the Hof-Musikkapsells during the second half of
the eighteenth century wers to provide music for church (the chief

function), chamber (orchestral and ensemble), banquets, festivals,

coronations, homages and processions; opera was no longer a respon-

sibility, following regulations passed in March 1751.5° After the

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

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

March 1772, of his successor, Georqg Reutter, the number of members

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

included only one bass singer, oboist and bassoonistj; there was not

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

was appointed, in 1746, joint Kapellmeister with Luca Antonio Predierij

but later, by virtue of the regulations passed in March 1751, Reutter

38
became sole active Kapellmeister). Indsed, around the time of

Reutter's death, serious consideration was given to the disbandment of

1 39
the Kapselle. It was entirely due to the ability, 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 - indeed, 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 bsen granted to

40
Reutter). Giuseppe Bonno, the next Kapellmeister (1774-1788), failed,

on account of age and possibly lack of ability, to maintain the



standards set by Gassmann, even though, under Bonno, the membership

41
actually rosse.

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

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

violinist Karl Huber. Ordonez's salary was 250 Gulden a year, back=

dated to 1st February 1779. The appointment is recorded in the

Hof‘gartexengrotokolle -

'Unser Allergnadigster Herr den Karl Ordonez anstatt
des kUrzlich verstorbenen Karl Huber zu Hochst dero
Kammer Musicum mit einem von ersten dieses an,

laufenden jahrlichen Gehalt psr 250f allergnddigst

zu benennen gerichet,'43
(dated 9th February 1779)

Bearing in mind that Ordonez was still employed as a civil servant at
this time, his post with the Hofkapelle was clearly part-time, an

arrangement which was evidently quite usual: Hiller lists two more

Hofkapelle instrumentalists who simultansously held administrative
posts: UWenzel Joseph Thomas Kohaut (Kohault), the lugagist, who was
also secretary with the court and state chancellery ('Hof-und Staats-
Canzley-Secretar'!); and a certain Schlossthal, a bassoonist who was
also an assessor with the town judiciary ('Asssssor beym Stabtgericht!

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

Although Ordonez was not formally appointed a regqular 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

45
this body by 1766; perhaps, therefore, he served on a casual basis

before 1779.

Becauss of ill-health, Ordonez was obliged to retire on 8th March

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

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

his successor was the violinist at the Burgthsater, Thomas Woborzill.

11



These details are once more recorded in the Hofparteyenprotokolle s

'Unser allergnd@digster Herr dem, bey der Kammer
Musique angestelt gewesten Karl Ordonnsz in
Ansshen seiner kranklichen Umstanden veon der
Kammer Musique enthoben, und ihme die Helfte

des gehabten jahrlich Gehalts mit 125f
beyzulassen, an dessen Statt aber den Thomas

Woborzill dermaligen Violinisten bey dem Theater
als Kammer Musicum mit dem jahrlich Gehalt per
250f a Ima dieg anzustellen geruhet.'45

(dated 8th March 1783)

j T

Tonkinstler-Societit

This was an important offshoot of the Hof-lMusikkapells. Formed
in 1771, the function of the Society is explained by its full title:
Pensionsverein fUr Wittwen und Waisen Gsterreichischer Tonktunstler
('Pension-society for the Widows and Orphans of Austrian Musipians').
Apart from two initial grants from Joseph II, funds were made up
entirely from the proceeds of public 'academies', which the Sociaty
gave four times a year. These academies ars of vital significance to
the early history of public concerts (that is, concerts with admission
by payment), for,although they were not the sarliest to be held in
Europe =~ such had existed since the late seventeenth-century in
England, and since 1725 in France (with the Concert Spirituel) - nor

even the sarliest in Uienna (for academies had been held in the

47
Burgtheater since 1752), the Society can lay claim to being the

48

first stable, public concert-giving .institution in Vienna.

The initial impetus for the Society's foundation has been credited
to Gassmann, who at the time was court composer, but he was.aided
greatly by the enthusiasm of fellow musicians, such as the violinists
Joseph Trani and Anton Hoffmann, the clarinettists Joseph Starzer and
Johann Stadler, the bass singer Tobias Gsur and the tenor Ferdinand
Joseph Hoffmann, all of whom wsre members of the Hofkapslle - in fact,

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

12
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this body. Ordonsz was another early member: no. 60 in the members!

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

o0
23rd March of that year); although he is described as a composer

rather than performar,51 it seems almost certain that he would have

nlayed in the orchestra.

The first concert was held on 29th March 1772, and repeated on
1st and 5th April, Henceforth, the usual scheme was as follous: each
year, two programmes would be presented, the first during Lent = that

is, on Palm Sunday, and repeated, possibly with minor variations,

within the next few days = and the second during Advent - that is,
towards the end of the season, and repeated within the next feuw days.52
Between 1772 and 1783, the concerts were held in the KErntneftortheater,

53 |
and from then on in the Burgtheater. During the early years, the mailn
item in any programme was invariably an Eratorio, which served as a
substitute for opsra, an entertainment prohibited during Lent and

oS4

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

Concert Spirituel); supporting iteﬁs included concertos, symphonies,
chamber music, and so on. However, this pattern was subsequently
broken by occasional 'mixed academies' (gemischte Akademien), that is,
concerts which lacked the customary oratorio, and consisted instead of

95

a mixture of symphonies, concertos, cantatas, and so on, 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 Haydnj;' (3) a recitative and cavatina from the opera Armida

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

Henri Mareschal-~-Paisible; (S) a symphony by Kohaut; (6) an aria,

13



'Comaschino!' (the composer of which is not known); (7) a concertino,

for several obbligato instruments, by Kohauty (8) a newly-composed
cantata by Georg Christoph Wagenseil (it is not known which of his
sgven 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 Gesti Christd., The oratorio was

repeated two days later, but without the Ordonez symphony: its place
was taken by a violin concerto®’ - possibly Ordonez's (the composer is
not named); the concerto was performed by Anna Peyer (daughter of the
court trumpeter Jacob Peyer).SB Hanslick says that cantatas (as well

as symphonies) by Ordonez were occasionally performed by the Socisty,

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

performances of his own works Ordonez himself directed (that is, from

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

suggestion,

Urdonezﬁleft the Tonkilinstler-Societat in 1784.60 Landon suggests

6%

he did so because his wife had died four years earlier., Howsver,

there were probably other reasons as well: he may no longsr have been
responsible for his children's upbringing, for his son may have by then
embarked on his professional career and his daughter married; moreover,
he was certainly too ill to perform. All things considered, there was

l1ittle point in his remaining a member,

Dther performing activities

No evidence has come to light concerning Ordonez's possible

membership of any other performing bodies. However, there werse in
Vienna plenty of opportunities for him to exercize his violinistic

skills, in addition to the bodies already discussed. Firstly, mention

should be made of the theatres, ths most important of which were the

14



Burgtheater (or Theater bei der Hofburg) and Karntnertortheater: the

Burgtheater was ths official court theatre, but after 1751 it was

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

62
performing Italian opera; the Kdrntnertortheater, a municipal

creation frequented by all classes of the populace, was used mainly

for the performance of German language plays with music interspersed,
although operas were occasionally performed there as well; moreover,

during the late 1770's and 1780's, a number of suburban theatres opened,

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

a considerable amount of music. Secondly, a feature of musical life

in late esighteenth-century Vienna was the open-air concerts, especially,
from 1775 onwards, the Augarten concerts (which were held during the

summer, on Thursdays, at the strange hour of 7.30 a.m.)PS Thirdly,

another characteristic of Viennese life was the academies and musical

evenings held by individual dilattanti;64 for example, Dr. 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:

tBatween the vocal parts of this delightful concert,
we had some exquisite quartets, by Haydn, executed
in the utmost perfection; the first violin by

M. Startzler {J. Starzer], who played the Adagios
with uncommon feeling and expressiony the second
violin by M. Ordonetzy Count Bruhl played the
tenor, and M. Weigel [F. J. Weigll, an excellent

performer on the violoncello, the base. All who
had any share in this concert, finding the company

attentive, and in a disposition to be pleased, were
animated to that true pitch of enthusiasm, which,

from the ardour of the fire within them, is communi-
cated to others, and sets all around in a blazs;

so that the contention between the performers and
hearers, was only who should plsass, and who should
applaud the most} 65

Fourthly, 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.

15



16

-Jt seems likely that his performing activities were less wide-

ranging, though at least as time-consuming, after 1779, when he uwas

a reqular member of the Hof-Musikkapelle: his responsibilities there,
along with his administrative work and membership of the TonkUnstler-

Societat, would have left him little time for anything elss.

ComEosar

Considering what a busy 1life Ordonez led, it is surprising that
he found time to compose at all; it is astonishing that he composed
so muchs within a creative career of hardly more than thirty years,

he produced two dramatic works = a marionette opera, Musica della

Parodis d'Alceste, and a Singspiel, Diesmal hat der Mann dsen Willen
66
) 67

(*This time the Husband is Master® - a violin concerto,

73 symphoniss, an antiphonal wind serenade?B a partita (strings,

2 oboses, 2 horns, 2 trumpets, timpani, snare drum and cymbals), a

number of orchestral minuets (strings in 3 parts), a ballet, an octet

(2 oboes, 2 cor anglais, 2 bassoons and 2 horns), a sextet (2 horns,
2 violins, viola and bass), 4 quintets (three for 2 horns, violin, viola

and bass, the fourth for 2 violins, 2 violas and bass), 27 quartets

(2 violins, viola and bass), 21 trios (2 violins and bass) and 2 duos

(violin and baSS);69 in addition, there are reports of church music -

in particular, cantatas - though nothing in this field has besen

0
discovered?

Musica della Parodie d'Alceste (a parody on Gluck's Alcesta71)

ey

was first performed on 30th August 1775, at Esterhdz, as part of the

celebrations in honour of the visit of Archduke Ferdinand and

Archduchess Maria Eeatrice.72 Landon suggests how Ordonez came to

write an opera for Esterh4z: (1) the librettist,73 Joseph Karl von

Pausrsbach, was around that time a collsagus of Ordonez's at the
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Lower Austrian Regional Court, where they were employed as secretaries
(Pauersbach left the civil sa;vice, probably in 1776, in order to
become full-time Director of the marionette theatre at Esterhaz -

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

74); (2) both Ordonez and Haydn had

the marionette theatre opened
connections with the TonkiUnstler-Soccietat, Ordonez as composer and

performer and Haydn as composer ~ the latter's oratorio, Il ritorno

di Tobia, specially composed for the Socisty, was first performed

o
less than five months before the first performance of Alceste.7

Landon further suqggests 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. Further performances were given at Esterhdz during the
course of the following year,77 and these were probably also
conducted by Ordonez. According to Landon, the work was evidently
performed yet again on 9th July 1777, as one of the entertainments

presented by Maria Theresa to a group of distinquished visitors:

Klement Wenzel, Elector of Trier; his sister, Maria Kunigunde

Dorothea, Duchess of Saxony; ODuke Albert zu Sachsen-Teschenj and

his wife, Maria Christine. For the occasion, Maria Theresa had
borrowed the Esterhdzy theatre and musical personnel, but without

78
Haydn, who remained at Esterhaz. Once again, Ordonsz probably

conducted.,

His only other dramatic work, 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 favoun with the

] 80
audience.,
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Freemason81

During the early 1770's, Ordonez Jjoined the Viennese masonic
lodge, Zu den drei Adlern. By 25th June 1774, he held ths position
of first steward of the 'Scottish masters' (the highest-ranking group),

82
and by 1776 that of 'senior master!'; from these facts it will be

deduced that he must have joined the lodge either at its foundation,

83
on 31st December 1770, or shortly afterwards. Evidently, he was a
conscientious member - at least as far as monstary 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), and, in 1775, he
84
contributed two Gulden to the Prague hospital fund. In 1776, a

companion lodge was founded, Zum Palmbaum, to which Ordonez transferred

that year (along with, amongst others, another musician, Franz Z&hrer,

Kapellmeister to Count Palm at Regensburg).85 In 1781, the two lodges

merged (during which year one more musician joined, Lsopold Koieluh);86

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

87
original lodgs. In 1785, both - along with a third, Zur wahren

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

and the members united to form a new one, Zur wahrheit§8 It is not

knoun whether Ordonez joined, or whether he had left the fraternity by

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

although it seems liksely that he composed some.

Wife and family

In October 1760, Ordonez married Johanna Neck, daughter of Anton

Neék, formerly organist at St. Stephen's Cathedral, Vienna, and his

wife Theresa; the wedding took place at St, Stephen's§9 Johanna was

90 . .
born in Vienna in 1729; she had three brothers (Anton Franz Joseph
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(born 1730), Johann Georg franz Thomas (born 1731), Karl Georg (born
1737)) and four sisters (Maria Theresa Magdalena Xaveria (born 1732),
Anna Maria Theresa Elizabeth (born 1735), Maria Katharina Anna Barbara
(born 1739) and Maria Jospha Theresa. Antonia (born 17£l0)).g1 Johanna
died, of tuberculosis ('Abzehrung'), in Vienna, on 1st May 1780.92

There were two children by the marriage: a daughter, Maria Anna,

who, some time betwsen 1784 (just conceivably 1783) and September 1786,

married Joseph Niedlinger, a government official in the Upper-Building

Management-Division of court ( k.k.Oberhofbaudirektionskanzlisten) -

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

stadt, Viennay and a son, Joseph, who, by September 1786, was employed

in the administration of tobacco taxes, and who, on his father's death

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

. 93
in-laue.

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 establishment, with the result that his two
salaries were halved. It is unlikely that he was fit to do any
performing, and he may well have stopped composing as well, which
meant further cuts in income. O0On top of all this, he was still, at

least for some time, 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 - hs died, of pulmonary

tuberculosis ('Lungensucht'), in Vienna on 6th September 1786.95 He

was living in shared rooms with Anton Heydegger, a citizen and tradesman
of Vienna, beim blausn Hechten, No. 462 hintern Hohen Markt (nouw

Wien 41, Vorlaufstrasse 1). Financially, hs evidently lived from day to



day. In fact, on his death, he was solvent only to the value of Just
under 20 Gulden (the amount of his outstanding pension), and he
possessed only a number of sundry items, mainly in the form of
clothing, which came to a total valus of only 32 Gulden 52 Kreutzer.
The whole property, including his outstanding pension and sundry goods,
totalled 58 Gulden 52 Kreutzer, which was not sven enough to cover
funsral and other expenses, the outstanding amount for which had to

be met by his soﬁ-in-law, Joseph Neidlinger.
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Notes

A short, excellent description of Austrian archives is

He M. Scott, 'Libraries and archives 9: Austria', History,

I am grateful to Prof. Dr. Richard Blaas, Director of the
Haus—-, Hof- und Staatsarchiv, and Dr. Walter Winkelbauer of
the Finanz-und Hofkammerarchiv for sending me photocopies of
documents.

Information from Or. Broingsr, Director of the Niederoster-

reichische Landesregierung.

Dr. Christoph Miflin, Matrikenfihrer, Vienna, Dompfarrkanzlei
St. Stephan, kindly sent me photocopies of the documents.

Leipzig, 1768-1769; continued as Musikalische Nachrichten und
Anmerkungen auf das Jahr 1770.

He C. Robbins Landon, 'Ordonez', Die Musik in Gaschichte und
Gegenwart: Allgemeine Enzyklopadie der Musik, ed. Friedrich
Blume, vol. 10 (Kassel: Birenreiter, 1962), col. 195,
incorrectly cites the Almanach of 1782; this issus, houwsver,
makes no mention of Ordonez.

p.54; 'Ordonnez (Carl von) employee in the registry of the
regional court in Vienna; born - Composed an operetta, This

Time the Husband is Master, but this is not printed. UWhether

this is in fact the man of whom symphonies and othsr instrumental
pieces have been engraved in Lyon is not known and is not probable
because the former writes his name as de Ordonnitz.' (In fact,

the two men are the same). The entry in the Musicalischer
Almanach fur Deutschland auf das Jahr 1784 (Leipzig, 1784), p.108,
is virtually the sameé

Landon, op. cit., col. 194. 3 almanacks(by C. L. Junker?) wers
published as parodies on J. N. Forkel's almanacks: the 3 are,
Musicalischer Almanach auf das Jahr 1782 [FfFreiburg,1782];
Musicalischer und Kunstler Almanach auf das Jahr 1783
[Freiburg, 1783}, and Musicalischer Almanach auf das Jahr 1784
[Freiburg, 1784].

Historisch—EiograEhisches Lexicon dsr Tonkﬁnstlerz welches

Nachrichten von dem Leben und Werken musikalischer Schriftsteller,
berdhmter Componisten, S3anger, Meister auf Instrumenten, Dilettan-
ten, Orgel-und Instrumentenmacher enthdlt, vol, 2 (lLeipzig:

Johann Gottlcb Immanuel Breitkopf, 1792), col. 45; 'Von Ordonitz
(Carl) employee in the registry of the regional court and, as
early as the year 1766, violinist in the Court Chapel at Viennaj
around 1780 he had 6 violin quartets engraved at Lyon. Unusually
many compositions by him, and particularly symphoniss, are knoun

from manuscript. He has also composed the operetta This Time the
Husband is Master?.
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Neues historisch-bioqraphisches Lexikon der Tonkinstler, welches

Nachrichten von dem Leben und den Werken musikalischer,

Schriftsteller, berOhmter Komponisten, S‘e'mgerz Meister auf
Instrumenten, Kunstvoller, Dilettanten, Nusikuerlegerz auch

Orael- und Instrumentenmacher, dlterer und nsusrer Zeit
Nationen enthd3lt, vol. 3 (Leipzig: A Kuhnel, 1813), col. 615.

(ed.), Dictionary of Musicians, from the Farlisst Ages to the
Present Time: Comprising the Most Important Bioqgraphical
Contents of ths Works of Gerber, Choron, and Fayolle, Count
Orloff, Or, Burney, Sir John Hawkins, &c. &c. Together with

Upwards of a Hundred Uriginal Memoirs of ths Most Eminent

Living Musicians and a Summary of the History of Music (London:

Printed for Sainsbury and Co., 1825),, reprinted as A Dictionary
of Musicians from the Earliest Times (New York: Da Capo Press,

19665, vol, II, p.242; Biographisches Lexicon des Kaiserthums

Oosterreich, enthaltend die Lebenskizzen der denkwlrdigen

Personenz walche seit 1750 in den Bsterreichischen Kronl¥ndern
eboren wurden oder darin qelebt und

Druck und Verlag der k.ke.Hof-und Staatsdruckerei, 1870), p.86:
Bioaraphie universelle des musiciens et bibliocaraphie afnédrale

de la musique, 2nd ed. (Paris: Libraire de Firmin Didot Frdres,
FilS Bt CiB, 1870)’ VOll 5’ p.373.

Vienna: Wilhelm Braumuller, vol. 1, 1869, vol., 2, 1870,
republished Farnborough: Gregg International, 1971.

Vienna: by the author, 1871.

Geschichte des Concertwesens in Wien, p.113.

F. J. Fétis, Biographie universelle, vol. 5, p.373; Landon,
The Sfmghonies of Joseph Haydn ZLondonz Universal Edition &

RoCK1iff, 1955), Pe26.

Vienna, 1869, reprinted Hildesheim, New York: Georg Olms, 1976.

S vols (Budapest: vols. 1-4, Luduwig Aigner, 1890, 1891, 1893,

1893, vol. 5, Martin Bago & Sohn, 1899); I am grateful to
Dr. Milan Po3tolka for directing my attention to this work.

The day and month of birth are given in the Musicalischer
Almanach auf das Jahr 1782, and the year and placs in

Ordonez's Totenbeschauprotokoll,

Vienna, Dompfarre St. Stephan, Taufbuch, 1734, Tom. 68, Fol, 69;
'Rochus' is a saint's name (St. Rochus, died 1327).

Vienna, Dompfarre St. Stephan, Trauungsbuch, 1723, Tom. 44,
fol. 2443 the surname is spelt here Ordoneez.

Ibid.

Ibid.

Ibid., 1712, Tom. 39, Fol., 329

ays allen
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The surname Ordonez is written variously in birth, baptism,

marriage and death certificates as QOrdoneez, Ordoniz, Ordonetz
and Ordonez:; 1 have standardized the spelling to Ordonez. I
have Germanized spellings of Christian names wherever possible
- thus, Joannes Baptista becomes Johann Baptist. Similarly, I
have changed the Latin and French ‘'ab! and 'de! to the German
equivalent 'von' - thus 'ab Ordoneez!' becomes ‘'von Ordonez’
and 'de Rosenzweiqg' 'von Rosenzweig!,

Vienna, fFinanz-und Hofkammerarchiv, Kamerale, rote Nr. 2073,
Nr. 270: note from Graf von Seilern and others to Joseph 1I,
May 1780; Kamerale, rote Nr. 707, Nr. 520: note from Seilern
to the Royal and Imperial United Court Departments (k.ke.
vereinten Hofstellen), May 1783; Kamerale, rote Nr. 707

Nr. 144: note from Ordonez to Joseph 1I, 23rd October 1783;
Kamerale, rote Nr. 707, Nr. 520: note to Supreme Justice
Department (Oberste Justizstelle), 27th October 1783. 1 am
grateful to Dr. Winkslbauer for providing information about
eighteenth-century Austrian official nomenclature. A man
beginning his career as a Beamter would expsct to work without
pay for the first year or two; howsver, Ordonez's six-year
apprenticeship seems unusually long.

Ses W. H. Bruford, Germany in the Eighteenth Century: The
Social Background of the Literary Revival zCambridgaz

University Press, 1935), pp.237ff, 67f.

Ses Ibid., pp.235-269. Although it was virtually unheard of
for nobles to become full-time, professional musicians, it was
by no means unknown for professional musicians to be ennobled

- cfs Carl von Dittersdorf and Georg von Reutter jun.

The n.0.lLandrecht was formerly known as the n.08. Landmarshallische

Gericht. The contemporary equivalence in sterling of the Gulden

was about three shillings; thus his total salary would have
been equal to about £90.

Vienna, Finanz-und Hofkammerarchiv, Kamerale, rote Nr, 2079,
Nr. 270: note from Seilern and others to Joseph 11, May 1780;
Kamerale, rote Nr, 707, Nr, 144; note from Ordonez to
Joseph 11, 23rd October 1783,

Vienna, Finanz-und Hofkammerarchiv, Kamerals, rote Nr. 2079,
Nr. 270: note from Seilern and others to Joseph 11, May 1780:
note to the Supreme Justice Department, May 1780; note to
Joseph 1I, May 17803 note from the Court Accountant (Hofbuch-

halter) to the Supreme Justice Department, 3rd July 1780, and the

reply, 8th July 1780; two notes to the Supreme Justice Dspartment,
July 17803 Kamerale, rote Nr. 707, Nr. 144: note from Ordonez

to JOSBph II.

Vienna, Finanz -~ und Hofkammerarchiv, Kamerale, rote Nr. 707,
Nr. 83.

Ses above, p.19.
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39,
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41.

42.

43.

44,

45,

46.

LocCc, Cit-

Vienna, Finanz - und Hofkammerarchiv, Kamerale, rote Nr. 2079,

Nr. 8: note dated 31st October 1783; another note from Seilern,
dealing with Ordonez's retirement, and dated 20th October 1783,
was sent to the Royal and Imperial Court Departments.

Vienna, Finanz - und Hofkammerarchiv, Kamerale, rote Nr, 707,
Nr. 144 - reproduction, transcription and translation in Appendix.

Vienna, Finanz - und Hofkammerarchiv, Kamerale, rote Nr. 707,

Nr. 520: note of 31st October 1783; Kamerale, rote Nr. 2079,
Nr. 83: note to the Presidents of the Appsal Court (n.o.

Appelations Prasidents), 6th November 1783; Kamerale, rote
Nr, 707, Nr. 144; another note to the same, 10th Novembsr 1783,

Richter von Kochel, Die Kaiserliche Hof-Musikkapelle in Wien
von 1543 bis 1867: Nach urkundlichen Forschunagen, pp.8, 11=12.

Ibid., p.12,

Predieri retained his title, erster Kapellmeistsr,
but in name only.

Ibid.y p.14. In the past, Reutter has been unfairly blamed for
the decline of the Kapelle; however, the decline was caused as

much by economy measures taken by Maria Theresa to cover the

cost of warfare as by his inseptitude - a fact overlooked by, for
example, Kochel, ibid., pp.12-14, Adam Carse, The Orchestra in

the XVIIIth Century iCambridge: W. Heffer & Sons tLtd., 1940),

p.64; and George R. Hill, The Concert Symphonies of Florian
Leopold Gassmann (Unpublished Ph.D. dissertation, New York

University, 1975), pp.18-20; in fact, money was so short that

the post of Kapsllmeister was left unfilled for four ysars after
Fux's death.

Kochel, op. cit., p.12,
Ibid. 9 pp014’ 88-91'

According to ibid., p.90, Karl Huber died on 15th January 1779.

Vienna, Hof-Archiv, Hofparteyenprotokolle of the year 1779/80,
fo 17v; 'Our Most Gracious Lord is pleased to appoint Karl
Ordonez, in place of the recently-deceased Karl Huber, as one
of his senior Chamber Musicians at a yearly salary of 250

Gulden, from the first instant?.

J. A. Hiller, Wochentliche Nachrichten und Anmerkungen die Musik
betreffend, 23rd September 1766, pp.99, 100,

Jbid., p.90; Ernst Ludwig Gerber, Histofisch-BiograEhisches
Lexicon, vol. 2, col. 453 Gerber may have obtained his

information from Hiller (see above, pp. 4 and 5 ).

Vienna, Hof-Archiv, Hofparteyenprotokollen of the year 1783,
ff 34v=303 '0Our Most Graciocus Lord is pleased to appoint as

Chamber Musician - in place of Karl Ordonnez, formerly employsd
as a Chamber Musician and dismissed from the Chamber Music on
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47,

48,

49,

o0,
o071
52,
9J.
o4,
93,

o6,

o57.
o8.
S9.

60.

61.

62,

63.

64.
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account of ill-health with half his former salary, 125 Gulden
a year - Thomas Woborzill, formerly violinist with the Theatrs,
with a yearly salary of 250 Gulden, from the first instant?,

These Burgtheater academies, which lasted until 1772, were given
on those days when stage productions were prohibited, for sxample
during Lent; otherwise, little is known about them as they
received little attention in the periodicals, which tended to

concentrate on the more 'glamorous' Hofkapslle ; cf. Eduard
Hanslick, Geschichte des Concsrtwsesens in wien, vol. I, p.S.

Ibid., p.b6.

C. F. Pohl, Der Tonkunstler-Societat, passim; Kochel, op. cit.,
EBSSimi

pohl, ibid., pp.6, 104.

Ibid., p.122.

Hanslick, op. cit., p.18.
Loc. cit.

Ibide, pe31.

LoC,. Cit-

Pochl, op. cit., p.58; Hanslick, op. cit., p.31; both Pohl and
Hanslick name the soloists.

pOhl’ DE- Cit.’ P.SB-
Ibid-' P.90.

Op. cit., p.113,
Pohl, op. cit., p.104.

‘Ordonez', col. 194.

Kochel, op. cit., p.12. See also Eva Badura-Skoda, 'The
influence of the Viennese popular comedy on Haydn and Mozart?!,

Proceedings of the Royal Musical Association, C (1973-74),

PP.185-199; and Peter Branscomba, "Music in the Viennsse
popular theatre of the eighteenth and ninsteenth centurisst,

Proceedings of the Royal Musical Association, XCVIII (1971=72),
pp-101—112¢

Eve R. Meyer, 'Joseph II: the effect of his enlightened

absolutism on Austrian music!', Enlightenment Essays, 11/3-4 (1971),
p.157. For a description of a performance of an Ordonez serenade

at an outdoor concert, possibly at ths Augarten, see above, p.S.

HanSIiCk, OE. Cit.’ pp153—79-



65.

66.

67.

68.

69.

70,

71

724

13.

74.
19.
76
17,

78,

79.

80.

Charles Burnsy, The Present State of Music in Germany, the
Netherlands and the United Provinces, I (London 1773), p.290.

A. Peter Brown, 'The chamber music with strings of Carlos
d'Ordofiez: a bibliocgraphic and stylistic studyt!, Acta
Musicologica, XLVI (1974), p.223, also cites a description,
by the diarist Graf Karl von Zinzendorf, of Ordonez's playing
in quartets, at the residence of Count Thun, on 23rd April, 1775.

marionette opera, autograph (?) MS., Budapest, Orszdgos
Széchényi Konyvtér, Ms. Mus. 0E-65; Singspiel, MS. score
and parts, Visnna, Osterreichische Nationalbibliothek,
16148, 15632.

See above, p.14.

Ses above, p.5S.

This list of works is compiled mainly from A, Peter Broun,

Carlo d!'Ordonez 1734-1786: A Thematic Cataloque (Detroit,
Information Coordinators, 19785.

See above, p.S.

On the early stagss of parody opera in Vienna, see Robert Haas,
'‘Wiener deutsch parodiecpern um 1730', Zeitschrift fur

Musikwissenschaft, VIII (1926), pp.201-225.

Landon, 'Haydn's marionette operas and the repertoire of the
marionette theatre at Esterh&z Castle'!, The Haydn Ysarbook, I

(1962), p.113; references to Alceste are also made in Dénes
Bdrtha and Ldsz1d Somfai,

Haydn als Opernkapellmeister: Die
Haydn-Dokumente der Esterhézx-ﬂgernsammlung Zmalnz'
Be Schott's Sohne, 1960), passim; and Janos Harich, !Das

Repertoire des Opernkapsllmeisters Joseph Haydn in Esterhaza
(1780-1790)', The Haydn Yearbook, I (1962), pp.13, 109.

The libretto is a parody~translation of the Italian libretto
by Raniero de'Calsabigi.

Landon, op. cit., p.190.

Loc. Cit.

Loc. Cit.
Ibid., pp-120, 122-

Ibid., p.114.

A short account of the oriqins of the Austrian Siﬁgsgiel is
given in Meyer, op. cit., pp.149-~157.

o
'Ordonez’? ? col. 194,

26



81.

82,
83.
84.

85.

86.

87.

88.

89.

9g0.

91.

92,

93,

94,

95,
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The standard history of freemasonry in the Austro-=Hungarian
Empire is Ludwig Abafi, Geschichte der Freimauerei in
Desterreich-Ungarn; see above, n. 17. There are many works
dealing with freemasonry from the specifically musical point

of view, but thres have been particularly useful for the present
study: Paul Nettl, Mozart and Masonry (New York: Philosophical
Library, 1957); Katherine Thomson, The Masonic Thread in Mozart
(London: Lawrence and Wishart, 1977); and Jacques Chailley,
'*Joseph Haydn and the Freemasons!, Studies in Eightseenth-Centur
Music: A Tribute to Karl Geiringer on his Seventieth Birthday,
ed. He C. Robbins Landon in collaboration with Roger E. Chapman
(London: George Allen and Unwin Ltd.), pp.117-124.

Abafi’ OpD. Citn, vol. II, P-191, vol. III, P-219-

Ibid., vol, II, p.141.

Ibid., vol. II, pp.165, 186.

Ibid., vol. II, p.181, vol. I1I, p.219.

Ibid-’ vole. IU,
(Prague, 1964),

pP.269;
p-zal

Milan Po&tolka, lLesopold KoZeluh

Abafi, op. cit., vol. IV, pp.268-270,

Ibid., vol. IV, pp.272, 278;
Chailley, op., cit., p.118.

Pogtolka, OD Cit" p'31;

Vienna, Dompfarre St. Stephan,
Tom. 59, Fol. 359.

Trauungsbuch, 1760,

Ibid., and Vienna, Stadt-und Landesarchiv, Totenbsschauprotokoll ,

-

Vienna, Dompfarre St. Stephan, Taufbuch, 1730, Tom. 66, Fol. 663

1731, Tom., 664 Fol, 368; 1732, Tom., 67, Fol. 683 1734, Tom. 68,
Fol. 693 1735, Tom. 69, Fol. 42; 1737, Tom, 70, Fol., 2943
1739, Tom, 71, Fol. 3103 1740, Tom. 72, Fol., 215.

Vienna, Stadt-und Landesarchiv, Totenbeschauprotokoll,

Vienna, Stadt-und Landesarchiv, Magistratisches Zivilgericht,
1783-1850, 2 - 2111/1786 - reproduction, transcription and
translation in Appendix.

Poor noblss were by no means uncommon in eighteenth-century
Europe, for nobles without estate were as vulnerablse to
changed personal circumstances as their social inferiors.

Vienna, Stadt-und Landesarchiv, Magistratisches Zivilgericht, 1783-
1850, 2 - 2111/1786; the cause of death is given in the

Totenbeschauprotokoll.
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Chapter 2

THE SYMPHONIES : SOURCES

No autograph scores of Ordonez's seventy-threes symphonies have

survived, a state of affairs explained perhaps by the former practicse
of many copy shops and publishers of destroying their master copiss,
often autograph scores, as a protection against piracy. The extant

sources consist of catalogues (mainly of ths eighteenth century),

manuscript copies presserved in a total of tuwenty—two European librarias,1

and two prints.

Catalogues

The function of the so-called Quartbuch has yet to be satisfactorily
explained.2 Copied by Johann Nepomuk Weigl around 1775, ths Quartbuch
was the subject of a long controversy between Adolf Sandbergsr and Jens
Peter Larsan;3 Sandberger asserted that it was a repertoire list of
the music formerly in the Esterhazy archives; Larsen, on the oth;r
hand, arqued that it was probably a catalogue of music in Stift Melk.

He Co Robbins Landon rejected Sandberger's assartion, accepting Larsen's

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

evidence which casts doubts on both Sandberger's and Larsen's accounts.>
Robert Freseman suggests that the catalogue may have belonged to Schloss

Weinzierl or one of the deconsecrated monasteriss in the Melk area.5

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

Ordonez symphonies in the t'Quartbuch?

Symphony Quartbuch Comments Symphony Quartbuch Comments
no. NO.

CS IT1 C.22 F2 11 F.30

C6 (lost) II C.25 Fa4 II F.29

Co 11 C.27 F12 I F.30(sic)

C11 II C.28 G3 II1 G.17

C12 II C.23 GS II G.16

C14 II C.26 G6 (lost) II G.19

D7 II D.21 G8 II1 G.18

DS I D.10 A4 II A.13

E flat 1 1II E.18 AB IT A.3 Attributed to
Haydn - similarly,

E4 I1 E.17 entry in Gottuweig
Cataloque, and

G8 ITI G.18 transcription by

Carl fFerdinand Pohl,
in ViennayGessll-
schaft der
Muslkfreunde

(XI 40926)

B flat 5 1I B.8

B flat 7 1II B.9

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

Twelve of the sixteen listed Ordonez symphonies are dated; these dated
entries are, of course, of immense values for the establishment of a
chronology of the symphonies, especially as two date from the 1750s.

Regrettably, only six of the listed copies are extant (sase Table 4 ).



Symphony

C1

C6 (lost)

CS

C12
D7
E4

F2

Fé
F7

A1

A6

A7

AB

B flat 2

B flat 3

B flat 6

Table 4

Ordonsz symphoniss in the Gittweig Cataloque

Cataloque reference

n.890,
pP.891,
p.893,
p.891,
p.891,
p.892,

pIBgz’

Poeg:'i,
p.892,

p.891 9

plagz’

p.890,

p.B64,

plagz,

P-Bgz,

P.891,

Ordonez no.

Ordonez Noe.7

Ordonez N0.17
Ordonez Nno.b
Ordonez no.S
Ordonez no.15

Ordonez no.16

Ordonsz no.18

Ordonsz no.13

Ordonez No.Y

Ordonez No.12

Ordonez No.3

Haydn no. 38°

Ordonez no.4

Ordonez no.14

Ordonez No.10

aSea Table 3

Lomments

Signed and dated Pater Leander, 1756

Signed Pater 0do

Dated 17803 no horns; copy lost
No trumpets; copy lost

Copy lost

Copy lost

Signed and dated Pater Leander, 17693
copy lost

Signed and dated Pater Marianus, 1780

Signed and dated Pater Leander, 1764

Signed and dated Pater lLeander,

1764
copy lost

Signed and dated Pater Leander, 1764

Signed and dated Pater Leandsr,
copy lost

17593

Signed and dated Pater Leandsr,
copy lost

17663

Signed Pater 0doj copy lost

'Parthiat; signed and dated Pater
Leander, 17653 with two horns

Signed and dated Pater Leander, 1764

The G8ttwelg Catalogue also includes S:C1, here attributed to

Ordonez, but attributed to Nicola Piccini in a copy at Rome, Palazzg

Doria (MS 182),B in the Breitkopf Thematic Catalogue (Supplement V:

1770 - 'Sinf. di Nicolo Piccini, nel opsra la Pescatrica'g) and the

Quartbuch (C-46);

Each of the GYttweig copies was assigned a number (shown in the central

thus, Piccini should be regarded as the true author.

30



column of Table ﬁu), according to the order of copyings thus the
chronology of the copies can be established as fbllowsz (1) €1 (1796);
(3) A7 (1758); (4) B flat 2, (5) D7, (6) C12, (7) C6 (1759-64);

(9) A1, (10) B flat 6, (12) A6, (13) F7 (1764); (14) B flat 3 (1765);

(15) €4 (1765-69); (16) F2 (1769); (17) c9, (18) F4 (1780).

As an aid to establishing chronology, the Breitkopf Thematic

Catalogue is another invaluable source.10 (See Table S5 ).

Table o

Svmphonies attributed to Ordonez in the Breitkopf Thematic Catalooque

Symphony Entry Probable date of composition
!on basis of entry)

Co Supplement XII : 1778 1774-177

D8 Supplement IX : 1774 1772-74 (but stylistically belonging
to 1750s)3

E flat 1  Supplement X ¢ 1775 1772 or 73

G4 Supplement IV : 1769 1767 or 68

G6 (lost) Supplement I : 1766 1761-66

S ¢ D1 Supplement II : 1767 1765=67

“5ee below, p.S58.

There ars good reasons for doubting Ordonez's authorship of 5:D1:

firstly, Breitkopf is the only source to attribute the work to Ordonsz
- most of the other sources (copies in Vienna, Osterreichische
Nationalbibliothek (Sm.01 800) and Gesellschaft der Musikfreunde

(Ms 8452), the Lambach Catalogue of 1768, Raigern Catalogue (dated 1771)
and Brtnice Catalogue (dated 1773)) attribute it to Leopold Hoffmanng

secondly, the sonata-form first and third movements have strongly

contrasted themes = such contrast is rare in Ordonez's musicy thirdly,
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Ordonez's characteristic way of notating a trill (that is, with the

upper auxiliary provided, vxz-EJ——) 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 Breitkopf (Part V : 1765), but listed under Haydn,

is F9, which is also attributed to Haydn in a score made by Otto Jahn

and another copied from Jahn by Carl Ferdinand Pohl, in the Gesellschaft

der Musikfreunde (XIII 408203 the order of the first two movements is

reversed);11

the work is further attributed to Ignaz Jakob Holzbauer,
in a print by La Chevardidre of Paris (Symphonie Péricdique No.7) ,:‘?
and to F. Schubert, in ths éigmaringen Catalogue of 1766;13 it is
also listed anonymously in the Einsiedeln Cataloque (with a diffsrent
first movement and the second movement missing); Ordonez is named as

the author in copies at Brno, Moravske muzeum (Raigern, A. 12850) and

Prague, Nirodni muzeum (Doksy, XXXIV, B, 148; the second movement is

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

F9 might be considered doubtful; however, stylistic avidenc;'plus the

presence of the 'Ordonez trill' support Ordonez as the trus author.

Compiled in 1766 (with later additions made around 1768, 1769 and
1770), the Sigmaringen Catalogue of music once in the Hohenzollern

14’

Castle of Sigmaringen’~ (West Germany) lists four Ordonez symphonies

(C12, D4, F9 (attributed here to F. Schubert15), A8, B flat 7).

The Klosterneuburg Catalogque of 1790 also includes four QOrdonez

symphonies (C8, DS, D7, A3(lost)).16

One Ordonsz symphony (C14) is listed in the Traeg Cataloque of

* See bBlow, Pe 33-
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1799: this is a record of music, both manuscript and printed, issued
by Johann Traeg's publishing house betwsen 1794 and 1799 17 The
question arises whether any of the three extant manuscript copies of

the symphony C14 originated from this houss. Unfortunately, there

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

that two of the copiss (Florence, Biblioteca del Conservatorio 'Luigi

Cherubini', D. V. 83, and Brno, Moravske muzeum, A.2158) appear to be

of Viennese provenance. However, one thing is clear from the Ordonez

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

after his death.18

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

(Brtnice) Catalogue of the lost collection of the Collalto family;1g

the symphony Q:F1* is also included, but this work is attributed to
Franz Xavier Kodrzl in the Gottwsig Catalogue (p.881) and to Johann

Georg Lang in a copy at Stams, Zisterzienerstift (the Pirnitz Catalogue

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

The following catalogues each contain one Ordonez symphony:

Egk (E flat 2),20 Waldburg-Zeil (E3 (lost)),21 and Westphal (CQ).22

g -

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 bullt on series of trills with strongly marked accents (See Pp.81, 82);
(2) treatment of sonata form : the recapitulation of the second movement
is varied, 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 'Ordonez trille,

however, the case for Ordonez's authorship becomes strong.

— - - -— ———— - - -_— . — - - ——
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Manuscript copies

Czechoslovaklia

There are more Ordonez manuscripts preserved in Czechoslovakia

than in any other country. This preponderance comes as no surprise,
but#éimply sarves as a reminder that eighteenth-centuryhthéﬁia,
SIOQakia and Moravia formed part of ths Hapsburg Empire. Another
reléted 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 Vienna, during his frequent stays there, and take it
back with him to his castle at Krumau (and this is indeed how most

of the Krumau music collection was f‘ormed).23

Most Czech archives are now centralized:; the vast majority of

Bohemian archives are gathered together in Praque and the Moravian
in Brnoy the Slovakian archives are not yet centralized, although

the task is in hand.

¥ 4
Praqus, Narodn{ muzeum

The Music Department of this museum possesses the largest
collection of Ordonez sources in the world. Copies of fifty—Féufﬁ

symphonies are preserved in a total of five Bohemian archives.

. N

Doksyz4

Thirty Ordonez symphonies are included in thse music collection

of the Waldsteins of Hirschberg (Doksy) Castle, in northern Bohemia.
From the evidence of the handwriting, the copies can be grouped

together as follows (sees Table 6 ):
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Table 6

Drdonez symphonies in the Doksy archive : copyists

Symphony

ct, C15*, D2, D4,
D8, E flat 3, F6,

F8, G2, A1, AS, A7,
A10, A11, B flat 1,
B flat 8.

CB, £ flat 1’
8 flat 2, B flat 5

cg, E flat 4' E1g
F 11

Other sources from

Comments
samg shop or copyist

. -

Jtalian
paper
probably

dating from
1770s

Copy shop or
copyist

Viennese copy
shop

(Group 1?)

Praobably
Viennsse copy

shop o
(Group 27)

Ossk: £ flat 4;
Frydlants C10

Viennesea copy
shop a
(Group 37)

Pachta: C8, G4,

£ flat 5, A6, AB;
Modena, Biblioteca
Estense: CS, C8,
cig, C12, DS, D9,

£ flat 5, F1, F2,
F4, r6, F12, G4, GS,
G8, A4, A6,

B flat 2, B flat 3,
B flat 6

Viennsase
copyist
J.M. T
('J.W.'?)

Probably Scripts

local copyist]| havse

of F9 signs amateurish

himself 'H? appearance

? E flat 4

and E£E1 have
watermark
1.4,P uwhich
probably
dates from
late 1770s

aThese group numbers refer to the Master List of Copyists in the

Thematic Catalogus.

bThis nunber rafers to the Master List of Watermarks in ths

Thematic Catalogus.
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of theée thirty sources, eight are the sole extant copies of the
symphonies C15%, D4, F8, G2, A5, A10, A11, B flat 1. All the copies
were numbered in ths eighteenth century by a Doksy librarian, possibly

in order of acquisition; the numbers appear on the title pages (ses

table 7 ).25
Table 7

Ordonez svmphonies in the Doksy archive: 18th century numberinc

Symphony  18th century number Symphany  18th century number
E flat 4 2 B flat 2 17 [sic]
E flat 3 3 C15*% 18

A1 4 FS 19

F6 S A11 20

B flat S 6 B flat 8 21

F11 7 D4 22

E1 8 C1 23

E4 9 G2 24

E flat 1 10 A7 25

F2 11 A10 26

D2 12 B flat 1 27

D7 13 AR5 28

G3 15 F8 29

C8 16 C10 31

D8 17 CS 32

The first symphony in Table 7 (E flat 4) may have been composed during
the 17703,26 in which casse all the symphonies in this list were
probably acquired by the Waldsteins either during the 1770s or later.,

In addition to the sources discussed, Doksy preserves a second copy of

D8, which is attributed to I. Holzbausr.
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Pacht327

The former collection of Count Jan Pachta von Rajov (who died in

1822) includes nine Ordonez symphonies (C2, C8, D2, E flat 4, E flat 5,

G4, A1, A6, AB). Each source consists of a sst of parts in Viennese

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

and basso part, these duplicates probably having been copied locally,

on paper from an Italian mill., With the exception of these local
parts, five of the sources (C8, E flat 5, G4, A6, A8) originated from
one Viennese copy shop (see Table 6 ), while the rest (C2, D2, D9,
£ flat 4, A1) are the work of a single hand from another Viennese
shop (Group 4). There ars plenty of sigHé of use: many parts have
worn or torn bottom corners, corrections have been made (in both ink
and pencil), some string parts have had fingerings added, 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?

Dsek28

Nine Ordonez symphonies are included in the archive of the former
Cistercian Abbey of 0Osek by Duchov, in northern Bohemia (C2, C5, D9,
D10, E flat 4, F1, G3 (cataloguad under Vafhal. in the Library's card
index), A1, B flat 7 (sole extant copy)). Six of the sources (C5, D9,
D10, F1, G3, B flat 7) seem to be local copies, for they reveal the
hands of amateurs, being untidy in appearance and having a varying
number of staves to each page - the staves having been drawn with a
single=-stave, rather than professional six-stavs, rastrum.29 The
remaining three copies (C2, E flat 4, A1) originated from Uienﬁa (see

Table 6 ). One of the watermarks in D10 (I.8) suggests a date as

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

that demand for Ordonez's music continued for some time after his death;30



at one time the D10 copy belonged to a certain Inigo(?) winkler
(tad usum Inigonis[?:[winkler') and later to a Jossph Lo¥ (Winkler's

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

Fry'dlant31
Frydlant Castle in northern Bohemia formerly bslonged to the

Counts Clam=Gallas. The music collection of Count Christian Philipp
Clam=Gallas (who died in 1805) includes five Ordonez symphoniss (C9,
c10, F4, A4, B flat 5), all or most of which originated from Vienna
(see Table 6 )., Three sources (C9, C10, B flat 5) include parts

which were probably copied locally - that is, two flute parts (C10),

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

parts (C9, B flat 5). We can learn something about the size of the

Clam-Gallas orchestra from the C10 source, which includes a total of

three first and three second violin, one viola and four basso copiss,

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

second violins, two violas, four cellos and ons string bass. The title

page of each source was numbered in the eighteenth century, by a
Frydlant librarian, possibly in order of acquisition: 1(A4), 3(F4),
s(c1o0), 6(C9), 34(B flat 5); thus, A4, F4, C10 and C9 wers perhaps
bought either at the same time or within a short space of each other,

and B flat S some time laterj moreover, the watermarks lend soms

support to this suggested order of acquisition, for watermark 13
(suggesting a date of around 1770) is present in A4, F4, and watermark

Ic (suggesting the 1780s) in B flat 5.

Ka¥ina“2

Kacina Castle formerly belonged to the Counts Chotek. The archive
includes a remarkably well preserved copy of the symphony C93 the

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

Copies of twelve Ordonez symphonies are preserved in a total of

three Moravian archives.

Kremsier (Krom®¥i1Z), Schloss

This castle, now a museum of art history, formerly belonged to
the Prince-Bishops of 0Olmitz. Six Ordonez symphonies are included
in the archive (C3 (sole extant copy), C8, C14, D1 (sole extant COpY ),
E flat 5, A6). Three copies (D1, E flat S, A6) are probably all from
the same Viennesae copy shop (Group 4), for the same: two handuritings
are found in all three; a third copyist (who signs himself 'Ho!')

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

C8, C14) are, judging by their scripts, probably local copies. The

C14 source was perhaps copled from the neighbouring Piaristenkloster;
the identical spelling of the composer's surname ('Ordenetz') on both
title pages certainly lends weight to this supposition; at one tims,
the owner of the Kremsier Schloss manuscript was a certain Marschalsk

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

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

of symphonies in the Kremsier archive).

Kremsier, Piaristenklostsar

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

copy of the C14 symphony.

Raigern (Rajhrad), Kloster

Five Ordonez symphonies are included in this archive (C4 (scle
extant copy), D6 (sole extant copy), F12, B flat 4, F9). At least
two sources were copied locally: B flat 4, in 1779, by Wenzel Muller

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

Maurus Reg: Chori 1779') - and D6 by Wenzel Muller again (he left no
signature this time, but the handuriting matches that of his signed

parts in B flat 2), 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; howsver, in the case

of C4 an extraordinary copyist's 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. C4, D6, F9 and F12 are included in the Raigern

Catalogue, which was compiled in 17713 C8 is also included, but is

missing from the archiua.33

Treboh, pébotka stdt. archfvu: Krumau (Krumlov) Schloss®?

Krumau Castle formerly belonged to the Princes Schwarzenberg.

The music collection, which was built by Prince Jossph Adam von
Schwarzenberqg, includes copies of five Ordonez symphonies (C7,EDG,
FS, F6, G7) all of which originated from Uienna.35 Four copies (C7,

D6, F5, G7) are all from the same shop (Group 6). The parts of F6,

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

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

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

basso parts.

2

In addition to the above-mentioned sources, Brno, Moravskeé muzeum

preserves a copy of B flat 1, the provenance of which is unascertainable.
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Martin, Matica Slovenskéz Literérnx arch{v

This archive preserves copies of four Ordonez symphonies (C8, C9,
£ flat 3, F9), probably all copied locally: C8 is part of the Marianka
archive, F9 the music collection of Count Zayovcov of Uhrovec, and

£ flat 3 thse Statnd okresn; archiv, Kramnica.36

Austria

Gottwei Benediktinerstift

The archive of this monastery preserves copies of C1, F4, F7 (sole

extant copy), A6, B flat 3, B flat 6. Pater Lesander Staininger's signature

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

and B flat 6. Pater Marianus copied F4, All the coples are dated.37

' ambach, Benediktinerstift

Copies of seven authentic Ordonez symphonies are preserved heres

(c2, 02, D7, D8, F4, F11, B flat B (dated 1768 and listed in the Lambach

Cataloque of 1768)), plus the doubtful Q:C1. With ths exception of C2
and D7, the sources are probably of local provenance:s ths curving

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

amateurish appearance. Q:C1, D8, F4, F11 and B flat 8 may all be by the
same copyist: certainly the handwriting is similar in all five, and the
letters A.A.L., which could be the copyist's initials, appear on all
five title pagss. (2 appears to be a Visnnese professional copy. The
D7 source originated from GbUttwelg, Benediktinerstift, for it bsars the
signature of the Gottwsig copyist Pater Leander Staininger; moreover,
an indistinct library stamp on the title page could be that of Gottweig.

The Lambach Cataloguses of 1768 includes D8, F11, and B flat 8; also

included is C15%, here attributed to G. C., Wagenseil, but attributed to
e
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%,

% See below, p. 48.
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Vienna, Osterreichische Nationalbibliothek

5ix Ordonez symphonies are held here (C7, D6, FS, G7,.B flat 4,

B1). They were all copied by the same Viennese hand (Anon. 4, which

also copied the D6 source at the Gesellschaft der Musikfreunds) on

paper made at Altenberg, at the former mill of the Heller family.38

There are signs of use in C7 and D6¢ parts have been corrected and

dynamic marks added.

Vienna, Gasellschaft der Musikfreunde

Four Ordonez symphonies are held here (D6, E flat 1 (fha first

two movements only, in reverse order - perhaps for liturgical performance),
F9, AB, B flat 5). The symphoniss E flat 1 and B 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 symphoniss

in the Osterreichische Nationalbibliothek. The A8 copy is a trans-
cription in score by Pohly his source was presumably Pater Leander's
copy formerly preserved at Gottweig (but now lost), for Pohl dates the

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

(as doss Leander);39

Other archives

{5

Kremsminster, Benediktiner-=Stift preserves a copy of Q;C1; the

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

professional, the other parts of three local copyists -~ presumably, a
complete set of parts was originally purchased from Visnna, all except
the first violin were then lost, and the missing parts were replaced

by the three local copyists, who perhaps used as their source the copy



in nearby Lambachj according to Landon, one of the copyists died in
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1757, Melk an der Donau, Benediktinerstift, preserves a copy of

B flat 3., 5chl&gl, Pramonstratenstift, formerly possessed a copy of
A7, but this has been missing for the past tuwelve years.41 Similarly,

a copy of D7, belonging to Vienna, Pfannhauser College, 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 Vienna,
a fact which reflects the close ties which existed for much of the
eighteenth century between Austria and these cities: Florence becams
an Austrian dependency in 1737, Modena in 1753. The sources in Genoa
were copied in JItaly, a fact deducible from the handwriting: Italian
scripts tend to bs smaller, more cramped than Viennese; however, as

A. Peter Brouwun points out, 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 Prague, Ndrodni muzeum, in the
number of Ordonez symphonies it holds. Twenty-six copies are preserved
here (C5, C8, C10, C12, C13 (sole extant copy), D3 (sole extant copy),
DS (sole extant copy), D9, E flat S, E2, F1, F2, F3, F4, F6, F12, G1,
G4, G5, GB (sole extant copy), A2 (sole extant copy), A4, A6, B flat 2,
B flat 3, B flat 6). Six (C13, D3, E2, F3, G1, A2) are the work of
the Viennese copyist, Johann Schmutzer, who left his signature at
the end of each part. (Schmutzer is named as a copyist in a document

of 1770,45 and is known as the copyist of two Haydn symphonies (nos. 46

46
and 47) in Vienna, Gesellschaft der Musikfreunde; - he also copied the

43



title page and duplicate 'Basso con Violoncello! of the Esterhdzy copy

of Haydn's Symphony n0-155f7 Other Ordonez works copied by him are

two string quartets (Brown C3 and D4) held by Brno, Moravské muzeum

(Neureisch collection); according to Brown, these quartets are on
sgemingly the same watermark-free, good quality paper Schmutzer used
for the Ordonez symphnnies).da The remaining twenty symphonies all
originated from the same‘Uienﬁase 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 surprise, for it is well

known that Italian paper was often used by Viennese copyistsqﬁg

Florence, Biblioteca del Conservatorio 'Luiqi Cherubini'

Viennese copiss of nine Ordonez symphonies are preserved hers

(c7, c10, C14, E flat 1, E4, FS, G7, B flat 4, B1),all of which

originated from thes same Viennase copy shop (Group 5).

Genoa, Biblioteca del Conservatorio di Musica Paganini

Seven Ordonez symphonies are included in a large collection of

manuscripts bequeathed to the library, during the second half of the

nineteenth century, by the Genoese nobleman, Giambattista Assersto
(c9, E flat 3, E flat 4, E1 (sole extant copy), F1, GS, AE)L59 All

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

copled six of the sources - the first hand the titls pagses, the second

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

copyists of the Haydn Violin Concerto, Hob.VIIa:1, and also to the

copyist of six Ordonez trio sonatas and the 0Op.2 quartets in this
same 11brary),51 C9 had its title pags produced by the first hand,

but a third produced the parts.

44



45

Belgium

Brusséls, Conservatoire Royal de Musique

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

1n 1902)°? includes five Ordonez symphonies (C2, C11, E flat 3, A1,

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

originated from the same Italian copy shops firstly, 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 (thess

incipits are not later additions, but were written by ths original
copyists); secondly, one handwriting is common to C11, A1 and B 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 Ordonsz copises

which, on the basis of the handuriting, are probably Viennese (C12,

Federal Republic of Germany

Hegensburg; Furstlich Thurn und Taxissche Hofbibliothek

Three Ordonsz symphonies are held here (C2, D10, F6). The C2

is attributed to Haydn, the only one of the five extant sources of

this symphony toc be so attributed.

Harburg

The music collection of Prince QOettingen-Wallerstein, now

preserved in the library of Harburg Castle, includes Vienness copies

of C1 and B flat 6.
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Other archives

R

Each of the following three libraries holds one Ordonez symphony:

Berlin, Staatsbibliothek der Stiftung Preussischer Kulturbesitz -

this copy, possibly of Viennese provenance, consists of a transposition

of D2 plus a Minuet and Trio as third movement (the transposition is

to C major): Donausschingen, FuUrstlich Flrstenbergische Hofbibliothsk

(A8) -~ dated 1772, this copy, which lacks wind parts, was originally

owned by Franz Karl Stuckler ('In usum Francisci Caroli Stuckler

53

Rhetorices Candidati') ;" Nﬁnstaq,Universitgtsbiblinthak (Musik=-

sammlung) (A11) - this (perhaps local) copy is on loan from the private

astate of the Prince of Bentheim-Tecklenburg, Rheda.>"

Hungary

BudaEestz Urszégos Szébhéhxi KEnxutarSs

One Ordonez symphony is included in the Estarhézy 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 is, manorial

and salaries officer) .56 Presumably, he brought the manuscript with

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

1761 or earlier, for the symphony is entered in the Esterhazy Catalogus
of 1759-1761.57 0f the several numbers on the title page, the following
were probably entered by Nigst: 'N 46° (struck out in red pencil)

and 'No 108! (struck out in pale or discoloured ink) - these were

probably old shelf numbers from his private library - and 'N 2' - this

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

in Nigst's 1ibrary.58
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Keszthely, Helikon Castle Muzeum

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

Printed copies

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

and Ernst Luduig Gerber{sg few of Ordonez's works were printed. The

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

60 61

of Lyon and Paris; these consist of the quartets 0Op.1y and the

symphony C9, which was published both separately and as part of a
collection. Copies of the separate publicatlion are preserved at Lille,

Bibliothéque municipale, St. Florian, Augustiner-Chorherrenstift, and

Washington, Library of Congress, The Lille copy formerly belonged to

62

the Société du Concert de Lille “ - all the parts are stamped with the

name of this society = and was acquired in the ninsteenth century

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

Musique de Lille63

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

- an instrumental check-~list, pasted to the reverse

printed parts, the Lille source includes a number of supplementary

manuscript parts -~ these were copied by the society, and consist of

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

each of the first and second violin parts, and two bassoon copiss

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

composition of the society's orchestra from this source, which includes

a total of three first and three second violin, two viocla, and three

basso parts, which would accommodate.'a string section of perhaps six

first and six second vioclins, four vioclas, two cellos and one string

basse Copies of the Guera collection, which consists of C9 and Haydn's

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

Library. Landon states that C9 was also published by Vénier of Paris,
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in 1764 (as 'Sinfonie Périodiqus Nr. 26') and by Mlle Vendome &

le sieur Moria of Paris, in 1769 (in a collection entitled 'Trois
Symphonies . . o del Signor Dune [Duni?] and Ordonne! [sj_%] , 69

however, no copies of either have come to light.

Summary

As a result of my examination of the sources, we arrive at the

“Te—

following list of symphonies:

Authentic: 73 (c1, c2, c3, c4, C5, C6 (lost), C7, C8, C9,
c1o0, C11, C12, C13, C14, C15%(= Brown Q ¢ C2),
p1, D2, D3, D4, D5, D6, D7, D8, 09, D10,

E flat 1, E flat 2 (lost), E flat 3,

E flat 4, E flat 5, E1, E2, E3 (lost), E4,
F4, F2, F3, F4, FS5, F6, F7, F8, F9, F11, F12,
¢1, G2, G3, G4, G5, G6 (lost), G7, GB8,

A1, A2, A3 (lost), A4, AS, A6, A7, A8, A9,
A10, A11, B flat 1, B flat 2, B flat 3,

B flat 4, B flat 5, B8 flat 6, B flat 7,

B flat 8, B1. )

Doubtful: 2 (Q :+ C1 - possibly by Georg Christoph Wagenseilj

Q : F1%¥ (= Brown F10))

Spurious: 2 (5 : 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

mere five bars - suggests Ordonez as the true author of C15% : abrupt

transitions are more characteristic of Ordonez than Wagenseil (see
pp. 84, 85). Considered in isolation, such svidence is hardly

conclusive, of course; when considered with the firmer svidence of

the 'Ordonez trill', howsver, the case for Ordonez's authorship
becomes more convincing.

a -
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Notes

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

'2 Thematischer Cathalog verschiedener Composition von verschiedenen

Meistern, 2 Binde', Vienna, Osterreichische Nationalbibliothek, Sm.
8040 (a copy = the original is lost),

Acta Musicologica and Zeitschrift flir Musik, 1935-1937,

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

'The chamber music with strings of Carlos d'Ordonez: a bibliographic
and stylistic study,' Acta Musicoloqica, XLVI (1974), pp.223-224.

'The Practice of Music at Melk Monastery'! (Unpublished Ph.D.
dissertation, University of California at Los Angeles, 1971),
PPp.21-23. For a further discussion on the Quartbuch, though
one which presents little new evidence, see Jens Pster Larsen,
*Evidence or guesswork: the "Quartbuch" revisited!, Acta
Musicologica, IL (1977), pp.86=102,

*Katalogus Operum Musicalium in choro musicali Monasterii 0.5.P.B.
Gottwicensis R.R.D.D. Altmanno Abbate per R. D. Henricum Wondratsch
pet. chori regentem, conscriptus. Anno MDCCCXXX [1BSQJ. Tomels®

Information from He C. Robbins Landon's Thematic Cataloque of ths
Works of Carlos d'Ordofez.

La pescatrice o vero l'erede riconosciuta (Rome, 1766),

Barry S. Brook (ed.), The Breitkopf Thematic Cataloque: The
Six Parts and Sixteen Supplements 1762-=1787 ZNew York: Dover
Publications, 19665; for guidance on the use of the Catalogue
for establishing chronology, see p.XIV.

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

Loc, cit.

loc, cit.

'*Catalogus Uber die Samtlichs Musikalische Werck, und derselben
Authora, nach Alphabetischer Ordnung;, welche von lhro
Hochfurst: Durchlaucht dem Durchlauchtigsten Fursten und Herrn
Herrn [sic] Carl friedrich Erbprinzen zu Hohenzollern <.
consignitt von mir dem Expeditions Rath, und Musics Directors
Schindele a: 1766', MS. 2 vols, Sigmaringen, Hofbibliothek}

Landon, op. cit., p.26,

See above, p.32. F. Schubert was presumably a member of the
Dresden family of musicians -~ ses Karl Laux, 'Schubsrt', Musik in

I ———————————

Geschichte und Gegenwart: Allgemeine Enzyklop#die der Musik,
ed. Friedrich Blume, vol. 12 (Kassel: Barenreiter, 1965),
cols. 101-1 04,



16.

17.

18,

19,

20.

21.

22,

23,

24,

25,

26.
27

28.

29,

o0

'Catalogus Deren auf Diesem Lob. Stift Chor bifindlichen
Musicalien und Instrumenten. Verfast [sic) von Leopold Jossph
Schmidt derzeit, Organist, und chor Regent Stift Closterneuburg
den 20ten 8 {Octo) bris 1790 Klosterneuburg, Augustiner-
Chorherrenstift.

'Uerzéichniss alter und nsuer sowohl geschriebener als gestochsner

Musikalien, welcher in der Kunst = und Musikalienhandlung des
Johann Traeq, zu Wisn, in der Singerstrasse Nr, 957, zu haben

sind' (Vienna, Usterreichische Nationalbibliothek, 48. 774. AM).
For details of Traeg's career as copyist, publishers! agent, and
publisher, see Alexandsr Wsinmann, 'Verzeichnis der Musikalien

des Verlages Johann Traeg in Wien,1794-1818', Studien zur
Musikwissenschaft, XXIII (1956), pp.135-183; see also Landon,
'Haydn's marionette operas and the repertoire of the marionette
theatre at Esterhaz Castle', The Haydn Yearbook, I/1 (1962), p.133.

Cf. Landon's assertion that Ordonez's name 'was as good as unknown

by the music historians themselves, almost immediately after his

death!, 'Ordonez', Musik in Geschichte und Gegenwart, vol. 10
(1962), col. 195.

'Inventario per la musica des Grafen Thomas Vinciquerra Collalto

aus Schloss Pirnitz', Brno, Moravské muzeumj only part of this
catalogue has survived.

'Cathalogus ubsr die Hochfurst Musicalia und Instrumentent?,
Dlomouc, Statni archiv.

'Cataloqus de Anno 1767', Zeil, Furstlich Waldburg-Zeil'sches Archiv.

Verzeichniss dersr Musicalien, welche in der Niederlage auf den
grossen Bleichen bey Johann Christoph Westphal und Comp. in Hamburg
in Commission zu haben sind!, Vienna, Gessllschaft der Nusikfreunde.

Jir{ Zaloha, 'The first opera repertoire of the castls theatre in
Cesky Krumlov,' Current Musicoloay, XV (1973), p.66; see also

Georg Feder, 'Manuscript sources of Haydn's works and their

distribution', The Haydn Yearbeook, IV (1968), p.120.
See bslow, p. 40.

For information on this archive see Feder, op. cit., p.117, and

Landon, Supplement to the Symphonies of Joseph Haxdn (London:
Barrie and Rockliff, 1961), p.19.

I am grateful to Dr. Milada Rutova of Pragus, Nérodn{ muzeum,

for explaining to me the significance of the various markings
on the Ordonez sources in Doksy. .

See balow’ P-59-H

For information on this archive sse Feder,:ldc. cit.

For information on this archive see Landon, Supplement to the
Symphonies of Joseph Haydn, pp.12-15, . 5

In fact, according to Feder, op. cit.,
musicalia are of local origin.

P.119, most of the 0sek
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317 .

32,

33

34,

35.

36

37

38.

39,

40,

41.

42,

43.

44,

o1

Ses above, p. 33.

For information on this archive see Feder, loc. cit., and
Landon, Supplement to the Symphoniss of Joseph Haydn, pp.15-18.

B -

For information on this archive see Landon, Supplement, pp.14-15,

Information from Dr. Theodora Strakova of the Noravské muzeum.

For information on this archive ses Zaloha, loc. cit., and
Feder, op. cit., p.120,

See above, p. 34.

Information kindly sent by Dr. Stafan Krivus, Director of Martin,
Matica Slovenska, Literdrny archiv. For information on, and a
catalogue of, the Uhraovec archive see Emanuel Muntég,

Hudobnin
Z Knisnice Grofov Zayovcov Z Uhrovca (Matica slovenska, 1979).

See above, p. 30,

For information on this paper mill see Georg Eineder, The Ancient
Papsr-Mills of the Former Austro-Hungarian Empire and their
Watermarks, vol. VIII, Monumenta Chartaes Papyraceae Historiam
Illustrantia: 0Or Collection of Works and Documents Illustrating
the History of Paper, general editor E. J. Labarre (Hilversums
The Paper Publications Society, 1960), pp.138, 140. I am
grateful to Dr. Franz Grasberger of the {sterreichischs
Nationalbibliothek for sending me tracings of watermarks,

See Table 4.

'Thematic Catalogue of the Works of Carlos d'Ordonez’..

Information from Herr Rupert Gottfried Frisbsrger, librarian
at Schldgl, Pramonstratenstift.

Date from Landon, 'Thematic Catalogue'; the Librarién of Vienna,
Pfannhauser College, informed me that the copy is missing,

Ope. Cit., pe229.

For information on the Este music collection see D. Fava, La
Riblioteca Estense nel suo sviluppo storico: Con il cataloqo

della mostra permanente 8 10 tavole (Modena: G. T. Vincenzi
e Nipoti, 1925), particularly pp.159-163; Pio Lodi, Catalogo

delle opere musicali teoriche e pratiche di autori vissuti sino

ai primi decenni del sscolo XIX, esistenti nells biblioteche e
neqli archivi pubblici e privati d'Italia citta di Modena R.
Biblioteca Estense (Parma, 1916-23); A. G. Spinelli, 'Della
raccolta musicale sstense!, Memorie della R. Accademia di scienze,
lettere ed arti in Modena, s. 1II, O 218935, PP« XX1I-XXXIV;

L. F. Valdrighi, *'Cappelle, concerti e musiche di casa d'Este (dsel
sac. XV al sec. XVIII)', Atti e memorie delle R. R. Deputazioni
di storia patria per le provincie modenesi e parmensi, s, III, 2
(1883 ), pp.415-436. 1 am grateful to Dr. Ernesto Milano, Director

of the Biblioteca Estenss, for directing my attention to these
works.
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46.
47,
48,

49,

o0

91,

52.

53.

o24.

55.

o6,

07

o8.

o9,

60,

61.

62.

For details see Hannelore Gericke, Der Wiener Musikalienhandel
von 1700 bis 1778, Wiener Musikwissenchaftliche Beitragae, vol. 5

(Graz-Cologne: Hermann Bthlaus Nachf., 1960), p.108.

Landon, The Symphoniss of Joseph Haydn, p.39,

Feder, op. cit., p.122,

Op. Cit., p«226.

I am grateful to Dr. Milano for sending me descriptions of
watermarks.,

I am grateful to Dr. Giorgio Piumatti of the Biblioteca del
Conservatorio di Musica Paganini for information on the Asssrto
collection.

Ses Brown, op. cit., p.229,

lLoc. cit.

'For the use of Franz Karl Stuckler [i.a., copied for himf]
Candidate of Rhetoric'; ‘'Kandidat'! was a title gained by

sxamination - see W. H. Bruford, Germany in ths Eioghteenth

Century: The Social Background of the Literary Rsevival
(CambridgesUniversity Presss, 1971), pp.251-252.

Information from Dr. Albert Ernst, Chief Music Librarian at
NGHSth-

For information on the music holdings of this library see
Feder, CPe Cit-, pp-106-113¢

C. F. Pohl, Joseph Haydn, vol. I (Berlin: A, E. Glucksberg,

1875), p«227; I am grateful to Dr. Istvén Kecskeméti, Head,
Music Division of the National Szeéchényi Library, for drawing

my attention to this reference, and for sxplaining ths meaning
of 'Kastner!,

See Larsen, op. Cit., p.93.

Dr. Kecskeméti kindly provided these explanations of the numbers.

See above, iPe. 5.

For information on this firm see Cecil Hopkinson, A Dictionary
of Parisian Music Publishers 1700-1950 (London: Printed for the

author, 1954), p.129., Ses also Landon, Notes on Symphonies
B2 - 92 and Sinfonia Concertante for Decca records HDNH 35-=40.

For information on Guera's print of the Op. 1 quartets, see
BI‘ONI‘I, OE. Cit.’ p.230¢

According to Georges Dottin, *tLille', Die Musik in Geschichte und

Gegenwart, vol. 8 (1960), cols. B872-877, the Socidtd du Concert de

Lille was founded towards the end of the eighteenth century, and
gave concerts during those periods when opera was prohibited, for
example, Lenty in 1798, the society was reorganized and renamed
the Societé du Grand Concert.

Sy
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63. Thse Académia Royal de Musique de Lille is the ancestor of the

present Conservatoire National de Musique de la Région (Place
du Concert, 59000, Lille); according to M. Maurice Kufferath,

'Lille', Grove's Dictionary of Music and Musicians, 2nd edition,
ed. Je. A. Fuller Maitland iLondonz Macmillan and Co., Limited,
1906), vol. I1I, p.730, the academy was founded in 1816, and,

in 1826, was affiliated to the Ecole Royale of Paris; it was
completely reorganized between 18352 and 1853.

64, It is this check-list which suggests that the academy acquired

the source during the first half of the ninsteenth century, for
included in the list is the ophicleids, an instrument which
became genserally obsocolete around 1850.

65. 'UrdUHBZ', col. 194,



Chapter 3

THE SYMPHONIES ¢ CHRONOLOGY

o

The formation of a chronology for Ordonez's instrumental

works in general, and his symphonies in particular, poses serious

1

problems;  in fact, therse is insufficient external evidence to

allow the establishment of a definitive chronology: in particular,

no autograph manuscripts of the symphoniss have survived,2 fau

of his works were printad,3

and the available biographical
information is of 1little help here. Not ons symphony can be
dated exactly: only 8ix symphonies can be dated approximately

with confidence. However, without a chronology it is impossible

to trace creative developmant or draw conclusions about influences.,

Therefore, I have formed a working chronology by means of a
stylistic comparison between the minority of symphonies which
can be dated approximately on the basis of external svidence and
the majority which cannot. The use of stylistic evidence as

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

external evidence. Howsver, the task is made easier in many

cases by the avallability of terminal datss. Moreover, water-

marks provide further evidencs.

54
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External evidence

Table 8

Symphonies approximately dated by external evidence

Category Symphony Date Evidence
a
1 C1 Before 1756 Copy, GBttweig, dated 1756;
dated entry in Gottweig
- Catalogus
A7 Before 1759 Dated entry in Gottweig
Catalogue
2 G4 Probably 1767 or GBb Entry in Breitkopf Thematic
Catalogque, Suppl.IV: 1765
A6 Probably 1760-64 Ditto, Suppl.l: 17663
entry (1764) in GBttweig
Catalogue
3 E flat 1 Probably 1772 or 73 Entry in Breitkopf Thematic

Cataloque, Suppl.X: 1775
C9o Probably 1774=77 Ditto, Suppl.XII: 1778

a Since Ordonez was hot known as an infant prodigy, the earliest likely
date for the symphonies in Category 1 is ca. 1755,

b For guidance on the use of the Breitkopf Thematic Catalogue for
establishing chronology see Barry S. Brook (ed.), The Breitkopf

Thematic Cataloque ¢ The Six Parts and Sixteen Supplements 1762-1787
(New York: Dover Publications, 1966), p.XIV.

Table 'O

Terminal dates for symphonies

Symphony Terminal date Evidence

Q : C1 1757 One of the copyistsaof the Kremsmunster
source died in 1757

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

(lost)

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

F7 1764 Dated copy, Gottweig; dated entry in
Gottweig Catalogue

A1 1764 Dated entry in Gottweig Catalogue

B flat 6 1764 Dated copy, Gottweig; dated entry in

Cottwelg Cataloque



Table 9 ({(continued

56

Symphony Terminal date Evidence

FO 1765 Entry in Breitkopf Thematic Cataloqus,
Part IV: 1765

B flat 3 1765 Dated copy, Gottweig; dated entry in
Gottweig Catalogue

G6 (lost) 1766 Entry in Breitkopf Thematic Cataloguse,
Suppl.l: 1766

C3 1766 Dated copy, Kremsier

C12 1766 Entr; in Sigmaringen Catalogus (1766)

D4 1766 RBitto

AB 1766 6itto; dated entry in Gbttweig Cataloque

C15% 1768 Entry in Lambach Catalogue (1768)

(Brown Q:C2)

D2 1768 Ditta

D8 1768 Ditto

F11 1768 Ditto

F2 1769 Dated entry in Gottweig Cataloéue

Q:F1% 1769 ‘ | Entry in Pirnitz Catalogue (1757 anda{769)

(Brown F10) ~ .

B flat 7 1770 Entry in Sigmaringen Cataloque (a later
addition, 1770)

C4 1771 Entry in ﬁgigern Catalogue (177{)

C8 11771r ‘D;ttu | o

D6 1771 Ditto a

F12 1771 Ditto

CS 1775 Entry in Quartbuch (ca. 1775)

C6 (lost) 1775 Ditto:

C10 1775 Ditto

C11 1775 Ditto L

C14 1775 Ditto ﬂ

D7 1775 Ditto



Table 9 (continued

Symphony JTerminal date Evidence

D9 1775 Entry in Quartbuch (ca. 1775)
E4 1775 Ditto

Fa 1775 Ditto

GSE | 1775 Ditto

G5 | 1775 Ditto

GBh 1775 Ditto

A4 1775 Ditto

B flat 5 1775 Ditto

B flat 4 1779 Dated copy, Raigern

a Information from H. C. Robbins Landon, 'Thematic Catalogue of
the Works of Carlos d'Ordonez! (MS),

Watermark evidence, especially if unsupported by other data,

should always be viewed with caution, for the terminal date of

a document will not necessarily coincide with that of its watermark

or watermarks: thers is always the possibility of old paper having
been used; however, according te 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. Imn short, I have taken the

watermark evidence into account without regarding it as being in

any way conclusive, *

Table 10

Watermark evidence

Source Watermark
C8, Doksy copy 1.3 (suggasting.gg, 1770)
D8, Doksy copy I1.1 (1754-60)

D9, Osek copy ' Ditto

57 .



- Table 10 (continued

E flat 1, Doksy copy 1.4 (probably dating from 1770s)

E flat 3, Doksy copy IT1.1 (1754-60)

E flat 4, Pachta and 0Ossk copies Ditto

E1, Doksy pop& 1.4 (probably dating from 1770s)
F4, Frydlant copy 1.3 (suggesting ca. 1770)

G4, Pachta copy I1.1 (1754-60)

A1,ugggfgé Pachta and Osek ?itto

A4, Frydlant copy .~ I.3 (suggesting ca. 1770)

AS, Doksy copy " 11.1 (1754-60)

A11, Doksy copy I1I1.1 (1754-60)

8 flat 1, Doksy copy -11.1 (1754-60)

B flat 2, Doksy copy I.3 (suggesting ca. 1770)

Stylistic evidence

The symphonies placed in Category 1 (see Table 8 ) contain the

following faatureszs the thematic material of fast movements is made
up of fragmentary motivic segments propelled by energetic rhythms;
rapidly repeated notes and scalic péssages play an important part.,
Sonata form proper is not present: movements are in either binary
or binary/sonata f‘orm.6 Three-part textures prevail: either violins

L
,-‘u-__.j:

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 sncountered,

when violins 1 and 2 play in unison and violas and bassi in octaves

or unisony fourt-part textures occur only infraﬁuently; clearly, a
keyboard instrument is required to fill out the textures. 0On stylistic
grounds, the following symphonies belong in Category 1: C4, C11, D4,

p8, F6, G2, A2, AS, B flat 1.

o8



The symphonies placed in Category 2 differ from those in Category 1
mainly because they employ sonata form (AR6/1, G4/111). Although in both
the strings are still mainly in three real parts, Ordonez occasionally
attempts to fill out the harmonies by placing holding notes in the wind,
and (in G4) double stops in the viola part. 0On stylistic grounds, the
following symphonies belong to Category 2: C(C2, C3, CS5, C7, C8, C10, C12
ci15*, o1, D3, D7, D9, D10, £ flat 3, €1, E2, E4, F1, F2, F7, F8, FO,
F11, F12, G5, G8, A1, A4, A8, A10, A11, B flat 2, B flat 3, B flat 6,

B flat 7, 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
eaflierﬁsfmphonies; textures are full and varied, the wind playing

an important role in filling out the harmonies, thereby rendering the
keyboard superfluous. 0On stylistic grounds, the following works belong

to Category 3: C13, C14, DS, D6, E flat 1, E flat 4, E flat 5, F3, F4,

Fs, G1, G3, B flat 4, B flat 5, B

The symphony G7 seems to post-date those in Catsgory 3: firstly,
sonata form is treated with a greater degree of flexibility than is

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

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

Summary,

After consideration of all the evidence presented in the preceding
discussion, I have assigned a date to each of the surviving symphonies

(with the exception of.AQ) (see Table 11).. -~ 7%

a9



Table

11

The symphonies dated

Authentic

Sl ——

C1

C2

C3
C4

CS
C6

C7
C8

C9O

ca. 1755 (before 1756)

176087

ca. 1755-ca. 60?7 (before 1771)

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

176087

ca, 1760?-ca. 657 (befaore
1771)

probably 1774=77

C10 1760s? (before ca. 1775)
C11 ca. 1755-ca. 17607 (before

ca. 1775)

C12 ca. 17607=-66

C13 177087
C14 ca. 17707-ca. 75

C15% 1760s? (before 1768)

D1
D2

D3
D4
DS
D6

D7

D8

DS

1760s7?

ca. 17607

ca, 1755-ca. 607 (before 1766)

177087

ca. 17707 (before 1771)

17605? (before ca. 1755)

ca. 1755-ca. 17607 (before
1768)

ca. 17607-ca. 657 (before
ca. 1775)

D10 1760s?

= Brown Q: C2

Authentic

E flat 1 probably 1772 or 73

E flat 2 (lost) beforse ca. 1760

E flat 3 ca. 17607-ca. 657
E flat 4 1770s?

E flat 5 177087

E1
£2

E3
E4

F1
F2

F3

F4
F5

F6
F7
F8

F9

176087
176087

(lost) 7

1760s? (before ca. 1775)
176087

ca. 17607-69

177087

E_a_t 1 770?"9__3_1 75

1770s7

ca. 17607 (before 1764)

176087

"gﬁ« ﬁ;ud& '?k‘

ca. 1760? (bafore 1765)

F11 17603? (bafore 1768 )

F12 1760s? (before 1771)

G1

G2

G3
G4

Go

G6

G7

G8

177087

ca, 1755-ca. 607

ca. 17707?=-ca. 75

probably 1767 or 68
17608? (before ca. 1775)

(lost) probably 1760-66

ca. 17807

1760s? (before ca. 1775)

60



Table 11 (continued

A1 ca. 17607-64 B flat 1 ca. 1755-ca. 607

A2 ca. 1735-ca. 607 | B flat 2 1760s7

A3 (lost) 27 - B flat 3 ca. 17607-65

&4 17605?(bef01;'e ca. 1775) B flat 4 ca, 17707=79

és ca. 1755-607 B flat 5 ca. 1770?7-ca. 75

AG ca. 17607-64 , | B flat 6 ca. 17607=-64

A'i; ca. 1755-59 E ;B flat 'ég_g_. 17607-70

A8 ca. 17607-66 B flat 8 ca. 17607~ (before 1761)
A9 ° * C ~ B1 1770s? -

A10 1760s? | J

A11 ca. 17607-ca. 657

Doubtful Spurious
Q: C1 ca. 1755 (before 1757) S: C1 probably 1768 or 69
Q: F1* before 1769 S: D1 probably 1765 or 66

% = Brown F10

0f the authehtic symphoniss, 12 have been placed in the 1750s,
40 in the 1760s, 16 in the 1770s, 1 some time before ca. 1775, and
1 ca. 1780. If these estimates are accurats Ordonez's most prolific
years in the symphonic field were the 17603? with a falling off
during the 1770s and a virtual halt after ca. 1780. This cessation
after ca., 1780 is not surprising, considering Ordonez's increased
responsibilities at the Lower Austrian Regional Court and ths ’'court's

musical establishment, and also his ill-health (which led in 1783 to

his retirement from both establishments)jl
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6.

Te

Notes

For a discussion of the chronological problems presented by
the chamber music sse A. Peter Brown, 'The chamber music with
strings of Carlos d'Ordonez: a bibliographic and stylistic

study', Acta Musicologica, XLVI (1974), p.223,

See above, p.Z28..
See above, pp.47-48.

'‘Watermarks and musicology', Acta Musicologica, XXXIII (1961),
pPpe. 126, 127,

A fuller discussion of style follows in Cht. 4.

By a movement in binary/sonata form I mean one which can be
divided into exposition, development and recapitulation but

which lacks the most esssntial element of sonata form proper:
tonal dualism-in the expasition.

See above’ PPe B-g’ 11"'12- .
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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. Howsever, after consid-
eration of biographical and stylistic evidence, the following
conclusions may be drawn. A number of symphonies may have been

commissioned by the Tonkinstler.Socistdt, of which Ordonez was a member

between 1771 and 1784, although only two performances are documented, |

Similarly, as Ordonez was a member of the Viennese Hof-Musikapells (on
a reqular basis between 1779 and 1783, and psrhaps on a casual basis
between 1766 and 1779), it seems almost certain that some of his
symphonies were performed by that body, even though he was employed

2

as a performer rather than composer;“ morsover, fugal movements in

FB8, E4 and AS and predominantly contrapuntal movements in D2, D5, E2,

G7, A10 may well have beesn designed to please the conservative taste

3

of the Viennese court.” gome symphonies may have been composed for

the church - in particular, C10, which has an antiphonal layout (two
choirs of trumpsets and timpani), and C1 and E flat 3, which have
'Corellian' da chiesa designs (S~F-S-F and S--F).4 Ordonez rarely,
if ever, composed with publication in mind, as prints of his music

are so rare. Perhaps soms, possibly even most, of his symphonies

were composed not for immediate performance but for sale to the

copyists; indeed, the fact that Ordonez never held a post as a

composer lends weight to this supposition.
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Orchestration

Ordonez was a fins orchaestrator: clearly his considserable
experience as an orchestral player stood him to good advantags. His

‘approach to orchestration is characterized by continuous variety and

contrast and care over detail, As his style matures the most impressive

1aspect is the attention given to the wind group: its role widens

considerably.

Nearly half the symphonies in Category 1 are scored for strings

o

alone; oboes and horns are added in three symphonies, and trumpets

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 strings, two oboes and twoc horns; to this basic group trumpets and

timpani are added in five C major symphonies and two in D; most

interestingly, the orchestra in C10 is divided into three choirs (two

J

of trumpets and timpani and one of oboes, horns and strings). Five

symphonies from Category 2 and one symphony from Category 1 have tuwo

viocla parts either throughout or in part: this penchant for divided

violas is unusual - Haydn, for example, rarely uses them, and not at
all before 1774. The basic orchestra for the symphﬁnies of Categories
3 and 4 is still strings with two oboes and horns; in three casses

trumpets and timpani are added. Howsver, whersas 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 scoring are given in Table 12.



EFstimated

/el

chronology"

Category 1

(1750s)

Table 12

The scoring of the symphonies

Scoring Symphonies
Strings’ D4, E fPlat 2 (lost), G2,
A7, B flat 1

C
strings (v1, v2, b) AS

Strings, 2 0bs,2hns C11, F6, A2

Strings, 2 hns C1, D8

Strings, 2 tpts and C4

timp

Category 2 Strings, 20bs,2hns C7, D2, D3, D10,

(1760s)

E flat 3, E flat 4,
E1, E2, E4, F1, F2,
F11, G4, G5, A1,

A4, A6, A8, B flat 2

Strings, 2 obs G6, G8, B flat 7

Strings, 2 obs, 2 hns,

2 tpts, timp c2, C3, CS5, C8, C12,
D1, D7
Strings C15*%, F7, F9, F12,

A10, A11, B flat 3,
B flat 6, B flat 8
Strings (v1, v2,
va, vc, b) D9

Strings (vi, v2, b) F8
Strings, 2 obs, 2‘hns,

2 choruses of tpts and
timp C10

65

Comments

2 'corni dicaccia?

in C11

C7, B flat 6 have

2 va partsy F2, G8

have 2 va parts in

119 B flat 2 has

2 va parts in II and
the Trio. C2 has
solo vec in II. D1
has 2 fls in 11
(replacing obs).,
B-Bc copy of B flat 8

has 2 obs, 2 hns



Table 12 (continued

Estimated 5
chronoloqy scoring Symphoniss

Category 3 Strings, 2 obs, 2 hns C13, D6, E flat 1,

(17703) E flat 5, F3, F4, F5,
G1, G3, B flat 4,

B flat S, B4

Strings, 2 aobs, 2hns,

2 tpts, timp C9, C14, DS

Category 4 Strings, 2obs, 2hns G7

(_t_:_g_. 1780)

Chronology

unknown Strings, 2 obs, 2 hns,
2 tpts, timp Cé (lost)
Unknown E3 (lost)
Unknouwn A3 (lost) -

Strings (vi, v2, b) A9

9 see above, pp. 94-=62,
b

66

Comments

A keyboard instrument

is supserfluous in
this group. Separate
vc and b in D3, D6,
F3, FS, G1, B flat 4,
B1. Separate vc and
db in D2, 2 va parts
in B flat 4, F4/11

has 2 fls (replacing

obs) and 2 bns

Separate vc and b in
D3, and, in V, solo v

and 2 va parts

Separate vc and b

Unless otherwiss stated, strings are in 4 parts (violin 1, violin 2,

viola, basso)j; unless otherwise stated, the 'basso! part is for cellos,
double basses, bassoon or bassocons (whers oboss are present) and, in



