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More recently, we have been forced to address themultitude of Bach’s borrowings in his vocalmusic for the
city churches in Hamburg, where he served the last two decades of his life. Virtually all of these borrowings
have now been identified, thanks in part to the editorial staff at CPEB:CW and the Bach-Archiv Leipzig.
(Appendices to certain volumes in series IV and V often contain one or more ‘Vorlagen’, that is, the original
versions of arias and choruses that Bach adapted, more often than not with a parody text.) It is fascinating to
see Bach as an editor and arranger of works by his contemporaries, especially Georg Benda, Gottfried August
Homilius and the brothers Graun, but also his brothers W. F. Bach and J. C. F. Bach, his father J. S. Bach and
godfather Georg Philipp Telemann.

But why did Bach spend time looking for arias to fit a text or dramatic situation instead of writing new
settings himself? He did take special pride in writing his own accompanied recitatives, and in a few Passions
one or two such movements are the only original music he contributed. Clearly, he could write excellent
choruses (like the ‘Sicut erat’ fugue at the end of the Magnificat, later reworked as ‘Herr, es ist dir keiner
gleich’ in his Easter cantata Wq243), and in his last decade he relied increasingly on arranging his ‘Gellert
Songs’ as arias or choruses. One obvious explanation is that the duties of music director in Hamburg were
very different from what he was accustomed to as royal accompanist at the court of Frederick the Great in
Berlin and Potsdam. Reading Charles Burney, who spent a week with Bach in 1772, one gets the distinct
feeling that the composer didn’t feel it was worth the effort to present his best work. On the other hand, he
continued to write and publish his music (often ‘im Verlag des Autors’) until his death in December 1788.

Our goal is to complete the edition by 2020, though I must admit that there are days when this seems
impossible. Work would go faster if the music itself and the editorial issues it raises weren’t so complex. Of
course, this is what makes the work interesting (and occasionally exciting) for me andmy colleagues – Laura
Buch, Jason B. Grant andMarkW. Knoll. Indeed, at times we can practically see the composer at work, often
making revisions and refinements over weeks or months or years, while in other cases we know that there
must have been sketches or drafts that are now lost forever. But it has been an adventure and an education.
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THE ITALIAN NATIONAL EDITION OF THE COMPLETE WORKS OF LUIGI BOCCHERINI:
AN UPDATE

To date, six volumes of the Italian National Edition of the Complete Works of Luigi Boccherini, directed
by Christian Speck, have been produced: three volumes of chamber music, two of vocal music and one
containing an opera.

The chamber-music volumes, edited by Rudolf Rasch, relate to the early life of the composer. As Rasch
states, while the SixDuets for TwoViolinsOp. 3, g56–61 (published in 2007), and the Six Trios for TwoViolins
and Cello Op. 1, g77–82 (published in 2013), can be considered part of a series of exercises in composing for
two to four stringed instruments, they remain complete, evenmature, compositions (Introduction to edition
of Op. 1, xiii). The Six Sonatas for Keyboard and Violin Op. 5, g25–30 (published in 2009), written during
Boccherini’s stay in Paris in 1786, are atypical of the composer’s musical output generally. However, as is the
case for the Op. 1 set, they were amongst Boccherini’s most widely disseminated single compositions, having
been reprinted and copied more frequently than any of his other works.

With regard to vocal music, Concert Arias G 544–559, edited by Christian Speck, emerged in 2005 as the
first volume of the complete edition. This consists of fifteen concert arias in total, twelve of which were
written between 1786 and 1797, each using the title ‘Aria accademica’. Also published in the same volume was
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a ‘Duetto accademico’ dating from September 1792, which assisted in establishing the composition dates of
the concert arias.

The first critical edition of Clementina, the only zarzuela composed by Boccherini, and one of the small
number of works by him written for the theatre, was published in 2013, edited by Miguel Ángel Marín.
Composed in 1786 on a libretto by Ramón de la Cruz (1731–1794), both music and text were commissioned
by the Countess-Duchess of Benavente María Faustina Téllez Girón y Pérez de Guzmán (1724–1797), issuing
from the close relationship that both composer and playwright enjoyed with the houses of Osuna and
Benavente.

In 2016 a very important volume was issued, the product of a number of years of research: it contains the
first critical edition of the versions for one (1781) and three voices (1801) of the Stabat Mater, edited by Luca
Lévi Sala. One of the most familiar of Boccherini’s works, even amongst non-specialists, the Stabat Mater
can be considered the most representative work of the notoriously small sacred output of the composer. The
edition is ground-breaking on many fronts. Via study of the handwriting, it provides evidence that the most
important sources – the manuscript in Washington, the only source relating to the first version of 1781, and
the manuscript of the second Spanish version, Op. 61, preserved in Lucca and dating back to 1801 – are not
autographs. Consequently, these and other sources can now be dated almost definitively. Finally, three new
manuscript sources (preserved inWashington, Paris andRome,mentioned neither in RISMnor in the related
literature) have been found, together with new specimens of the Amiconi edition published in Naples, the
first French edition by Sieber, and of those of Guidi and Breitkopf. The 1781 edition, printed in a performing
version in 2015, has provided the basis for a recent recording by the Ensemble Symposium with soprano
Francesca Boncompagni, under the auspices of the Centro Studi Opera Omnia Luigi Boccherini in Lucca
(Brilliant Classics 95356).

To date, the opera omnia has published more than seventy volumes of performing editions, consisting
of chamber-music scores, reductions for voice and piano and sets of parts. In two cases these publications
include chamber works to be issued in a critical edition in 2017: the Six Sextets for Strings Op. 23, g454–459,
edited by Fabrizio Ammetto, and the Eight Quintets for Guitar, Two Violins, Viola and Violoncello g445–
450, 451, 453 and Twelve Variations on ‘La Ritirata di Madrid’ in Cmajor (g deest), edited by FulviaMorabito
and Andrea Schiavina.

Also to be mentioned is a work discovered by Fulvia Morabito, the Divertimento in E flat major for Two
Violins, Two Violas and Violoncello, g406. This was published in 2012, and will be included as Volume
XXV.4 of the critical edition (Seven Quintets for Two Violins, Two Violas and Violoncello, g385–390 and
406; in preparation). Mentioned by Louis Picquot but considered lost by Yves Gérard, this is the thirteenth
item of a miscellaneous codex containing seventeen quintets by the composer preserved at the Bayerische
Staatsbibliothek in Munich. This codex has also provided a primary source for the critical edition of
the quintets for guitar cited above. Although they have come down to us through three non-autograph
manuscripts and three unauthorized printed editions from the early twentieth century, it has been possible
to establish their authorship and dating, and to discover new evidence about their musical sources.

For further information go to <www.luigiboccherini.com>.
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THE TELEMANN SELECTED CRITICAL EDITION

The goal of the Telemann-Ausgabe (TA) has always been to present scholarly editions of important and
characteristic works from Georg Philipp Telemann’s vast and still hard-to-assess oeuvre, with proper scope
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