
Jan Dismas Zelenka's Missa Dei Patris (1740):
The Use of stile misto in Missa Dei Patris (ZWV 19)

Item Type text; Electronic Dissertation

Authors Cho, Hyunjin

Publisher The University of Arizona.

Rights Copyright © is held by the author. Digital access to this material
is made possible by the University Libraries, University of Arizona.
Further transmission, reproduction or presentation (such as
public display or performance) of protected items is prohibited
except with permission of the author.

Download date 26/05/2023 10:34:12

Link to Item http://hdl.handle.net/10150/195489

http://hdl.handle.net/10150/195489


JAN DISMAS ZELENKA‟S MISSA DEI PATRIS (1740): 

THE USE OF STILE MISTO IN MISSA DEI PATRIS (ZWV 19) 

by 

HyunJin Cho 

 

 

 

 

______________________ 

Copyright ©  HyunJin Cho 2010 

 

A Document Submitted to the Faculty of the 

SCHOOL OF MUSIC 

In Partial Fulfillment of the Requirements 

For the Degree of  

DOCTOR OF MUSICAL ARTS 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

 

2010 

 



2 

 

 

THE UNIVERSITY OF ARIZONA 

GRADUATE COLLEGE 

 

As members of the Document Committee, we certify that we have read the document 

prepared by HyunJin Cho entitled Jan Dismas Zelenka‟s Missa Dei Patris (1740): The 

Use of stile misto in Missa Dei Patris (ZWV 19) and recommend that it be accepted as 

the fulfilling requirements for the degree of Doctor of Musical Arts 

 

___________________________________________________ Date: 07/16/2010 

Bruce Chamberlain 

 

___________________________________________________ Date: 07/16/2010 

Elizabeth Schauer 

 

___________________________________________________ Date: 07/16/2010 

Robert Bayless 

 

Final approval and acceptance of this document is contingent upon the candidate‟s 

submission of the final copy of the document to the Graduate College. 

 

I hereby certify that I have read this document prepared under by my direction and 

recommend that it be accepted as fulfilling the requirement. 

 

____________________________________________________ Date: 07/16/2010 

Document Director: Bruce Chamberlain 

 

 

 

 

 

 

 

 

 

 



3 

 

 

STATEMENT BY AUTHOR 

 

This document has been submitted in partial fulfillment of requirements for an 

advanced degree at the University of Arizona and is deposited in the University Library 

to be made available to borrowers under rule of the Library. 

 

Brief quotations from this document are allowable without special permission, 

provided that accurate acknowledgement of source is made. Requests for permission for 

extended quotation from or reproduction of this manuscript in whole or in part may be 

granted by the copyright holder. 

 

      

 

 

Signed: HyunJin Cho 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



4 

 

 

ACKNOWLEDGEMENTS 

 I would like to offer sincere thanks to all who have helped me on this journey. I 

deeply thank Dr. Bruce Chamberlain for his insight, patience and guidance. I thank Dr. 

Elizabeth Schauer for her help and encouragements. I thank Dr. Robert Bayless for his 

support. I thank Dr. Lani Johnson for her immense help and effort with this document. I 

also thank Martin Rheinhold for helping me in translating German. I thank Dr. Thomas 

Cockrell for imparting a great amount of knowledge about orchestral music. I offer 

special gratitude to my previous teachers, Professor Jong-Yoon Park and Dr. Joseph 

Flummerfelt for leading me to a deep understanding of choral music. 

 I thank my friends and colleagues both at the University of Arizona for the times 

we shared many thoughts and musicianship together. I thank the members of the Korean 

Presbyterian Church of Tucson for their prayers and supports. I am grateful to Ji-Young 

Kim for her tremendous help with this document. 

 I cannot thank enough my loving family, both my parents and parents-in-law, for 

their unconditional love and support throughout my study in the United States. I thank my 

sisters-in-law for their support as well. I thank my precious two girls, Ha-Yeon and Joo-

Yeon, for giving me big joy and inspiring me to become a better mom. There are not 

enough words to thank my loving husband, Sangkyu, for his understanding and 

supportive love throughout the whole process. 

 Finally, I offer heartfelt thanks to God who has been faithfully loving and 

guiding me throughout my whole life. Without you I am nothing. 

 

 



5 

 

 

TABLE OF CONTENTS 

LIST OF TABLES ..............................................................................................................9 

LIST OF MUSICAL EXAMPLES ...................................................................................10 

ABSTRACT ....................................................................................................................11 

CHAPTER I: INTRODUCTION ......................................................................................13 

CHAPTER II: MUSICAL STYLES IN THE FIRST HALF OF THE EIGHTEENTH 

          CENTURY ....................................................................................................16 

 Music in Stile Antico and Stile Moderno ..............................................................16 

Origins and Characteristics of Music in Stile Antico ................................17 

Origins and Characteristics of Music in Stile Moderno ............................22 

Compositional Styles of Mass Settings .................................................................25 

The Definition of Stile Misto ....................................................................25 

Cantata Mass Settings ...............................................................................27 

CHAPTER III: ZELENKA‟S LIFE AND COMPOSITIONS...........................................29 

Early Years in Bohemia, Dresden, and Vienna (1679-1719) ................................29 

First Dresden Period (1719-1732) ........................................................................30 

Second Dresden Period (1733-1745) ....................................................................32 

 



6 

 

 

TABLE OF CONTENTS ― Continued 

CHAPTER IV: COMPOSITIONAL STYLES OF ZELENKA‟S MASS SETTINGS .....33 

General Styles of Zelenka‟s Mass Settings ...........................................................33 

Missae Ultimae (The final masses) .......................................................................34 

Origins of Missae Ultimae ........................................................................34 

Overall Structure and the Use of Stile Misto in Missae Ultimae ..............36 

The Use of Stile Antico in Missae Ultimae .........................................40 

 Choral fugues ..........................................................................41 

 Motet-style movements .............................................................46 

The Use of Stile Moderno in Missae Ultimae .....................................48 

 Arias ........................................................................................48 

 Stile concertato .........................................................................51 

Other types: Szenen and transitional movements ......................53 

CHAPTER V: USE OF STILE MISTO IN MISSA DEI PATRIS (ZWV 19) .....................55 

CHAPTER VI: ANALYSIS OF MISSA DEI PATRIS (ZWV 19) .....................................58 

Kyrie .....................................................................................................................58 

Kyrie Eleison I ..........................................................................................58 



7 

 

 

TABLE OF CONTENTS – Continued 

Christe Eleison ..........................................................................................59 

Kyrie Eleison II .........................................................................................61 

Gloria ....................................................................................................................61 

Gloria in Excelsis Deo ..............................................................................61 

Domine Deus ............................................................................................64 

Domine Fili ...............................................................................................66 

Qui Sedes ..................................................................................................68 

Quoniam Tu Solus Sanctus .......................................................................70 

Cum Sancto Spiritu ...................................................................................72 

Credo .....................................................................................................................73 

Credo in unum Deum ................................................................................73 

Et Incarnatus Est .......................................................................................75 

Crucifixus ..................................................................................................75 

Et Resurrexit .............................................................................................76 

Et Vitam Venturi Saeculi ...........................................................................79 

 

 



8 

 

 

TABLE OF CONTENTS ― Continued 

Sanctus and Benedictus .........................................................................................80 

Sanctus ......................................................................................................83 

Benedictus .................................................................................................84 

Hosanna .....................................................................................................84 

Agnus Dei .............................................................................................................85 

Agnus Dei I ...............................................................................................85 

Agnus Dei II ..............................................................................................86 

Dona Nobis Pacem ....................................................................................88 

CHAPTER VII: CONCLUSION ......................................................................................89 

APPENDIX: CONSENT LETTER FROM BREITKOPF & HÄ RTEL ...........................92 

REFERENCES .................................................................................................................93 

 

 

 

 

 

 



9 

 

 

LIST OF TABLES 

Table 1. Stylistic Terminology Applied to the Late Renaissance and Early Baroque .......17 

Table 2. Movements in Stile Antico in Mass in B minor ...................................................19 

Table 3. Overall Structure of the Three Masses of Missae Ultimae .................................37 

Table 4. Choral Fugue Movements in Missae Ultimae .....................................................42 

Table 5. Aria Movements in Missae Ultimae ....................................................................49 

Table 6. Chorus Movements in Stile Concertato from Missae Ultimae ...........................52 

Table 7. Structure of Missa Dei Patris ..............................................................................57 

Table 8. Structure of “Kyrie eleison I” of Missa Dei Patris ….........................................59 

Table 9. Ritornello Form of “Gloria in excelsis Deo” from Missa Dei Patris .................63 

 

 

 

 

 

 

 

 

 

 

 

 



10 

 

 

LIST OF MUSICAL EXAMPLES 

Example 3.1, “Domine Deus, Agnus Dei” from Missa Sapientiae ..................................21 

Example 3.2, “Cum Sancto Spiritu I & II” of Missa Dei Filii ..........................................39 

Example 3.3, Embellished Parts from “Cum Sancto Spiritu II” from Missa Dei Filii .....43  

Example 3.4, Three Orchestral Motives in “Et vitam venturi” from Missa Dei Patris ....44 

Example 3.5, “Cum Sancto Spiritu II” from Missa Omnium Sanctorum .........................45 

Example 3.6, “Et incarnatus est” from Missa Dei Patris .................................................47 

Example 3.7, Vocal Lines of “Quoniam tu solus Sanctus” for Soprano  

from Missa Dei Patris .................................................................................50 

Example 3.8, “Quoniam tu solus Sanctus I” from Missa Omnium Sanctorum….…........54 

Example 4.1, Orchestral Motive in “Kyrie eleison I” .......................................................58 

Example 4.2, Four Orchestral Motives in “Christe eleison” ............................................60 

Example 4.3, Four Orchestral Motives in “Gloria in excelsis Deo” .................................62 

Example 4.4, Changes of Tempo and Rhythm in “Domine Deus”....................................65 

Example 4.5, Three Main Rhythmic Figures in “Domine Fili” ........................................67 

Example 4.6, Long Melismatic Phrase in “Domine Fili” .................................................68 

Example 4.7, Sudden Change of Tempo in “Qui sedes” ..................................................69 

Example 4.8, Five Motives in “Quoniam tu solus Sanctus” .............................................71 

Example 4.9, Two Subjects and Two Motives in “Crucifixus” ........................................76 

Example 4.10, Unison on “Et vitam venturi” ...................................................................80 

Example 4.11, Beginning of “Kyrie eleison II”.................................................................81 

Example 4.12, Beginning of “Hosanna” ...........................................................................82 

Example 4.13, Beginning of “Agnus Dei II”.....................................................................87 

 

 

 

 

 



11 

 

 

ABSTRACT 

Bohemian-born Baroque composer, Jan Dismas Zelenka (1679-1745) and his music 

have been little known until recently. During his career in Dresden as a court church 

composer from 1710 until his death in 1745, Zelenka composed over150 sacred choral 

compositions. 

The three masses in the collection entitled Missae ultimae (ZWV 19-21) were 

written toward the end of his life, between 1740 and 1741. Like his other masses, these 

three are cantata masses, in which the texts of the mass ordinary are divided, and set as 

separate movements.  

I will use the term, “section” to refer to the five parts of the mass ordinary, the Kyrie, 

Gloria, Credo, Sanctus, and Agnus Dei, which, together, commonly comprise the sung 

mass setting. Since each such section may be further divided in a cantata mass, I will call 

each subdivision a “movement,” enclosing movement titles in double quotation marks. 

Thus, within the Sanctus, a section, may be the “Sanctus,” “Benedictus,” and “Hosanna” 

movements.  

In each movement of each mass, Zelenka uses various forms, and compositional 

techniques in two different styles. Some movements are written in stile antico featuring 
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imitative or fugal techniques. Other movements are written in stile moderno, and can be 

divided into two categories: choruses with orchestral ritornellos, and arias for solo voice 

or soli voices. Of great interest, however, is the skill with which Zelenka uses these two 

different styles within a complete setting of the mass ordinary, or even within single 

movements, creating stile misto in Missae ultimae by matching specific musical 

approaches to the character of the different texts. 

I will first discuss various musical forms and styles in the three masses of Missae 

ultimae. In Chapter 4, I will focus on the first mass, Missa Dei Patris (ZWV 19), since 

this work shows more stylistic contrast between movements than the other two masses. In 

Chapter 4, I will outline the compositional techniques of each movement. For the sake of 

consistency, the titles of each movement have been capitalized as published in Das Erbe 

Deutscher Musik – Bands 93 (1985), 100 (1989), and 101 (1989) – of Breitkopf und 

Härtel.  
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CHAPTER I: INTRODUCTION 

Until the 1950s, Zelenka‟s works were seldom performed and largely neglected. 

Little was known about his personal life and only a few of his own letters or descriptions 

of his works were extant. The study of Zelenka and his compositions has been largely 

within the context of the Catholic court church at Dresden, for which he worked for more 

than thirty years.
1
 In fact, most of his compositions were written exclusively for 

liturgical use at the Dresden court church.  

Starting with the publication of his instrumental works in the 1950s, Zelenka‟s 

compositions gradually gained popularity with musicians and audiences.
2
 Some of his 

sacred compositions were published by Carus-Verlag, and Breitkopf & Härtel in the 

1980s and 90s.
3
  

Zelenka‟s last three masses, under the title of Missae ultimae (ZWV 19-21, 1740-41), 

are valuable to investigate because they are a culmination of the compositional 

techniques and formal complexities that Zelenka mastered throughout his life. Several 

                                            
1
 Janice B. Stockigt, Jan Dismas Zelenka: A Bohemian Musician at the Court of Dresden (New York: 

Oxford University Press, 2000), vii.  
2
 His six sonatas (ZWV 18) for combinations of instruments such as oboes, a violin, and a basson, all 

of which are accompanied by basso continuo were published by Bärenreiter in the 1950s and 60s. 
3
 Breitkopf & Härtel published Zelenka‟s late choral compositions in its series, Das Erbe Deutscher 

Musik (Volumes 93, 100, 101, 103, and 108). 
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scholars have analyzed aspects of Zelenka‟s late mass compositions, but none has 

focused on his use of stile misto in Missae ultimae. For instance, in the article,  

“„Vermischter Kirchenstil‟ und dramatische Konzepte in Zelenkas kirchenmusikalischem 

Spätwerk” (Mixed church style and dramatic concepts in Zelenka‟s late church music) 

Thomas Kohlhase considers three factors of Zelenka‟s works: typical structure, liturgical 

reference, and dramatic tendencies in his late works.
4
 Kohlhase, however, does not 

systematically analyze the whole structure of Missae ultimae.  

Janice B. Stockigt discusses Missa Omnium Sanctorum (ZWV 21) in her book, “Jan 

Dismas Zelenka (1679-1745): A Bohemian Musician at the Court of Dresden.” This 

analysis is descriptive in nature and focuses only on the Credo.  

The Missa Dei Filii (ZWV 20) was analyzed by Patricia Corbin in her dissertation, 

“A Contextual Analysis of the Missa Dei Filii.” Corbin‟s analysis brings to light the 

various musical forms and styles, such as fugue, motet, aria, ritornello, and concerto that 

Zelenka uses. My document will differ from that of Corbin as I discuss Zelenka‟s stile 

misto in Missae ultimae, and will focus on Missa Dei Patris (ZWV 19).  

                                            
4
 Thomas Kohlhase, “„Vermischte Kirchenstil‟ und dramatische Konzepte in Zelenkas 

kirchenmusikalischem Spätwerk,” in Zelenka-Studien I, Musik des Ostens 14 (Kassel: Bärenreiter, 1993), 

323-43.  
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It is hoped that this document will be a valuable new tool in understanding stile 

misto in Zelenka‟s Missae ultimae, focusing on Missa Dei Patris, and will make a unique 

contribution to the existing scholarship. 
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CHAPTER II: MUSICAL STYLES IN THE FIRST HALF  

OF THE EIGHTEENTH CENTURY 

 

Music in Stile Antico and Stile Moderno 

As new musical styles and forms appeared in the early Baroque era, composers and 

music scholars began to differentiate them from those of the Renaissance. Claudio 

Monteverdi, whose musical style is transitional between the Renaissance and Baroque 

eras, outlined the prima prattica and seconda prattica early in the seventeenth century, in 

the preface to his Fifth Book of Madrigals.
5
 Johann Joseph Fux and Johann Mattheson 

also classified two different musical styles that arose in the early seventeenth century in 

their treatises, Gradus ad Parnassum and Der vollkommene Capellmeister, respectively.
6
  

Modern scholars have employed a variety of terms to distinguish between the styles 

of the late Renaissance and early Baroque, as the following table indicates: 

 

 

 

 

                                            
5
 Nicholas Anderson, Baroque Music: From Monteverdi to Handel (London: Thames and  

Hudson, 1994), 38. 
6
 Ibid. 
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Table 1. Stylistic Terminology Applied to the Late Renaissance and Early Baroque 

Old style  Modern Style 

Moteten-Styl Madrigal-Styl 

stylus gravis stylus luxurians 

stile antico stile moderno 

stile da cappella stile concertato 

prima prattica seconda prattica 

 

Of the terms above, stile antico and stile moderno are most widely used. The term 

stile antico, is applied to music in the style of Renaissance era, and stile moderno, to the 

music of concerted style of the early Baroque era. 

 

Origin and Characteristics of Music in Stile Antico 

Marco Scacchi (c. 1600-1662) first used the term stile antico in 1643 in his treatise 

Cribrum musicum.
7
 Many composers and music scholars have discussed what the term 

really means. Johann Joseph Fux (1660-1741) composed in stile antico, and showed his 

interest in reviving Palestrina‟s music in Gradus ad Parnassum, published in 1725.
8  

Music written in stile antico has the general features associated with “Renaissance 

polyphony, such as alla breve metre, imitative textures, Palestrina‟s approach to 

dissonance, scoring for full choir, and a balanced melodic style reminiscent of 
                                            

7
 Stephen R. Miller, “Stile antico,” in The New Grove Dictionary of Music and Musicians, ed. 

Stanley Sadie. 2
nd

 ed. Vol. 24 (London: Macmillan Publishers Limited, and New York: Grove‟s  

Dictionaries Inc., 2001), 390. 
8
 Ibid. 
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Palestrina‟s.”
9
 The compositions in stile antico specifically by German composers, in the 

eighteenth century contain the following features: alla breve with the use of white-note 

notation, dissonances, such as suspensions and anticipations, tactus, and use of stretto.
10

  

The most representative characteristic of stile antico is an imitative technique in the 

style of Palestrina. Most Baroque composers were taught to compose church music 

modeled on Palestrina‟s style and were expected to become familiar with both old and 

modern styles.
11

 Composers employed stile antico to contrast with the styles of their own 

century. According to Christoph Wolff, music of the eighteenth century written in stile 

antico maybe divided into three types: motet-style movements, choral fugues, and chant 

quotation.
12

 These three types can be presented in the same or in separate movements. 

In the case of Mass in B minor, BWV 232 (1724-1749) by J.S. Bach (1685-1750), 

one of the most outstanding works of the century, some movements are clearly written in 

stile antico. Scholars have classified these and cited their archaic features, as seen in the 

following table. 

                                            
9   

Ibid. 
10

 George B. Stauffer, Bach: The Mass in B minor: The Great Catholic Mass (New Haven: Yale 

University Press, 2003), 61. 
11

 Patricia Corbin, “A Contextual Analysis of the Missa Dei Filii by Jan Dismas Zelenka” (DMA diss., 

Indiana University, 1998), 40.  
12

 Christoph Wolff, Der Stile Antico in der Muisik Johann Sebastian Bachs: Studien zu Bachs 

Spätwerke (Franz Steiner Verlag GMBH, 1968). 

 



19 

 

 

Table 2. Movements in Stile Antico in Mass in B minor
13

 

Movements in stile antico Mass Ordinary 

Part 

Types and Features 

Kyrie eleison II Kyrie  Fugue (ricercare) 

Gratias agimus tibi  Gloria Motet in imitative style 

Credo in unum Deum  

 

 

 

 

Credo Motet 

Alla breve meter  

Use of white-note notation 

Dense web of vocal counterpoint 

Plainsong cantus firmus 

Crucifixus etiam pro nobis Credo Alla breve meter 

Dense vocal polyphony 

Confiteor unum baptisma Credo Alla breve meter 

Use of white-note notation 

Dense vocal polyphony 

Plainsong cantus firmus 

Dona nobis pacem 

 

Agnus Dei Motet in imitative style 

(Musically identical with Gratias 

agimus tibi) 

 

While Bach wrote relatively strict stile antico movements in this mass, his 

contemporaries modified their approaches by incorporating some elements of the time. 

Even when composers employed “antique” writing, they often incorporated “modern” 

features, as well.  

 

 

 

                                            
13 

This table is based on information, found in Bach: The Mass in B minor: The Great Catholic Mass 

by George B. Stauffer, and “stile antico” from Oxford Composer Companions: J.S. Bach by Alberto Basso. 
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Recent investigations have shown that the “Palestrina style” of the Baroque actually 

differs from its model; the theorists eternalized in their rules a fictitious strict style 

which bears the semblance of renaissance music, but which, in fact, is subtly 

infected with modern licenses. Although this unintentional transformation took place, 

as it were, behind the backs of the composers, they continued to speak of the stile 

alla Palestrina.
14

 

 

For instance, fugues, considered to be written in stile antico, have two themes – 

subject and counter-subject ― unlike Palestrina‟s species counterpoint. J.J. Fux favored 

this type of fugue.  

 

Fux is probably most famous today for his use of the pedagogical progression from 

species counterpoint to fugue, but he probably also deserves credit for popularizing 

the terms “subject” and “countersubject” which he used, in their Latin forms, for the 

two themes of a fugue.
15

 

 

Another example of modification of stile antico in the eighteenth century is found in 

the motet-style movements. Those movements are set in a polyphonic manner, in which 

every new line of the text gets its own melodic and rhythmic motive as in Renaissance 

motets. Many composers in Rome and Napoli such as Orazio Benevoli (1605-1672) and 

Alessandro Scarlatti (1660-1725), reduced the size of the orchestra and chorus in the 

motets, or motet-style movements from tutti orchestra and chorus movements in their 

                                            
14

 Manfred F. Bukofzer, Music in the Baroque Era: From Monteverdi to Bach (New York: W.W. 

Norton, 1947), 3. 
15

 Paul Walker, “Fugue,” in The New Grove Dictionary of Music and Musicians II, vol. 9, 328. 
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liturgical works. They are often presented as solo or few-voice motets.
16

 An example is 

found in the “Domine Deus, Agnus Dei” movement from Missa Sapientiae by Antonio 

Lotti (1667-1740).  

 

Example 3.1, “Domine Deus, Agnus Dei” from Missa Sapientiae (mm. 16-32) 

 

                                            
16

 Christoph Wolff, “Motet,” in The New Grove Dictionary of Music and Musicians II, vol. 17, 217. 
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Although employing some modification to the music in stile antico, as noted above, 

composers in the eighteenth
 
century continued to compose in the Renaissance tradition.  

 

Origins and Characteristics of Music in Stile Moderno 

The term stile moderno, as distinguished from stile antico, is usually associated with 

new forms and genres of the early seventeenth century, such as opera, concerto, cantata, 

oratorio, and other instrumental genres of the time. Of these, the ones which had great 

influence on mass compositions of the time were opera and concerto. 

Opera, especially Neapolitan opera, grained great popularity throughout Europe. 

Neapolitan composers such as A. Scarlatti and his pupils focused on music for the solo 

voice. Each solo voice reflected its assigned character and required virtuosity. Most arias 

in Neapolitan opera are written in da capo form (ABA), in which the repeated A section 

is meant to be embellished with improvised ornaments.
17

 

In sacred works, composers were influenced by this operatic writing. Virtuosic arias 

for solo voice or soli voices constituted a large proportion of masses, cantatas, and 

litanies. This type of aria featured long-breathed lines, sequential patterns, and wide vocal 

                                            
17

 “Opera seria,” in Encyclopedia Britannica 2010 [Encyclopedia Britannica Online]; available from 

http://search.eb.com/eb/article-9057190; accessed 11 March 2010. 
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ranges. Sacred arias were not, however in da capo form like Neapolitan opera arias, 

because this form was considered unsuitable for liturgical texts. Instead, they are in 

binary or ternary form, with only the opening of a ritornello, or fragmented portion of it 

in the tonic key returning at the A' section. 

The concerto also came to prominence during the Baroque era. The term “concerto” 

is applied to “an instrumental work that maintains contrast between an orchestral 

ensemble and a smaller group or a solo instrument, or among various groups of an 

undivided orchestra.”
18

 In the Baroque era, concertos usually were in three movements: 

fast-slow-fast. In fast movements, composers usually adopted the ritornello principle, 

repeating the ritornello (refrain) throughout the movement.  

Instrumental concertos quickly became popular throughout Europe. Many 

composers wrote concertos in Italy and Germany after developmental contributions to the 

genre by Arcangelo Corelli (1653-1713) and Antonio Vivaldi (1678-1741). Some German 

composers, such as G.P. Telemann (1681-1767) and J.S. Bach adopted the concerto form 

in various ways. 

 

 

 

                                            
18

 Cliff Eisen and Michael Talbot, “Concerto,” in The New Grove Dictionary of Music and Musicians 

II, vol. 6, 240. 
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Some used concerto elements within the context of the French suite; others became 

completely immersed in the Italian style; others again combined various features of 

the Italian concerto with the traditional Germanic qualities of elaborate counterpoint 

and rich polyphony.
19

 

 

Due to the popularity of the concerto, features of concerto style (stile concertato) 

were absorbed into sacred compositions as well. In choral movements, the chorus and the 

orchestra have roles similar to those of the tutti orchestra and solo instrument, or small 

ensemble, in an instrumental concerto. While instruments merely double the chorus in the 

Renaissance, they have an independent role in the Baroque. When the orchestra plays a 

ritornello, usually at the beginning and end or in the middle of a movement, its recurring 

materials give unity to the movement. The ritornello appears in various ways; either in 

exact statement, or in fragments, and either in the same or in a related key.  

Orchestra in concerto-style movements generally consists of a string section (violins 

I and II, and viola), a pair of oboes and horns, trumpets, timpani, and basso continuo 

group, selected from bassoon, cello, double bass, organ, and harpsichord. Violins and 

oboes sometimes play independent motives or themes, while violas and other instruments 

tend to double corresponding voices from the chorus.  

                                            
19

 Pippa Drummond, The German Concerto (New York: Oxford University Press, 1980), vii. 
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These two modern traits, operatic style and concerto style, are found in many sacred 

compositions in the late seventeenth-, and early eighteenth-century.  

 

Compositional Styles of Mass Settings 

The Definition of Stile Misto 

Many early Baroque composers wrote sacred compositions in two styles – stile 

antico and stile moderno – or in a combination of the two, even in a single movement. 

John Butt makes a point that the early eighteenth-century mass was not written in a single 

specific genre but a conglomeration of different musical structures.
20

 

It is J.J. Fux who first described this new style, a combination of stile antico and stile 

moderno as stylus mixtus (stile misto), in his book, Gradus ad Parnassum in 1725.
21

 

Although used by scholars of the late Baroque, the term stile misto has never been 

adequately defined. George B. Stauffer defines stile misto as “the accommodation of 

concerted and a cappella writing in the same work” where there are “sections in 

retrospective Renaissance style standing next to sections in Baroque concerted style.”
22

 

 

                                            
20

 John Butt, Bach: Mass in B Minor (Cambridge: Cambridge University Press, 1991), 1. 
21

 John Edwards, and Alfred Mann, The Study of Counterpoint from Johann Joseph Fux’s Gradus ad  

Parnassum (Vienna, 1725; reprint, New York: Broude, 1965), 273. 
22

 George B. Stauffer, Bach: The Mass in B Minor (New Haven: Yale University Press, 2003), 13. 
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For the purposes of this study, the term, stile misto is used to describe multi-

movemented works of sacred music in which there are at least two contrasting styles of 

composition, dating from the Renaissance and the Baroque. This style influenced the 

works of Neapolitan composers and the late-Baroque Venetian and Viennese composers, 

whose masses are composed of movements in two different styles.
23

 

 

The “mixed style,” or “stile misto,” can be studied best in the big cyclic works from 

Catholic church music written in the first half of the eighteenth century such as 

masses, requiems, litanies, and psalm settings. This is also true for the wide repertoire 

of the Dresden court church. In these cyclic works, the liturgical text was divided into 

separate passages with different characters and settings. Therefore, we talk about the 

number mass in stile misto with choirs, ensembles, and arias.
24

 

 

The use of stile misto directly influenced the structure of sacred compositions, 

especially mass settings, presenting contrast from one movement to the next. 
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Cantata Mass Settings 

Many cantata or number masses in the late seventeenth and the early eighteenth 

century are written in stile misto. This genre was spread by Neapolitan composers, who 

traveled throughout Europe in the eighteenth century. These composers include A. 

Scarlatti, Francesco Durante (1684-1755) , and Niccolò Jommelli (1714-1774).
25

 Even 

though it is hard to accurately define the “Neapolitan” or “cantata” mass because of its 

diverse characteristics, one distinguishing trait is the division of the five sections of the 

ordinary text into shorter independent movements. This sectionalization may have come 

from the Italian secular cantata.
26

 

These movements, composed in various styles and forms, can be classified in the 

following three categories: “Choruses in stile antico with orchestral doubling of the 

voices, choruses where the orchestra plays a prominent part in the formal organization, 

and music for solo voices.”
27

  

These three types of movements may be integrated into a single work. The first type 

features choruses written in stile antico, and the other two types are written in stile 
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moderno, in terms of forms and compositional techniques. The movements usually set in 

stile antico are “Kyrie eleison II,” “Cum Sancto Spiritu,” “Crucifixus,” “Et vitam 

venturi,” and “Dona nobis pacem.” Other movements usually are written in stile moderno.  
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CHAPTER III: ZELENKA‟S LIFE AND COMPOSITIONS 

 

Early Years in Bohemia, Dresden, and Vienna (1679-1719) 

Not much is known about Jan Dismas Zelenka, except that he was born in 

Louňovice, a small Bohemian village southeast of Prague, into a family of talented 

Bohemian musicians, and was baptized on 16 October 1679. He received his first music 

lessons from his father, Jiřik, who worked as cantor and organist in Louňovice.  

Although it is not certain when Zelenka moved to Dresden, it is assumed that he 

arrived in late 1709, or 1710.
28

 Zelenka was employed as a violone player in the Dresden 

court church orchestra with other virtuosic instrumentalists from all over Europe. His first 

mass setting as a court composer in Dresden is Missa Sanctae Caeciliae  

(ZWV 1), which was written for the feast of St. Cecilia in 1711. By 1714, when his 

second mass setting, Missa Judica me (ZWV 2) was composed, Zelenka was promoted to 

court church composer, with a raise in salary from 300 to 400 thaler.
29

  

From 1716 to 1719, Zelenka received instruction in Vienna from Fux, Kapellmeister 

to Emperor Charles VI. Under Fux‟s instruction, Zelenka mastered contrapuntal 
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techniques that had been established through the sixteenth century and demonstrated 

especially in Palestrina‟s music.
30

 During these years, he also compiled a collection, 

Collectaneorum musicorum libri quatuor, which contained works by Frescobaldi, 

Morales, Palestrina, Froberger, Fux, and Vivaldi.  

Zelenka may have visited Venice in 1716, and stayed until January 1717 to study 

with Antonio Lotti.
31

 During this time, Zelenka probably studied Italian concerto style 

and operatic writing. In 1719, Zelenka returned to Dresden, rejoining the court church 

orchestra as a violone player.  

 

First Dresden Period (1719-1732) 

With the marriage of Electoral Prince, later Friedrich August II to the Hapsburg 

Electoral Princess, Maria Josepha, and their arrival in Dresden in 1719, Catholic church 

music in that city flourished. The Saxon Elector, Friedrich August I, converted to 

Catholicism in 1697. From that time, court composers were asked to write solemn masses 

with trumpets every year as well as Vespers settings, Holy Week music, and music for 

special occasions such as name days.32
 His son, Friedrich August II, converted to 

Catholicism after his father, and married Maria Josepha who was particularly devoted to 
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Catholicism and its music.  

Starting in 1720, at the Catholic royal chapel where the Lutherans had had their 

services before, the Kapellmeister J.D. Heinichen, G.A. Risorti, and Zelenka began to 

compose, collect and arrange music for the chapel.
33

 The majority of Zelenka‟s liturgical 

works were composed during this period, including masses (ZWV 3-14), psalm settings, 

magnificats, hymn settings, Marian antiphons, Te Deum settings, and litanies.   

Beginning in 1726, Zelenka compiled 360 works that had been performed in the 

Dresden chapel under the title Inventarium rerum Musicarum Ecclesiae servientium. This 

collection lists masses by Palestrina, Lotti, Durante, Antonio Caldara (1671-1736), 

Johann David Heinichen (1683-1729), Fux, and others, as well as those of Zelenka. In 

spite of Zelenka‟s service as a court church composer in the second half of the 1720s, his 

salary remained the same as before. Furthermore, after Heinichen died in 1729, the 

Electoral Prince tried to re-establish opera in Dresden, and Zelenka‟s activity as a court 

composer decreased as a result.
34
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Second Dresden Period (1733-1745) 

After the death of Heinichen, Zelenka petitioned for the position of Kapellmeister. 

He composed eight Italian arias (ZWV 176) that were probably intended to support this 

petition, demonstrating his ability to compose secular vocal music, as was appropriate for 

a Kapellmeister.
35

 It was, however, Hasse who was ultimately appointed to the position 

in 1733. Under Hasse‟s direction, opera regained its popularity in Dresden.
36

 

From 1735 until his death, Zelenka was finally listed as “Kirchen Compositeur” 

(church composer) in the Saxon Hof- und Staats-Calender. During the last decade of his 

life Zelenka wrote outstanding liturgical compositions, including his five final masses, a 

serenata, considered his last secular composition, and a second Miserere setting. Zelenka 

died of edema on 23 December 1745.
37
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CHAPTER IV: COMPOSITIONAL STYLES OF ZELENKA‟S MASS SETTINGS 

 

General Styles of Zelenka‟s Mass Settings 

Zelenka wrote in almost all genres of sacred compositions, including masses, mass 

movements, Miserere settings, motets, offertories, oratorios, psalm settings, Marian 

antiphons, requiems, responsories for Holy Week, and Te Deum settings. Of about 150 

sacred compositions, he left twenty-one complete settings of the mass ordinary, and about 

fourteen mass movements.  

Most of Zelenka‟s mass ordinary settings are in five sections – Kyrie, Gloria, Credo, 

Sanctus (and Benedictus), and Agnus Dei – with some exceptions. For example, the 

second mass from Missae ultimae, Missa Dei Filii (ZWV 20), contains only Kyrie and 

Gloria sections. Each of these sections is further divided into several smaller movements, 

making the entire mass a cantata or number mass.  

All of his masses call for SATB soli and chorus, usually with two oboes, bassoon, 

timpani, divided violins, violas, and basso continuo. In the masses composed between 

1723 and 1733, two to four trumpets, two flutes, horns, and an additional oboe are added. 

Trombones are rarely used.  
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The four-part chorus is set homophonically in concerto-style movements, and 

polyphonically in motet-like and fugal movements. The arias are set for solo voice or soli 

voices, usually duet or trio. 

 

Missae Ultimae (The Final Masses) 

Origins of Missae Ultimae 

Written toward the end of his life (late 1740 to 1741), the masses that comprise 

Missae ultimae (ZWV 19-21) are a compendium of Zelenka‟s compositional techniques 

in his liturgical compositions.  

Zelenka originally planned a cycle of six mass settings under the title of Missae 

ultimae, but only three were completed: Missa Dei Patris (Missa ultimarum prima, ZWV 

19) of 1740, Missa Dei Filii (Missa ultimarum secunda, ZWV 20) of c. 1740, and Missa 

Omnium Sanctorum (Missa ultimarum sexta et forte omnia, ZWV 21) of 1741.
38

 

Whether the other three masses were actually written and later lost, or whether Zelenka 

never wrote them still remains an unanswered question. Reinhold Kubik suggests that 

Zelenka might have considered including three previously composed masses, Missa 

Sancti Spiritus (ZWV 4) of 1723, Missa Divi Xaverii (ZWV 12) of 1729, and Missa 
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Sanctissimae Trinitatis (ZWV 17) of 1736 as the third, fourth, and fifth masses to 

complete dedications to the Holy Spirit, St. Francis Xavier, and the Holy Trinity. In the 

end, however, they were not included in Missae ultimae due to their lack of 

sophistication.
39

  

It is not known for what occasions or events he wrote these three late masses. The 

first two works were personally inspired and dedicated to God the Father and Jesus the 

Son, as the titles indicate.
40

 The sixth mass may have been written for all saints. In the 

title page of Missa Dei Patris, Zelenka even wrote: 

 

Laus Jesu Christo: FIRST OF THE FINAL MASSES named the MASS OF GOD 

THE FATHER, DEDICATED TO GOD THE GREAT CREATOR of all things, best 

and supreme Father, in deepest humility and humblest veneration, in most profound 

adoration, with a contrite and humbled heart (which He does not despise), by his 

lowest, most obedient and most unworthy creature.
41
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Overall Structure and the Use of Stile Misto in Missae Ultimae 

The three masses of Missae ultimae are all set as cantata, or number masses as are 

his other masses. Even though the performing forces are rather small – SATB soli, SATB 

choir, two oboes, divided violins, violas, and basso continuo – these masses are about 

ninety minutes in length, and are technically difficult for both singers and instrumentalists. 

The various musical styles and forms Zelenka employs are utilized in a balanced 

structure of dramatic contrasts according to the meaning of the texts, and are presented in 

stile misto.  

 

Zelenka achieved in his late Masses such balance of form and structural technique 

and profundity in the musical interpretation of the words of the Mass, that his Missae 

ultimae stand out from the typical products of their time as fascinating manifestations 

of an entirely self-sufficient artistic will rooted in an unshakable faith which suggests 

the content and mysterious symbols of this faith.
42

 

 

All movements in Zelenka‟s mass settings could be categorized as being composed 

in either stile antico, or stile moderno, or a combination of the two. Although the division 

of the mass ordinary slightly differs in each of the three masses of Missae ultimae, 

specific texts are consistently set in stile antico or stile moderno as seen in table 3. 
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Table 3. Overall Structure of the Three Masses of Missae Ultimae 

 Missa Dei Patris Missa Dei Filii Missa Omnium 

Sanctorum  

Kyrie Kyrie eleison I  

(moderno / antico: misto) 

Kyrie eleison I 

(moderno) 

Kyrie eleison I 

(moderno / antico: 

misto) 

Christe eleison  

(moderno) 

Christe eleison 

(moderno) 

Christe eleison 

(moderno) 

Kyrie eleison II (antico) Kyrie eleison II 

(moderno) 

Kyrie eleison II 

(antico) 

Gloria Gloria in excelsis Deo 

(moderno) 

Gloria in excelsis Deo 

(moderno) 

Gloria in excelsis 

Deo (moderno) 

Domine Deus (moderno) 

Domine Fili (moderno) 

Qui tollis (moderno) Qui tollis  

(moderno) Qui sedes (moderno) Qui sedes (moderno) 

Quoniam tu solus Sanctus 

(moderno) 

Quoniam tu solus 

Sancus I  

(moderno) 

Quoniam tu solus 

Sanctus I  

(moderno) 

Quoniam tu solus II 

(moderno) 

Quoniam tu solus II 

(moderno) 

Cum Sancto Spiritu  

(antico) 

Cum Sancto Spiritu I  

(moderno) 

Cum Sancto Spiritu I 

(moderno) 

Cum Sancto Spiritu II  

(antico) 

Cum Sancto Spiritu 

II (antico) 

Credo Credo in unum Deum 

(moderno) 

N/A Through-composed  

(antico / moderno: 

misto) Et incarnatus est 

(antico) 

Crucifixus (antico) 

Et resurrexit (moderno) 

Et vitam venturi (antico) 
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Table 3 – Continued 

Sanctus Sanctus (moderno) N/A Sanctus (moderno / 

antico: misto) 

Benedictus (moderno) Benedictus 

(moderno) 

Hosanna (antico) Osanna (antico) 

Agnus 

Dei  

Agnus Dei I (moderno) Agnus Dei (antico) 

Agnus Dei II (moderno) 

Dona nobis pacem 

(antico) 

Dona nobis pacem 

(antico) 

  

In the case of Missa Dei Patris, each section begins with a movement in stile 

moderno, and ends with one in stile antico. The opening movements of each section are 

written in a concerto style except the Agnus Dei, which begins as an aria, and final 

movements are written as a fugue. Although there are a couple of exceptions, Missa 

Omnium Sanctorum is constructed similarly to Missa Dei Patris.  

One interesting feature in the structure of these masses is Zelenka‟s repetition of 

both the “Quoniam tu solus Sanctus” and the “Cum Sancto Spiritu” as paired movements 

in Missa Dei Filii and Missa Omnium Sanctorum: Quoniam tu solus Sanctus I and II, and 

Cum Sancto Spiritu I and II. The music necessitates that each pair be performed, because 

the first movement of each ends on a half cadence, functioning as the dominant chord to 

the second movement. (See Example 3.2) 
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Example 3.2, “Cum Sancto Spiritu I & II” of Missa Dei Filii (mm. 11-12, 1-2) 

 

 

This style of text presentation is rarely found in masses composed by other 

composers.
43

 The first of the two consecutive movements on the identical text are fairly 

short, ranging from eight to twelve bars in length and using homophonic, and 

declamatory choral texture. The second movements, on the other hand, range from 106 

                                            
43 Zelenka also divided Agnus Dei into two separate movements on identical texts in his two litanies:  

Litaniae Lauretanae “Consolatrix afflictorum” (ZWV 151) and Litaniae Lauretanae “Salus infirmorum”  

(ZWV 152). 
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bars to 293 bars in length. Both settings of “Quoniam tu solus Sanctus II” are written as 

ritornello arias for alto, characterizing the text, “tu solus,” meaning “Thou alone.” Both 

settings of “Cum Sancto Spiritu II” are written as choral fugues.  

Many eighteenth-century composers divided the “Cum Sancto Spiritu” text into two 

parts within one movement: “Cum Sancto Spiritu” and “In Gloria Dei Patris.”
44

 Scholars 

have written little on why Zelenka set the identical text in two separate movements, one 

after the other. The only currently proposed justification is that he felt the text itself was 

too short to incorporate two different styles within one movement.
45

 Therefore, the first 

settings show a more emphatic and declamatory approach, and the second settings are 

contrapuntal. 

 

The Use of Stile Antico in Missae Ultimae 

The stile antico movements in Missae ultimae are not in strict Palestrina-style. 

Zelenka presumably gained his knowledge of stile antico through his study with Fux and 

through his experience recreating missing sections of Palestrina‟s masses in Dresden 

when he worked in the Dresden archives.
46

 Many of Zelenka‟s mass compositions, 
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especially the Missae ultimae, contain examples of the composer‟s stile antico writing. 

 

Choral fugues 

Zelenka‟s choral fugues in these mass settings are free, and do not follow ricercare 

principle. As in the fugues of his Italian contemporaries, subject and countersubject 

mingle with other musical materials in Zelenka‟s choral fugues.
47

 He inserted 

homophonic textures into fugal sections when the text called for declamation, one 

variance from the instrumental fugue form. In other words, Zelenka‟s choral fugues are 

modernized. According to Thomas Kohlhase, Zelenka‟s choral fugues in his mass 

compositions can be classified in two categories: 

 

Type 1: expressive, often chromatic fugues in a strict setting, in which instruments 

double the choir, colla parte  

Type 2: virtuosic fugues with instrumental accompaniment, sometimes including 

previously played ritornello material
48

 

 

Zelenka placed choral fugues in the final movements of each mass ordinary section, 

for example in the “Kyrie eleison II” and the “Amen” text of both Gloria and Credo, to 
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underscore the text that preceded these sections. The following table presents all choral 

fugue movements in Missae ultimae, and classifies each movement according to its type.  

 

Table 4. Choral Fugue Movements in Missae Ultimae 

 Missa Dei Patris  

(ZWV 19) 

Missa Dei Filii 

(ZWV 20) 

Missa Omnium 

Sanctorum (ZWV 21) 

Kyrie Kyrie I: m. 40 to the end 

(Type 2) 

N/A Kyrie II (Type 1) 

Kyrie II (Type 1) 

Gloria Cum Sancto Spiritu 

(Type 1) 

Cum Sancto Spiritu 

II (Type 1) 

Cum Sancto Spiritu II 

(Type 1) 

Credo Crucifixus (Type 1) N/A 

 

Crucifixus and 

Et vitam venturi (Type 1) Et vitam venturi 

(Type 2) 

Sanctus Hosanna in excelsis 

(Type 1: musically  

similar to Kyrie II) 

Dominus Deus 

(Type 1) 

Osanna (Type 1) 

Agnus Dei Dona nobis pacem 

(Type 1: musically 

similar to Cum Sancto 

Spiritu) 

Dona nobis pacem  

(Type 1: musically 

identical with Kyrie II) 

 

The exact criteria for this categorization is not always clear, however, since there is 

not a single choral fugue in which instruments play a strictly colla parte role. Instead, 
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some instruments play embellished parts with repeated notes or harmonic figuration (See 

Example 3.3), while others play strictly colla parte.
49

 

 

Example 3.3, Embellished Parts from “Cum Sancto Spiritu II” from Missa Dei Filii  

(mm. 26-28) 

 

 

The choral fugues that are Type 2 contain orchestral ritornellos which are entirely 

independent from the chorus. “Et vitam venturi” from Missa Dei Patris, clearly is a  

Type 2 fugue. This movement contains three instrumental motives composed from 

materials heard in the “Et resurrexit” movement, and Zelenka used these three motives 

throughout the movement (See Example 3.4). Motive A is played seven times, sometimes 

as an interlude before the chorus moves to a new key, and also with the chorus when it 
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sings the short “Amen” theme. This alternates with motive B, which is played five times. 

Motive C is played seven times throughout the movement. 

 

Example 3.4, Three Orchestral Motives in “Et vitam venturi” from Missa Dei Patris 

 

 

The rest of the fugues in Missae ultimae can be categorized as Type 1. The orchestra 

mostly doubles the chorus and plays independent music at times in a Type 1 fugue. An 

example of a Type 1 fugue in Missae ultimae is the fugue of “Cum Sancto Spiritu,” from 

Missa Omnium Sanctorum where there are two subjects: one with “Cum Sancto Spiritu in 

Gloria Dei Patris,” and the other with “Amen.” After being introduced in pairs, the 

subjects mingle with each other throughout the movement.  
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Example 3.5, “Cum Sancto Spiritu II” from Missa Omnium Sanctorum (mm. 1-6) 
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Motet-style movements 

It is hard to define the characteristics of late Renaissance motets, since they differ 

according to composer, times, and nations. In general, motets by Palestrina are accepted 

models for the late Renaissance motet genre. They are mostly imitative, featuring 

balanced and arch-shaped lines, and even rhythms.
50

   

Unlike Palestrina‟s motets, Zelenka‟s motet-like movements in his mass settings are 

mostly homophonic, but the musical lines are stepwise and dissonances are carefully 

treated as in Palestrina‟s. Two movements in Missae ultimae are truly written in stile 

antico, using alla breve: “Et incarnatus est” from Missa Dei Patris and “Agnus Dei” from 

Missa Omnium Sanctorum. The “mortuorum” portion in “Et resurrexit” from Missa Dei 

Patris is also written in stile antico in the use of alla breve meter. 

It is believed that Zelenka set these two particular movements as motets to 

illuminate the character of the text: “And was incarnated by the Holy Spirit of the Virgin 

Mary,” and “Lamb of God, who takest away the sins of the world, have mercy on us.”
51

 

These two sets of texts are profound statements of faith. To elucidate their messages, 

Zelenka used diminished chords in inversion and long-held suspensions. Zelenka, 

                                            
50

 Leeman L. Perkins and Patrick Macey, “Motet,” in The New Grove Dictionary of Music and 

Musicians II, vol. 17, 214-5.  
51

 This translation of the mass ordinary is from Translations and Annotations of Choral Repertoire:  

Volume I: Sacred Latin Texts (Oregon: Earthsongs, 1988). 



47 

 

 

however, did not set these portions of texts as motets in all three masses of Missae 

ultimae for variety. Even in these stile antico movements, Zelenka used a mixture of 

homophonic and polyphonic textures. The following example represents motet-style 

movements.  

 

Example 3.6, “Et incarnatus est” from Missa Dei Patris (mm. 27-37) 
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The Use of Stile Moderno in Missae Ultimae 

Zelenka adopted stile moderno approaches in his mass settings, mainly in virtuosic 

arias with ornamentation, either for a solo voice or for soli voices, and in concerto-style 

movements with ritornellos. 

 

Arias 

Opera, which had lost popularity at the Dresden court since Lotti‟s return to Italy in 

1719, was revived by Italian singers and instrumentalists, especially after the premiere of 

the opera Cleofide by J.A. Hasse (1699-1783) in 1731.
52

 Although Zelenka never 

composed an opera, he was heavily influenced by the operatic style of his contemporaries, 

such as A. Scarlatti, Lotti, and Hasse. Zelenka used operatic techniques in his sacred 

compositions, especially in the aria movements.  

In Missae ultimae, Zelenka set twelve movements as arias: eight for solo voice, one 

as a duet (soprano and alto), and three as trios (soprano, alto, and bass).  
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Table 5. Aria Movements in Missae Ultimae 

Missa Dei Patris 

(ZWV 19) 

Missa Dei Filii 

(ZWV 20) 

Missa Omnium Sanctorum 

(ZWV 21) 

Movement Voice(s) Movement Voice(s) Movement Voice(s) 

Christe eleison Trio 

(STB) 

Christe eleison Soprano Christe  

Eleison 

Tenor 

Domine Fili Alto Qui tollis Trio 

(STB) 

Qui tollis Soprano  

Quoniam tu 

solus Sanctus 

Trio 

(STB) 

Quoniam tu 

solus Sanctus II 

Alto Quoniam tu 

solus Sanctus II 

Alto 

Benedictus Bass N/A Benedictus Duo (SA) 

Agnus Dei I Alto N/A 

 

Just as Neapolitan composers who wrote mass compositions did, Zelenka set certain 

movements for solo voice or solo voices, including “Christe eleison,” “Quoniam tu solus 

Sanctus,” and “Benedictus.” All of Zelenka‟s arias in Missae ultimae are quite lengthy, 

ranging from 149 to 292 measures, and their vocal lines are virtuosic and ornamented in 

the manner of Neapolitan opera arias. As can be seen in Example 3.7, the vocal range is 

wide, and some of the vocal lines have sequential progressions. Vocal lines occasionally 

alternate melodic and rhythmic motives with the orchestra. In fact, when a solo voice or 

soli voices sing thematic motives, the orchestra merely accompanies. Conversely, when 

the orchestra plays thematic motives, a solo or soli voices sing accompanying figures.  
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Example 3.7, Vocal Lines of “Quoniam tu solus Sanctus” for Soprano  

from Missa Dei Patris (mm. 59-70) 

 

 

The performing forces for arias are generally reduced from those for choral 

movements. For instance oboes are omitted, or strings are muted, as is the case in “Qui 

tollis” from Missa Dei Filii. No obbligato instruments are included. 

Zelenka used tonality to highlight the meaning of the text. For instance, “Domine 

Fili” from Missa Dei Patris, and both “Qui tollis” movements from the later two masses 

are in minor keys (E minor, C minor, and E minor respectively) emphasizing the text as 

the emotional center of the Gloria, a petition for forgiveness of the sins of the world.
53

  

Like the aria movements in the mass settings by the Neapolitans, Zelenka‟s arias 

contain the features as follows: cantabile and melody-dominated style, extended 

virtuosic lines, use of ornaments such as appoggiaturas and trills, manipulation of short 

                                            
53 MacIntyre, 295.  
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motives through sequential progression, and use of ritornello form.  

Zelenka‟s arias, however, are not in da capo aria form. Instead, Zelenka repeated 

only the beginning ritornello, or segments of it, at the end, so the listener gets the feeling 

of a da capo aria in a ternary form, A B A‟.  

 

Stile concertato 

Another influence in stile moderno that Zelenka absorbed into his sacred 

compositions is concerto. The influence of the concerto style is shown in arias and his 

chorus movements with independent orchestra. In concerto-style chorus movements, the 

choral part is written mostly homophonically, and the orchestra is given its own 

independent role. The following table shows chorus movements in stile concertato from 

Missae ultimae. 
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Table 6. Chorus Movements in Stile Concertato from Missae Ultimae 

 Missa Dei Patris 

(ZWV 19) 

Missa Dei Filii 

(ZWV 20) 

Missa Omnium 

Sanctorum (ZWV 21) 

Kyrie Kyrie elesion I Kyrie eleison I & II Kyrien eleison I 

Gloria Gloria in excelsis Deo Gloria in excelsis Deo Gloria in excelsis Deo 

Credo Credo in unum Deum N/A Credo in unum Deum  

(mm.18-107) 

Et resurrexit  

(mm. 142-206) 

Et resurrexit 

Sanctus Sanctus Sanctus (mm. 1-8) 

Pleni sunt (mm. 27-84) 

 

Following the tradition of Neapolitan masses, Zelenka set the opening movements of 

each section of the mass ordinary in concerto style. Without exception, he set the opening 

movements of the Gloria in concerto style to characterize this laudatory text. Concerto 

style, due to its splendid surrounding effects, works well to illuminate the festive 

character of the text. In these types of movements, ritornellos unify the form by repeating 

material at the introduction, interlude, and postlude of the movement. While the solo 

voice or soli voices sometimes sing a fragment of these ritornellos, the chorus never sings 

material from the ritornellos.  
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Other types: Szenen and transitional movements 

In addition to these two main types of movements – arias and concerto style –

Zelenka presented Szenen (scenes), a type of movement that “is filled with contrasts in 

character, tempo, dynamics, tonality, etc., while remaining small in size.”
54

 Kohlhase 

introduced the concept that Zelenka employed Szenen, and that, by the nature of their 

form, they provide contrast between longer movements.
55

 These movements in Missae 

ultimae are “Domine Deus” and “Qui sedes” from Missa Dei Patris, and “Qui sedes” 

from Missa Dei Filii. In these movements, tempo changes are rapid, from adagio to 

vivace or vice versa, producing clear contrast, even within a single measure. The rapid 

changes of dynamics and texture create musical intensity. Szenen also function as 

transitional movements to those that follow, harmonically connecting one movement to 

the next.
56

 

Though they are not strictly Szenen, both settings of “Quoniam tu solus Sanctus I” 

and “Cum Sancto Spiritu I” from Missa Dei Filii and Missa Omnium Sanctorum also 

have transitional roles to the next movements. They are fairly short, ranging from only 

eight to twelve bars, and are related to subsequent movements by key connection. They 

                                            
54

 Kohlhase, “„Vermischter Stil‟,” 333. 
55

 Ibid. 
56 Ibid. 
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also can be categorized as stile moderno, as the chorus is set homophonically and in 

declamatory fashion, and the orchestra does not merely double the chorus, but plays its 

own musical materials.  

 

Example 3.8, “Quoniam tu solus Sanctus I” from Missa Omnium Sanctorum  

(mm. 1-3) 
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CHAPTER V: THE USE OF STILE MISTO IN MISSA DEI PATRIS (ZWV 19) 

 

Of the three masses in Missae ultimae, the first mass, Missa Dei Patris is a good 

example with which to examine stile misto, because it is a complete cantata mass, 

including all five mass ordinary sections.
57

 It contains twenty movements: three for the 

Kyrie, six for the Gloria, five for the Credo, three for the Sanctus, and three for the Agnus 

Dei. Each movement is written in either stile antico, stile moderno, or stile misto. The 

result is a work containing great variety. 

The division of texts differs slightly in sections of the Gloria and Credo from the 

mass settings of Neapolitan composers. Four of the five mass ordinary sections begins 

with a grand concerto-style movement with orchestral ritornellos and ends with a choral 

fugue. The Agnus Dei section, however, begins with an aria. Zelenka composed arias, 

Szenen, and motet-like movements for the inner movements. Each section except Credo 

includes only one aria. The Credo section contains none. 

Zelenka followed the Renaissance tradition in the sub-division of the Agnus Dei 

section. A difference is in that Zelenka set one of these two movements as an aria for solo 

                                            
57 Missa Dei Filii consists of only Kyrie and Gloria, and the Credo of Missa Omnium Sanctorum is 

through-composed. See table 3 in page 36.  
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voice in Missa Dei Patris whereas they were set both for chorus movements in the 

Renaissance. 

“Kyrie II” begins with the fugue from “Kyrie I” although altered, and the theme of 

“Hosanna” is taken from that same fugue. “Dona nobis pacem” recapitulates the music of 

“Cum Sancto Spiritu” almost identically. Such cyclic approaches reflect stile misto in the 

construction of the mass. The following table shows the overall structure of Missa Dei 

Patris. 
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Table 7. Structure of Missa Dei Patris (ZWV 19) 

Ordinary Section Text division Type  

Kyrie Kyrie eleison I Concerto-style movement & fugue 

Christe eleison Aria for Soprano, Tenor, and Bass 

Kyrie eleison II Choral fugue 

Gloria Gloria in excelsis Deo Concerto-style movement 

Domine Deus Szene 

Domine Fili Aria for Alto 

Qui sedes Szene 

Quoniam tu solus Sanctus Aria for Soprano, Tenor, and Bass 

Cum Sancto Spiritu Choral fugue 

Credo Credo in unum Deum Concerto-style movement 

Et incarnatus est Motet-style movement 

Crucifixus Choral fugue 

Et resurrexit Concerto-style movement 

Et vitam venture Choral fugue 

Sanctus Sanctus Concerto-style movement 

Benedictus Aria for Bass 

Hosanna Choral fugue 

Agnus Dei Agnus Dei I  Aria for Alto 

Agnus Dei II Transitional movement 

Dona nobis pacem Choral fugue 
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CHAPTER VI: ANALYSIS OF MISSA DEI PATRIS (ZWV 19) 

 

Kyrie 

The Kyrie section is divided into three separate movements; “Kyrie eleison I”, 

“Christe eleison”, “Kyrie eleison II,” as is traditional.  

 

Kyrie Eleison I (SATB Chorus and Tutti Orchestra) 

Kyrie eleison (Lord, have mercy.) 

This is a stile misto movement containing two different styles in itself. It begins with 

a concerto-like section and ends with a fugal section. The tutti orchestra plays a 25-bar 

introduction in C Major, Vivace. At bar 26, when the chorus enters, the tempo suddenly 

changes to Adagio. The chorus is set in a mostly homophonic manner with some 

suspensions that reflect a plea for mercy. In the Adagio section, oboes and upper strings 

(violins and violas) mainly play the following motive. 

 

Example 4.1, Orchestral Motive in “Kyrie eleison I” 
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This section ends on the dominant chord of the next section, which is set Allegro. 

Altos introduce the fugue subject. This is a Type 1 fugue, in which the orchestra doubles 

the chorus with some embellished parts. At the third beat of the penultimate bar, the 

tempo suddenly returns to Adagio, and “Kyrie eleison I” ends on the dominant chord of 

the next movement (V of C minor). 

 

Table 8. Structure of “Kyrie eleison I” from Missa Dei Patris 

Section  Introduction  

(mm. 1-25) 

Part I  

(mm. 26-39) 

Part II  

(mm. 40-83) 

Type  Orchestral introduction Concerto style Choral fugue 

Tempo Vivace Adagio – Adagissimo Allegro – Adagio  

Tonality C major C major – G major C major – G major 

 

Christe Eleison (SAB Soli and Tutti Orchestra) 

Christe eleison (Christ, have mercy) 

This movement is set as an aria for trio – soprano alto, and bass. When playing alone, 

the orchestra plays only four different motives (see Example 4.2), consecutively and 

separately between vocal trio sections, and this unifys the entire movement. 
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Example 4.2, Four Orchestral Motives in “Christe eleison” 

 

 

Sometimes, the vocal trio imitates motive A and C, found in bar 21 and 83 

respectively. Although the chorus sings an entirely different rhythm and melody from the 

orchestral motives in the previous movement, the vocal trio and orchestra are related to 

each other in this movement. 
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Kyrie Eleison II (SATB Chorus and Tutti Orchestra) 

Kyrie eleison (Lord, have mercy) 

This movement recalls the third section of “Kyrie I.” “Kyrie II” is a compressed 

version of “Kyrie I,” in which the second subject is presented with the main subject. The 

role of the orchestra is the same as in “Kyrie I.”  

  

Gloria 

The Gloria section is divided into six separate movements; the outer movements set 

in concerto style and as a choral fugue respectively, and the inner four movements are 

Szenen (2) and arias (2).  

 

Gloria in Excelsis Deo (SATB Chorus and Tutti Orchestra) 

Gloria in excelsis Deo. Et in terra pax hominibus bonae voluntatis 

(Glory to God in the highest, and on the earth peace to all those of good will) 

Laudamus te. Benedicimus te. Adoramus te. Glorificamus te 

(We praise thee. We bless thee. We worship thee. We glorify thee) 

Gratias agimus tibi propter magnam gloriam tuam 

(We give thanks to thee according to thy great glory) 

This is one of the best examples of a concerto-style movement for chorus with 

independent instrumental ritornellos in Missa Dei Patris. It begins with a twenty-eight-

bar orchestral introduction, containing four different motives: A, B, C, and D.  



62 

 

 

Example 4.3, Four Orchestral Motives in “Gloria in excelsis Deo” 

 

 

These motives in the ritornello are presented in ABACD order, as table 9 shows. 

When the chorus enters at bar 29, the orchestra again plays these four motives in the 

same order. (See Example 4.3) Sometimes two or three motives are played 

simultaneously, indicated as A+C. The chorus sings the emphatic texts in a homophonic 

manner, for instance, “Gloria in excelsis Deo” (Glory to God in the highest). At the last 

bar of this section, the key moves from C major to A minor. In the first twenty-eight bars 
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of the episode in the key of A minor (mm. 56-83), combinations of motives A and C are 

presented. 

 

Table 9. Ritornello Form of “Gloria in excelsis Deo” from Missa Dei Patris 

Format Ritornello Ritornello Episode  Ritornello 

Themes A B A C 

D 

A BA C 

D 

A+C A+C, D  

A+C, A+B+C 

A C 

A+C 

Performing 

forces 

Orchestra 

only 

Chorus + 

orchestra 

Chorus + 

orchestra 

Chorus +  

orchestra 

Orchestra 

only 

Tonality C major C major A minor E minor   

G major 

G major 

Measures 1-28 29-55 56-83 84-90,  

91-126 

127-134 

 

Meanwhile, the chorus proclaims four lines of texts, “Laudamus te, benedicimus te, 

adoramus te, glorificamus te” homophonically. The combination of fast eighth-note 

passages and fanfare-like quarter notes gives a grand quality. For the next seven bars of 

interlude (mm. 84-90), the tonality moves to E minor, and then to the relative major,  

G major. For this section, various combinations of the ritornellos are presented while, 

again, the chorus sings homophonic settings of “propter magnam gloriam tuam.”  

 

 

 



64 

 

 

The orchestra repeats certain motives three times in a row with contrasting 

dynamic markings (forte – piano – forte), which happens ten times in this movement. 

This threefold repetition reflects the Holy Trinity, the object of praise in this movement.  

 

Dominus Deus (SATB Chorus, SA Soli and Tutti Orchestra) 

Domine Deus, Rex coelestis, Deus Pater omnipotens 

(Lord God, Heavenly King, God the Father almighty) 

This movement is a type of Szene, which functions like a choral recitative leading 

to the subsequent aria. These two movements are connected by key relationship – the 

choral recitative ends with the half cadence on B major, and the aria begins in E minor.  

As are his other Szene movements, it is very short, sixteen bars long, and contains 

contrasting characters, with frequent changes of tempo and rhythm. There are two 

contrasting motives in this movement, presented three times each, one after the other.  
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Example 4.4, Changes of Tempo and Rhythm in “Domine Deus” (mm. 1-8) 
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Motive A, always with tutti chorus and Largo tempo marking, is composed of 

quarter notes and rests. It alternates with motive B, always with soli and chorus, which 

is composed of sustained dotted notes (Sostenuto). Zelenka adopted this dotted rhythm 

from the French overture, making use of its character of grandeur. Zelenka also uses 

dotted rhythm when the soprano and alto soloists sing “Lord, the King of Heaven.” The 

alternation of these two themes with tutti chorus and soloists conveys the grandeur 

God‟s omnipotence.  

 

Domine Fili (Alto Solo and Tutti Orchestra) 

Domine Fili unigenite, Jesu Christe 

(Lord Jesus Christ, the only begotten Son) 

Qui tollis peccata mundi, miserere nobis 

(Who takest away the sins of the world, have mercy upon us) 

Qui tollis peccata mundi, suscipe deprecationem nostram 

(Who takest away the sins of the world, receive our prayer) 

The Domine Fili movement is an aria for alto soloist. The movement contains three 

rhythmic motives, which combine with one another. These figures are used at different 

pitch levels, depending on the key areas to which they belong - G major, A minor, and 

the original key of E minor. While the other instruments play four different rhythmic 

patterns, the bass line plays four even eighth notes throughout. Each figure combines 

with one another, making a four-bar phrase in the following three ways.  
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Example 4.5, Three Main Rhythmic Figures in “Domine Fili” 

 

 

 

The alto solo features long melismatic phrases, an influence from Neapolitan opera, 

on the syllables, “Je-” of “Jesu”, “Pa-” of “Patris”, and “-onem” of “deprecationem.” 

These phrases are eleven and twelve bars long, while other phrases are shorter: only three 

or four bars. 
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Example 4.6, Long Melismatic Phrase in “Domine Fili” (mm. 39-51) 

 

 

In bars 105, and 129 through 136, a cadenza-like section is inserted. In the Das Erbe 

Deutscher Musik edition, ad libitum is indicated at the end of this section so a performer 

may ornament on this part as in operatic arias.  

 

Qui Sedes (SATB Chorus and Tutti Orchestra) 

Qui sedes ad dexteram Patris, miserere nobis 

(Who sittest at the right hand of the Father, have mercy upon us) 

This movement is a Szene, playing a choral-recitative role to the following aria, 

Domine Deus. It ends on a D major half cadence, and the next movement begins in G 

major. Multiple sudden changes of tempo between Allegro and Adagio, and the 

sixteenth-note passages in octaves in the strings create a dramatic effect. In order to 

depict the petition for mercy, Zelenka set “miserere nobis” chromatically for the 
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sopranos, doubled by violins. Diminished seventh chords and a chain of suspensions 

heighten this effect.  

 

Example 4.7, Sudden Change of Tempo in “Qui sedes”  

 



70 

 

 

Quoniam Tu Solus Sanctus (STB Soli and Tutti Orchestra) 

Quoniam tu solus Sanctus. Tu solus Dominus 

(For Thou alone art holy. Thou alone art the Lord) 

Tu solus Altissimus, Jesu Christe 

(Thou alone art the most high, Jesus Christ) 

This movement is set as a trio for soprano, tenor, and bass. During the early 

eighteenth century the “Quoniam tu solus Sanctus” text was commonly set as an aria for 

solo voice or soli voices. This line of text in all three of the Missae ultimae is written in 

major keys (G major, D major, and E major). “Quoniam tu solus Sanctus” from Missa 

Dei Patris begins with a thirty-six-bar orchestral introduction which contains five 

motives.  
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Example 4.8, Five Motives in “Quoniam tu solus Sanctus” 

 

 

As in “Christe eleison,” the other movement set as an aria for soprano, tenor, bass 

trio, the vocal trio in this movement imitates some of the orchestral motives. For 

example, the first trio entrance on “Quoniam tu solus Sanctus” contains materials from 

motive A , and rhythmic and melodic materials for “Jesu Christe” are from motive C. 

Starting in bar 56, a new section resembles a conversation between the trio and the 

instruments. The principal melody is manipulated by a three-bar motive through a 
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sequential progression. It is first heard in the soprano, then in the tenor, and finally in 

the bass. The word “Sanctus” is set with a long melisma, as was common in settings by 

other contemporary composers.  

The basso continuo group plays together, ripieno, when the orchestra plays, 

whereas organ alone provides the bass accompaniment when all soloists sing. This 

maximizes the contrast between the soloists and the orchestra, similar to that, found in 

a concerto. Like Domine Fili, this movement is not a da capo aria. It is in ternary form, 

A B A‟, with no exact repetition of the A section. 

 

Cum Sancto Spiritu (SATB Chorus and Tutti Orchestra) 

Cum Sancto Spiritu in Gloria Dei Patris. Amen 

(With the Holy Spirit in the glory of God the Father. Amen) 

Insertion: Laudamus te. Benedicimus te. Glorificamus te 

This movement is a good example of a stile antico fugue. As are most of the 

fugues in Missae ultimae, it is a Type 1 fugue. In fact, each setting of “Cum sancto 

Spiritu” in the three masses of Missae ultimae is a chromatic fugue with instruments 

doubling the chorus. All are in 4/4 meter and in the same keys as the opening 

movement of the Gloria section (C major, G major, and A major, respectively).  
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This fugue is a double fugue that has two subjects: repeated notes in the subject on 

“Cum sancto Spiritu” (oneness of the Holy Trinity) and a chromatic and melismatic 

line on “Amen” (mm. 1-12). This music appears in the very last movement of the 

whole mass, “Dona nobis pacem,” making this whole mass cyclic.  

 

Credo 

The Credo section is divided into five separate movements (numbers 10 through 14). 

“Credo in unum Deum” and “Et resurrexit” are written in stile moderno, and the other 

sections are in stile antico. All five movements are scored for SATB chorus and orchestra, 

except “Et incarnatus est,” which is written for SAB chorus. There is no aria in the Credo 

section. “Et resurrexit” and “Et vitam venturi saeculi” are connected not just by key 

relationship but also thematically, sharing common ritornellos. Although they are 

presented in different keys, the ritornellos give unifying effect to the Credo section.  

 

Credo in unum Deum (SATB Chorus and Tutti Orchestra) 

Credo in unum Deum, Patrem omnipotentem 

(I believe in one God, the Father almighty) 

Factorem coeli et terrae, visibilium omnium, et invisibilium 

(Maker of heaven and earth, and of all things visible and invisible) 
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Et in unum Dominum Jesum Christum, Filium Dei unigenitum 

(And I believe in one Lord, Jesus Christ, the only begotten Son of God) 

Et ex Patre natum ante omnia saecula 

(And born of the Father before all ages) 

Deum de Deo, lumen de lumine, Deum verum de Deo vero 

(God from God, Light from Light, True God from true God) 

Genitum, non factum, consubstantialem Patri: per quem omnia facta sunt 

(Begotten, not made, of one substance with the Father, by whom all things were made) 

Qui propter nos hominess, et propter nostram salutem descendit de coelis 

(Who for us, and for our salvation came down from heaven) 

This movement for chorus and tutti orchestra is in concerto style. The introduction 

contains three ritornellos, which then are played throughout the movement. They are 

presented in a sequential progression, or repeated as many as three times in a row, 

reinforcing the idea of belief. By repeating part of the opening ritornellos at the interlude 

(mm. 51-60) and postlude (mm. 138-147), the movement is unified.  

The chorus part is written in three different ways: in a declamatory homophonic 

manner (mm. 25-50), in a duet setting for sopranos and altos (mm. 61-72), and with 

variety of textures in which the orchestra primarily doubles the chorus (mm. 79-138).  

The major keys change to relative minor areas, and the tempo and articulation 

remain Vivace e staccato to the end of the movement, also reflecting the declamatory 

character of the movement. 
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Et Incarnatus Est (SAB Chorus and Muted Violins with Basso Continuo) 

Et incarnatus est de Spiritu Sancto ex Maria Virgine. Et homo factus est 

(And was incarnate by the Holy Spirit of the Virgin Mary. And was made man) 

This movement is written almost completely in stile antico, using alla breve notation. 

Alternating Andante and Adagio multiple times, Zelenka uses only half and whole notes 

for entire segments of the text. Violins I and II only play between choral sections, and 

each phrase is two and a half bars long, in thirds, and con sordino. The choral part also is 

reduced, scored for SAB chorus.  

 

Crucifixus (SATB Chorus and Tutti Orchestra) 

Crucifixus etiam pro nobis sub Pontio Pilato: passus, et sepultus est 

(Crucified also for us under Pontius Pilate, he suffered and was buried) 

This Type 1 fugue opens with two subjects presented at the same time; one on 

“crucifixus” and the other on “sub Pontio Pilato.” The former begins with the leap of a 

sixth, and the latter consists of a descending chromatic scale. Two additional motives are 

presented on the word “passus”; a descending scale, outlining a perfect fourth, and a 

diatonic descending scale.
58

  

 

                                            
58

 For further analysis of this movement, see“Die Chorfugen Zelenkas: Analytische Aspekte” by 

Monika Unterberger in Zelenka-Studien II. (Sankt Augustin: Academia, 1997), 535-41.  
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Example 4.9, Two Subjects and two Motives in “Crucifixus”
59

 

 

 

 Three tempo changes from Andante to Adagio occur on the word “et sepultus est,” 

set with string tremolo, which intensifies the tragic mood of the burial.  

 

Et Resurrexit (SATB Chorus and Tutti Orchestra) 

Et resurrexit tertia die, secundum Scripturas 

(And on the third day he rose again, according to the Scriptures) 

Et ascendit in coelum: sedet ad dexteram Patris 

(And He ascended into heaven and he sits at the right hand of the Father) 

                                            
59

 Ibid, 540. 
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Et iterum venturus est cum gloria, judicare vivos et mortuos: 

(He shall come again with glory to judge the living and the dead) 

cujus regni non erit finis 

(and of his kingdom there will be no end) 

Et in Spiritum Sanctum Dominum, et vivificantem: 

(And I believe in the Holy Spirit, the Lord and Giver of life) 

Qui ex Patre Filio que procedit. Qui cum Patre, et Filio 

(who proceeds from the Father and the Son, who together with the Father and the Son) 

Simul adoratur et conglorificatur: qui locutus est per Prophetas 

(is adored and glorified, who spoke to us through the Prophets) 

Et unam sanctam catholicam et apostolicam Ecclesiam 

(And I believe in one, holy, catholic, and Apostolic Church) 

Confiteor unum baptisma in remissionem peccatorum 

(I confess one baptism for the remission of sins) 

Et expecto resurrectionem mortuorum 

(I await the resurrection of the dead) 

This triumphant section is set as a concerto-like movement with orchestral motives. 

The original key of the piece, C major returns, creating a celebratory atmosphere to 

underscore the idea that Jesus destroyed death by rising from it.  

Three motives are presented in bars one through thirteen. The first motive is played 

by all instruments in unison, and has many melodic thirds and octaves. This evokes a 

victorious mood, much as trumpets would in a festive piece. The second motive contains 

thirty-second notes, which add to the triumphant character to the movement. The third 

motive is made up of a series of sixteenth-note triplets. These three motives are used 

throughout the movement. (See Example 3.4) 
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The choral parts use none of the three orchestral motives. As in Zelenka‟s other 

concerto-style movements, the choral parts are mostly homophonic. Zelenka set the 

choral parts in unison or simple triads, and used repeated notes to reflect the meaning of 

the text. For instance, from bars 86 through 99, the chorus sings in unison as they 

proclaim “Et unam sanctam catholicam et apostolicam Ecclesiam. Confiteor unum 

baptisma in remssionem peccatorum.” The unison texture depicts the oneness which this 

line of text states. 

There are many other examples of text-painting in this movement. Whenever the 

word “mortuos” appears, the choral part is set in Adagio with suspensions, and its melody 

is chromatic.
60

 Also, the word “non” from “non erit finis” is accentuated by repetition.  

At bar 36, the tempo suddenly changes from Allegro to Adagio at the word 

“mortuos,” and then changes back to Allegro at bar 49 to make an even more dramatic 

contrast. The texture completely changes to motet-like style with alla breve notation, at 

“Et incarnatus est.” The oboes are silent and the violins merely double the choral parts. 

This movement that begins with a fanfare-like concerto and concludes in a controlled 

motet-like style. Thus it is a good example of stile misto in a single movement. 

                                            
60

 In the Breitkopf & Härtel edition, these sections are also marked “p” in order to capture the 

meaning of the word, “mortuos”. 
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Et Vitam Venturi Saeculi (SATB Chorus and Tutti Orchestra) 

Et vitam venturi saeculi. Amen 

(And the life of the world to come. Amen) 

Unlike other choral fugues in Missa Dei Patris, this fugue is Type 2. Not 

surprisingly, three motives A, B, and C from the previous movement (“Et resurrexit”), 

come back in E minor, musically independent from the chorus. The choral part is set as a 

fugue, in which the first subject is given to the text “Et vitam venturi” and the second 

subject to “Amen.” These two subjects are skillfully mingled throughout the movement. 

The movement is divided in two equal halves: Part I (mm. 1-48) and Part II (mm. 

49-96). In the first part, all subjects and musical materials are introduced, including three 

motives. At the second part, a triple unison declamation of “Et vitam venturi saeculi” is 

inserted, mingled with the motives from the previous part. Using unison for this text 

magnifies the idea of eternity (See Example 4.10).
61
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 This analysis is based on Monika Unterberger‟s article, “Die Chorfugen Zelenkas: Aanalytische 

Aspekte” as well.  
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Example 4.10, Unison on “Et vitam venturi saeculi” (mm. 85-88) 

 

 

Sanctus and Benedictus 

The Sanctus section is divided into three separate movements, “Sanctus,” 

“Benedictus,” and “Hosanna,” as is traditional. Except for the beginning of “Hosanna,” 

all three movements are written in stile moderno. Although “Hosanna” begins with a 

choral fugue, the texture becomes homophonic at the end. One striking feature is that 

Zelenka reuses the subject of “Kyrie II” in “Hosanna,” whereas many other composers 

reuse the theme of “Hosanna” from the end of “Sanctus.”  
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Example 4.11, Beginning of “Kyrie eleison II” (mm. 1-6) 
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Example 4.12, Beginning of “Hosanna” (mm. 1-4) 
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Sanctus (SATB Chorus and Tutti Orchestra) 

Sanctus, Sanctus, Sanctus, Dominus Deus Sabaoth 

(Holy, Holy, Holy, Lord God of Hosts) 

Pleni sunt coeli et terra Gloria tua. Hosanna in excelsis 

(Heaven and earth are full of thy glory. Hosanna in the highest) 

The C major tonality of the mass reappears in this movement. The chorus is set 

mostly in a homophonic manner, while the orchestra plays only three rhythmic motives. 

This movement is divided into two parts: Adagio (mm. 1-13) and Allegro (mm. 14-25). 

There are three motives, all of which are used constantly, giving a dramatic effect in 

contrast to the simple choral parts.  

In the Adagio section, the chorus moves in a slower rhythm than the orchestra. 

Oboes I and II and violins I and II play quick rhythmic figures. The slow choral rhythm 

during “Sanctus, Dominus Deus Sabaoth” creates a stately feeling. In the Allegro section, 

the chorus is set in a simple, homophonic manner when it sings “Pleni sunt coeli et terra” 

and “Hosanna in excelsis.” These contrasts of rhythm in the chorus and orchestra, 

coinciding with the meaning of the texts, show Zelenka‟s sensitivity to the relationship 

between text and music.  
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Benedictus (Bass Solo and Tutti Orchestra) 

Benedictus qui venit in nomine Domini 

(Blessed is He who comes in the name of the Lord) 

This movement is traditionally set for reduced forces. Zelenka set this movement is 

as an aria. It is one of the longest movements in the mass, 157 bars long, using sequential 

patterns, repetition, and long melismatic passages. It is a demanding aria for bass because 

its tessitura is high, reaching g1,‟
62

 and its melismatic line extends to ten bars in a 

Larghetto tempo.  

The orchestra and bass solo are closely related, the solo imitating both melodic and 

rhythmic motives from the orchestral ritornellos. Two oboes and two sections of violins 

play in unison throughout.  

 

Hosanna (SATB Chorus and Tutti Orchestra) 

Hosanna in excelsis (Hosanna in the highest) 

The subject of this fugal movement is taken from the Kyrie fugue (also Kyrie 

eleison II) as seen Examples 4.11 and12. The theme itself is slightly modified to fit the 

text, and is imitated in each voice in stretto. As in earlier movements, the orchestra 

doubles the chorus, with additional sixteenth notes.  
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One remarkable feature of this “Hosanna” movement is that it is not musically 

identical to the “Hosanna” section of “Sanctus,” unlike in many mass compositions. 

While the “Hosanna” section of the “Sanctus” is set homophonically: this movement is 

written as a Type 1 fugue.  

 

Agnus Dei 

As is traditional, the Agnus Dei section is also divided into three movements: 

“Agnus I,” “Agnus II,” and “Dona nobis pacem.” In terms of textual usage, the line of 

“miserere nobis” is omitted in Agnus II, where the Lamb of God is declaimed in a 

majestic homophonic manner. Meanwhile, this line of text is set in long melismatic lines 

eleven times.  

 

Agnus Dei I (Alto Solo with Violins I & II, Viola, and Basso Continuo) 

Agnus Dei, qui tollis peccata mundi: miserere nobis 

(Lamb of God, who takest away the sins of the world, have mercy upon us) 

This movement has features similar to other arias in this mass, such as “Quoniam tu 

solus Sanctus” and “Benedictus” such as use of sequential patterns, a long melismatic 

vocal line, and the quasi-da capo aria form. On the final “-re” syllable of “miserere 

nobis,” an especially long melismatic line is set in a sequential pattern. The frequent use 
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of hemiola and syncopation adds rhythmic variety to the piece. The muted string usage in 

this movement recalls that in “Et incarnatus est.” The controlled mood created by the 

muted sound of strings and the C minor tonality, effectively illustrate a petition for God’s 

mercy. 

 

Agnus Dei II (SATB Chorus and Tutti Orchestra) 

Agnus Dei, qui tollis peccata mundi 

(Lamb of God, who takest away the sins of the world) 

This eight-bar transitional movement for chorus and tutti orchestra can be 

categorized as a Szene movement. Since there are no key signatures, it appears at a glance 

to be written in C major. Closer examination, however, shows it to be in G major. 

Although short, this movement characterizes the Agnus Dei text in a majestic and 

dramatic way through the following features: simple homophonic setting of the choral 

part, occasional suspensions, Grave tempo, use of trills and dotted notes in Oboes I, II, 

viola, and divided violins. (See Example 4.13) Zelenka used the transitional tonality of G 

major to connect “Agnus Dei II” (C minor) to “Dona nobis pacem” (C major). 
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Example 4.13, Beginning of “Agnus Dei II” (mm. 1-2) 
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 Dona Nobis Pacem (SATB Chorus and Tutti Orchestra) 

Dona nobis pacem (Grant us peace) 

This movement recapitulates the music of “Cum Sancto Spiritu.” The only 

difference appears in the rhythm of the beginning part of the subject, introduced in bars 1 

through 4. This rhythmic amendment is necessary to make the music fit the new line of 

text – “Dona nobis pacem.” The second subject, from the “Amen” in “Cum Sancto 

Spiritu,” is now set with “pacem.” The orchestra doubles the chorus, as in “Cum Sancto 

Spiritu,” with some additional sixteenth notes, in a Type 1 fugue. The recapitulation of 

earlier music in the final movement, along with use of similar thematic materials in the 

fugues of “Kyrie” and “Hosanna,” makes the mass cyclic.  
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CHAPTER VII: CONCLUSION 

Although scholars such as Wolfgang Horn, Thomas Kohlhase, and Janice B. 

Stockigt have cultivated and contributed to the study of Jan Dismas Zelenka in recent 

years, Zelenka‟s works are still not widely known or frequently performed outside of 

Europe. This is also the case for works by the composers with whom he worked in 

Dresden, including J.D. Heinichen and J.A. Hasse in spite of the high quality of their 

compositions.  

During the first half of the eighteenth century, Dresden was a unique place for 

musicians. The court orchestra was composed of virtuosic instrumentalists from all over 

Europe, especially France, Italy, and other parts of Germany. This meant that not only 

was the music well performed, but also incorporated diverse features ― French, Italian, 

and German styles in the many musical genres and forms.
63

 These styles can be 

categorized into two main streams: stile antico and stile moderno. 

Another unusual feature of Dresden was its religious situation during Zelenka‟s 

residency. The musical activities were driven by Friedrich Augustus I, who had converted 

from Protestantism to Catholicism to become king of Poland. Moreover the marriage of 
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 Ortrun Landmann, “The Dresden Hofkapelle during the life time of Johann Sebastian Bach,” in 

Early Music 17 (February 1989), 17-30. 
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his son to Maria Josepha, who favored Catholic church music, must have encouraged 

Dresden composers to write liturgical music.  

Due to these issues, Dresden composers during the first half of the eighteenth 

century, including Zelenka, wrote a great number of liturgical compositions which 

contain the features of the many styles of that time. In this respect, Zelenka‟s mass 

compositions reflect the musical, religious, and social circumstances of Dresden in which 

he worked. The last three masses Zelenka wrote, Missae ultimae, are good examples of 

diversity within a single work that characterized the Dresden compositional atmosphere.  

Zelenka structured these masses as cantata masses, dividing the texts into separate 

movements. Each movement contained different styles and forms to best characterize the 

meaning and mood of its text. It is for these reasons that Missae ultimae could be said to 

be in stile misto. By skillfully matching styles and forms to portions of text through the 

use of stile misto, while also creating a unified structure, Zelenka enables performers and 

listeners to better interpret and understand the meaning of these texts.  

I conclude with the hope that Zelenka‟s works become known to more musicians, 

and to the public. By providing analysis of one of his works, Missa Dei Patris, I hope to 
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see his compositions more widely performed, not only in Europe, but also in other parts 

of the world. 
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APPENDIX: 

CONSENT LETTER FROM BREITKOPF & HÄ RTEL 
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