
CARUS
CHORAL MUSIC TODAY

Magazine

2024

C Carus

Utter dedication  
to Puccini
in Lucca and Stuttgart

Swiss up your choir!
New repertoire from 
Switzerland

Fascinating fragments 
The mystery of a  
masterpiece



You can now purchase all the instrumental 
parts for Bach’s cantatas in digital format. Take 
advantage of our cost effective part sets, or 
compile your own instrumental sets according 
to your requirements.

In addition to its printed sheet music editions, 
Carus offers a total of more than 8,500 digital 
editions, and we are constantly expanding 
this range.

DIGITAL INSTRUMENTAL PARTS 
FOR ALL OF BACH’S CANTATAS!

Stuttgart Bach Editions
Urtext for historically informed performance

•	 musicologically reliable editions for the practical pursuit of music, 
taking into account the most current state of Bach research

•	 informative forewords on the work’s history, reception and  
performance practice and Critical Reports

•	 complete performance material available: full score, study score,  
vocal score, choral score, and orchestral parts 

We have published all of Bach’s sacred vocal music in modern Urtext 
editions together with performance material. Since the founding of 
Carus-Verlag, Johann Sebastian Bach’s music has played an important role. 

300
1724 – 2024

J. S. Bach
www.carus-verlag.com/bach-cantatas 

NOW AVAILABLE
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Have you ever performed or sung Mozart’s 
Requiem? This fascinating masterpiece poses 
more questions than answers, built as it is on 
Mozart’s unfinished fragments. We’d all love to 
know what it would sound like if there were more 
of Mozart in the Mozart Requiem! The fact is that 
Süßmayr was simply unable to incorporate all the 
material Mozart left behind for his requiem mass. 
Carus is very proud to present a new completion 
of what is perhaps the greatest unfinished work in 
the history of music. In this magazine you can read 
what Howard Arman, the long-time artistic direc-
tor of the Bavarian Radio Choir, has to say about 
his new version, along with Mozart expert Ulrich 
Leisinger’s assessment of the Requiem’s history. 

It’s 2024, the year of the anniversaries of those 
outstanding choral composers Anton Bruckner, 
Giacomo Puccini and Gabriel Fauré. The Carus 
catalog includes all the key choral works by these 
masters.

In January a special musicological symposium ded-
icated to Puccini was held at Carus in Stuttgart. 
Internationally renowned speakers such as Siel 
Agugliaro, Giulio Battelli, Virgilio Bernardoni, 
Gabriella Biagi Ravenni, Deborah Burton, Marco 
Gallenga, Andreas Gies, Peter Ross and Uwe Wolf 
shared their knowledge on the current state of 
Puccini research. The symposium, jointly organ-
ized by Carus with the Centro Studi Giacomo 
Puccini and the Edizione Nazionale delle Opere 
di Giacomo Puccini, was dedicated to the late 
Dieter Schickling, who died in 2023. Schickling 
was a Puccini scholar and editor of Puccini’s main 
choral work, the Messa a 4 voci con orchestera 
(Messa di Gloria). Since his edition was published 

by Carus in 2004, Carus has developed into a 
Puccini publishing house. We’re looking forward 
to further exciting Puccini projects.

Who would have thought a few years ago that 
normality could bring so much joy? Nowadays 
we appreciate all the more clearly that singing 
together, personal encounters, rehearsals and 
performances are the heartbeat of our choral 
scene, because we’ve only recently been able to 
experience that feeling of community again. At 
Carus we tailor our editions precisely to the needs 
of choirs. Whether at major international events 
such as the recent World Symposium on Choral 
Music in Istanbul, or at trade fairs and regional 
choir association conferences, or within the setting 
of the Stuttgarter Choratelier at Carus, it is the 
interactions with you, our valued choir directors, 
that motivate and inspire us and help to define the 
development of our programme. We would like to 
thank you for this.

Yours in music, 

Dr. Reiner Leister
Key Account Manager Choral Directors
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Our new performance portal enables you to cal-
culate for yourself the costs of performing our 

works with rental material, e. g. from the series “Large choral 
works in small scorings”, and you can also send us all the data 
for drawing up the relevant contracts. This saves you time, so 
that you can quickly get back to focussing on your real task 
– making music! You will find the performance portal on the 
pages of each respective work in the Carus webshop.

PLANNING MADE EASY

You can now purchase all the instrumental parts for 
Bach’s cantatas in digital format. Take advantage 
of our inexpensive part sets, or compile your own 
instrumental sets according to your requirements. 
www.carus-verlag.com/bach-cantatas

DIGITAL INSTRUMENTAL PARTS FOR 
ALL OF BACH’S CANTATAS

It was fun – but also incredibly exhausting! In late summer 
2023 Jan Schumacher stood in front of the camera to record a 
whopping 130 videos with tutorials, exercises and material for 
demonstrating and training choral conductors’ movements for 
Conductor’s Coach: The Conducting App from Carus. The Ger-
man version of the app is launched in April 2024 together with 
a choral conducting course in book form. The authors are Anne 
Kohler, Klaus Brecht and Jan Schumacher. The English version 
of the app is already in preparation.

LEARNING HOW TO CONDUCT 
A CHOIR – VIA AN APP!

The Puccini year has begun. On January 16, 2024 the who’s 
who of Puccini research met at Carus in Stuttgart. The sympo-
sium, organised jointly by the Centro Studi Giacomo Puccini in 
Lucca, the Edizione Nazionale delle Opere di Giacomo Puccini 
and Carus, provided an opportunity to summarize current 
research trends and projects, to register and collate the joint 
projects and achievements of recent years and also to take a 
look at the future of Puccini research. The day was dedicat-
ed to the late Dieter Schickling, who died in 2023. Schickling 
was the acknowledged Puccini expert who first established 
contact between Carus and the Centro Studi Giacomo Puccini 
in Lucca. 

PUCCINI SYMPOSIUM

Your satisfaction means a lot to us. Tell us what you think 
about our sheet music editions and other products in our 
webshop. You’ll be helping other customers to decide on their 
purchases, and helping us to ensure the quality of our publica-
tions at the same time. With just a few clicks you can post re-
views in our online shop. What did you particularly like about 
a work or an edition? What specific feedback would you like 
us to hear? Thank you very much for all your responses.

HOW WOULD YOU  
RATE CARUS? 

Read more in our CARUS blog.  
We wish you inspiring reading!

NEW

C Carus
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Anton Bruckner (1824 – 1896)
200th birthday 2024

Gabriel Fauré (1845 – 1924)
100th anniversary of death 2024

Giacomo Puccini (1858 – 1924)
 100th anniversary of death 2024

Giacomo Carissimi (1605 – 1674)
350th anniversary of death 2024

Arnold Schönberg (1874 – 1951)
150th birthday 2024

Giovanni Pierluigi da Palestrina 
(1525 – 1594)

500th birthday 2025

St. John Passion BWV 245.2
First performance on Good Friday 1725

2025: 300th anniversary

Let’s meet!

April 12 – 14, 2024
Forum für Schulmusik, Bern

June 7 – 16, 2024
Bachfest Leipzig

September 19 – 22, 2024  
Nordiske Kirkemusiksymposium,  
Copenhagen 

September 26 – 29, 2024
chor.com, Hannover

In 2023 the Baden-Württemberg Choir Academy launched 
its composition competition females featured, and female 
composers from a total of 14 countries submitted their works. 
The award-winning compositions in the categories Children’s 
Choir, Youth Choir and Chamber Choir form a colourful pan-
orama of contemporary choral music. They are now available 
at Carus. A new round of the competition is planned for 2024. 
You can find a list of all the works of female composers 
published by Carus here:
www.carus-verlag.com/en/composers/female-composers

FEMALES FEATURED 

With its major Spring Update 2024, Reger-Werkausgabe 
(RWA) completes the range of contents available in RWA 
Online and integrates the digital components of the edi-
tion volumes published until 2019, which were previously 
only available on DVD. This includes both the first published 
volumes of the second project mod-
ule “Songs and Choirs”: “Songs I” 
(II/1), “Works for mixed voice unac-
companied choir I” (II/8) and “Vocal 
works with organ accompaniment 
and further instruments” (II/7) – as 
well as all edition volumes of the first  
project module “Organ Works” (RWA  
volumes I/1 – 7, published between 
2010 and 2015). 

www.reger-werkausgabe.de

RWA ONLINE 
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T he English conductor and composer Howard Arman 
has created a new version of Wolfgang Amadeus 
Mozart’s Requiem, published by Carus. The acclaimed 

world premiere with the Bavarian Radio Choir under his 
direction came on 25 January 2020 in Munich at a concert 
dedicated to the memory of Mariss Jansons. Mozart expert 
Ulrich Leisinger summarizes the latest findings on Mozart’s 
piece, which is one of the most fascinating fragments in music 
history. He has also undertaken a comparison of the various 
versions of the Requiem still performed today. 

Any singer, musician, choir director and conductor – or indeed 
music lover – is sure to have their very own story about Mozart’s 
unfinished masterpiece. Let’s briefly review the basic facts to 
explain the special status of this unique work!

In the summer of 1791, Mozart was commissioned by Count 
Walsegg at Stuppach Castle to compose a requiem, a task he 
was only able to turn to in October following the premieres 
of his operas La clemenza di Tito and The Magic Flute. Under 
normal circumstances, Mozart would not have needed more 
than three months to complete a work of this size; but in mid-
November he fell seriously ill. When he died on December 5th, 
1791, his widow, Constanze Mozart, was in a quandary, as 
the advance fee which her husband had received was already 
spent.

The various sections of Mozart’s fragment were at different 
stages of completion. The Introitus “Requiem aeternam” was 
effectively finished; the vocal parts and bass for the Kyrie fugue 
were fully written out (only the instrumental parts were missing, 
but these usually doubled the vocal parts). The majority of the 
work was written down in draft form: Mozart had gotten into 
the habit of notating the main parts first, which in a vocal work 
were the vocal parts and the bass, as well as the most important 
entries and figures of the orchestral parts, before finalizing the 
orchestration in a second step. Mozart only noted the vocal 
part in the “Lacrimosa” up to bar 8; it seems the remainder 
of this section was already clear to him. Occasionally, he also 
jotted down thoughts for later consideration or made sketches 
for particularly complex passages on separate sheets.

Constanze tried to get a musician from Mozart’s circle to 
complete the work. She first asked Joseph Eybler (1765 – 1846), 
an aspiring composer of sacred music. After starting to fill in 
the missing instrumentation in Mozart’s original manuscript, 
Eybler failed in his attempt to complete the missing parts of the 
work: He only managed to add two bars to the fragmentary 
“Lacrimosa”. Constanze then assigned the task to Franz Xaver 
Süßmayr (1766 – 1803), one of her husband’s last pupils. As 
early as the spring of 1792, the completed work was then 
handed over to the Count. In 1800, Süßmayr’s version of the 
Requiem was published without his knowledge, triggering a 
copyright dispute that actually served to boost Mozart’s steadily 
growing fame.

Up to that point, Constanze had understandably tried to convey 
the impression that the Requiem was entirely Mozart’s creation. 
Süßmayr, however, described his contribution in a letter to the 
publisher: He had “completely finished the ‘Lacrimosa’. The 
‘Sanctus’ – ‘Benedictus’ – and ‘Agnus Dei’ – are entirely new 
compositions of mine; I have only taken the liberty of repeating 
the fugue of the ‘Kyrie’ at the verse cum Sanctis, etc. in order 
to lend the work greater unity […].” 

The facts seem indisputable: Mozart wrote the “Introitus” and 
“Kyrie”. These two sections determine the overall impression 
of the work, not least due to their repetition towards the end 
in “Luceat eis” and “Cum Sanctis tuis”, a practice evident in 
other requiems (for example by Johann Michael Haydn). From 
the “Sequentia” to the end of the “Offertorium”, Mozart only 
sketched out the various subsections. “Sanctus”, “Benedictus” 
and the “Agnus Dei” were entirely the work of Süßmayr.  

But on closer inspection, some questions remain: Did Mozart 
really give Süßmayr oral instructions? Could Constanze Mozart 
have provided him with now lost sketches for additional 
sections? It is certain that Süßmayr did not evaluate all the 
material that Mozart wrote down for the Requiem: a page 
of notes on Mozart’s final operas that features the “Rex 
tremendae” of the Requiem also contains the beginning of 
an “Amen fugue” in D minor. It seems obvious that this was 
intended to conclude the “Sequentia”.

Süßmayr’s hand in the completed sections can be easily 
discerned and identified from the surviving sources. Compared 
to Eybler’s rather transparent, albeit incomplete orchestration, 

One of the most fascinating fragments 
in music history

Mozart’s
Requiem.
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Süßmayr’s additions are very dense despite the smaller number 
of instruments. The winds often simply follow the vocal parts, 
which means the basset horns are generally quite high. Occa-
sionally there are technical shortcomings – at least according 
to accepted practice of the age – such as parallel fifths and oc-
taves in the accompanying parts. Süßmayr’s vocal writing, on 
the other hand, is highly assured in sections 11 to 13, raising 
the question of whether he had access to Mozart’s original ma-
terial. Regarding the overall dimensions, Süßmayr’s extremely 
brief “Hosanna” fugue to the “Sanctus” in D major is often 
criticized. This fugue is repeated almost unchanged (without 
trumpets and timpani) in B flat major after the “Benedictus”. 

Scholars and musicians have long championed the version 
by Süßmayr, which was commissioned by Mozart’s widow 
immediately after his death. It is still the version most frequently 
performed today. Yet over the last 50 years, criticism of real and 
perceived weaknesses has provoked fruitful discussion and led 
to several new arrangements of Mozart’s Requiem. The pioneer 
here was Franz Beyer, professor of viola and chamber music 
in Munich, who in 1972 corrected Süßmayr’s contributions, 
including a careful enlargement of the “Hosanna” fugue. From 
the mid-1980s, several arrangers have elaborated the sketch 
for the Amen fugue, replacing the few Amen bars at the end 
of Süßmayr’s “Lacrimosa”. Robert Levin also recomposed the 
Hosanna fugue, introducing a modulation at the end of the 
“Benedictus” to facilitate its return in D major.

Opinions differ on Süßmayr: some musicians and Mozart 
scholars wrongly regard him as completely incompetent. H. C. 
Robbins Landon thus based his edition on Eybler’s version, only 
allowing Süßmayr to have his say in the sections that Eybler did 
not complete. Richard Maunder tried to eliminate his contri-
bution entirely, at the risk of throwing away original music by 
Mozart incorporated in Süßmayr’s version for which there are 
no surviving autograph sources. Others again, such as Howard 
Arman, respect the parts of the work that Mozart’s pupil 
supposedly created alone as “pure” Süßmayr, only encroaching 
in those parts which he orchestrated. Michael Ostrzyga sees his 
additions not as replacements but as alternatives to Süßmayr, 
whereby he has arrived at a particularly radical solution, namely 
a minor version of the traditional “Sanctus”.  

Süßmayr enjoys undying fame through his completion of 
Mozart’s Requiem, and even today no one who wants to tackle 
the work can simply ignore him. With all the tools of modern 
scholarship, it is now relatively straightforward to “improve” on 
Süßmayr. But any new version must also meet the formidable 
standards of Mozart. This can – and no doubt will – be attempted 
by every generation anew.

Ulrich Leisinger

Wolfgang Amadeus Mozart  
Requiem K. 626 
Completed and edited by  
Howard Arman

 Carus 51.652  
full score 65,00 € (   58,50 €), 
vocal score 13,00 €,  
choral score ± 9,50 €,  
complete orchestral parts 179,00 €

 | CCC (audio) 

Wolfgang Amadeus

MOZART
Requiem

KV 626

ergänzt und herausgegeben von
completed and edited by

Howard Arman

Carus  51.652

C

Stuttgarter Mozart-Ausgaben
Urtext

Dr. Ulrich Leisinger is director 
of the research department at 
the International Mozarteum 
Foundation in Salzburg. For 

many years he conducted 
research into Bach at the 

Leipzig Bach Archive.

NEW

Wolfgang Amadeus Mozart  
Requiem K. 626 
Version Süßmayr

 Carus 51.626 

Wolfgang Amadeus

MOZART
Requiem

KV 626

ergänzt und herausgegeben von
completed and edited by

Howard Arman

Carus  51.652

C

Stuttgarter Mozart-Ausgaben
Urtext

Wolfgang Amadeus Mozart  
Requiem K. 626 
Completed and edited by  
Robert D. Levin

 Carus 51.626/50 

Wolfgang Amadeus

MOZART
Requiem

KV 626

ergänzt und herausgegeben von
completed and edited by

Howard Arman

Carus  51.652

C

Stuttgarter Mozart-Ausgaben
Urtext

Wolfgang Amadeus Mozart  
Requiem K. 626 
Completed and edited by 
Michael Ostrzyga

 BA11310 (Bärenreiter)

www.carus-verlag.com/en/mozart

Wolfgang Amadeus Mozart  
Requiem K. 626 
Version Maunder

 Carus 40.630 (Oxford)

ISMN M-007-10622-5

9 790007 106225

CV 40.630 Carus

C_Carus www.carus-verlag.com
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Carus Chief Editor Uwe Wolf spoke to Howard Arman about 
his new version of Mozart’s Requiem. “Yet another version?” 
you might first think, considering the array of previous attempts 
in existence (also published by Carus) alongside the traditional 
Süßmayr version. But the Mozart fragment has such immense 
potential that completing it is still an irresistible and stimulating 
challenge. Howard Arman on his motivation and editorial 
decisions – as well as his approach to Süßmayr. 

Why are you fascinated by Mozart’s Requiem?  

Oh, how much time do we have? This work casts a spell on 
me that just never lets up. Perhaps most importantly, the 
fascination lies in the fragmentary nature of the piece, a sense 
of incompletion that will never go away. In the attempt to grasp 
the work in its entirety, we are searching for something that will 
always remain hidden from us – a perception of the unwritten 
parts of the Requiem, the music that died with Mozart. The 
earliest years of the work’s critical reception is tied up with the 
music that Süßmayr introduced in its place, which also means 
the ensuing stylistic inconsistencies.

Apart from the completed opening and fragmentary sections, 
there are those missing movements from Sanctus to the end. 
What’s your approach here?  

The first step was to make a basic choice: I orchestrated and 
completed sections for which there is material by Mozart, i. e. 
written in his hand; for those that are completely missing from 
Mozart’s fragment, I followed Süßmayr’s lead. The vocal parts 
fully notated by Mozart represent a daunting challenge for the 

composer of new orchestral  music. They are compositionally 
perfect in themselves, and yet we know that something has 
to be written to go with them, something that has its own 
raison d’être alongside an accompanying function. Mozart 
did not generally write notes as an end in themselves. I have 
deliberately avoided repeating short accompaniment figures as 
a kind of “pattern”. Instead, these are frequently modified in 
a meaningful way, i. e. to better reflect the text. Generally, we 
can say that Mozart’s music is strikingly pictorial. In completing 
the section “Tuba mirum”, in particular, there is a great deal of 
scope for such considerations. In addition to the introductory 
trombone music, Mozart has largely notated the essential parts, 
i. e. solo voices with an unfigured bass line. This bass part has 
a clear rhythmic character; but even where it consists of chains 
of eighth notes, it seems justified to add varied accompaniment 
figures in the upper strings – in fact I would say it is essential 
due to the strong imagery of the text. The “Lacrimosa” is a 
unique case because Mozart did not notate anything after the 
eighth bar; I have therefore introduced new music to complete 
the movement. This is followed by an “Amen”, for which I 
have taken up Mozart’s famous sketch for a fugue in D minor, 

Howard Arman on the appeal of 
imperfections, guesswork and  
editorial decisions

A fascination 
that never wanes …
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elaborating this into a complete fugue. We don’t know for 
sure whether this sketch of the beginning of a double fugue 
was intended for the Requiem, nor what would have become 
of it musically if Mozart had used it here. But I saw this as a 
fascinating and challenging opportunity to end the “Sequentia” 
with a substantial contrapuntal section.

Why do you not tackle those parts for which nothing by Mo-
zart has survived?  

The decision to discard Süßmayr’s orchestrations of Mozart’s 
fragments and write new ones instead, as we do in this edition, 
is justified by perfectly understandable technical and musical 
arguments. In the case of the “Sanctus”, “Agnus Dei” and 
“Communio”, however, Süßmayr is – according to his own 
statement – the composer. The idea of concluding the Requiem 
with music from Mozart’s “Introitus” and “Kyrie” was also his. 
To change Süßmayr’s original compositions through so-called 
“improvements” would be a kind of intervention that is nei-
ther objectively nor ethically the task of this edition. Here we 
have no desire to replace Süßmayr’s own music with something 
“better” or “more suitable”. Its qualities can and should cer-
tainly be discussed, as we know the conditions under which 
it was written. But we respect Süßmayr’s original contribution, 
not least if we reflect on its significance in the history of the 
Requiem. In fact, we reproduce Süßmayr’s autograph in the 
form of a critical edition. In the second “Hosanna” fugue, Süß-
mayr does not indicate tutti for the choir, and so here I leave 
the fugue to the soloists. I find this convincing in performance, 
although the difference in key between the two fugues also 
plays a role. I don’t think it was a mistake on Süßmayr’s part – 
and even if so, it’s a very attractive one.

You have performed and recorded your own version of the Requi-
em. Did the musicians require any persuasion?

There was absolutely no arm-twisting involved in the recording 
I made with the Akademie für Alte Musik Berlin and the Bavar-
ian Radio Choir. And I was delighted with the positive reaction 
from the orchestra. These are musicians who play the Requiem 
in all possible versions, time and again – their praise means a 
lot to me.  

Howard Arman published his 
version of Mozart’s “Requiem” 

with Carus-Verlag in 2024. He was 
Artistic Director of the Bavarian 
Radio Choir from 2016 to 2022.  

In addition to stage, orchestral and 
vocal works, his own compositions 

include numerous choral symphonic 
arrangements.

Bars 1 – 5 of the 
“Lacrimosa” fragment 
with the handover note 
of the last volume of the 
autograph score present-
ed to the Imperial Court 
Library of Vienna by 
Joseph Eybler in 1791

 Carus 40.327/50 
postcard
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Franz Xaver Süßmayr

Franz Beyer

Richard Maunder

The additions to Mozart’s Requiem
Who wrote what?

Legend

 Wolfgang Amadeus Mozart
 Franz Xaver Süßmayr
 respective editor
 unknown
 left out

Version

Version

Version
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Robert D. Levin

Michael Ostrzyga

Howard Arman

Our thanks go to Dr. Ulrich Leisinger for his advice.  
A detailed table of the different versions, featuring  
his annotations, can be found at

www.carus-verlag.com/en/mozart-requiem

Version

Version

Version

Structure of 
the infographic
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The recent coronation of King Charles III in May 2023 has 

once again demonstrated the timeless quality of Handel’s 
four Coronation Anthems, originally written for the coro-

nation of George II in September-October 1727 in Westminster 
Abbey. Like other Carus editions, this new edition is the result of 
meticulous research into the original sources. However, what sets 
this edition apart from previous editions particularly in relation to 
the widely accepted concept of Urtext, is the manner in which 
it treats its primary source, in this case, Handel’s autograph. The 
unique working hypothesis behind this new edition is that Han-
del’s autograph contains details that he may have considered 
more essential than others, and that those details that we believe 
were less essential to the composer – because they are very con-
cretely related to the practical performance conditions in 1727 
– need not necessarily be canonized as the Urtext. The result, in 
our view, gives an even clearer insight into Handel’s direct and 
powerful style when composing occasional music for the court. 

In principle, the state of the sources for the four anthems is 
not too complicated. First and foremost, scholars may consult 
Handel’s composing autograph of the four anthems, housed in 
the collection of the Royal Music Library, now a part of the Brit-
ish Library and freely accessible to all in high-resolution imag-
es on that library’s website. Like many Handel autographs, the 
manuscript is impossible to perform from, but it contains all the 
necessary information in order for the composer, or someone on 
the composer’s behalf, to create a proper score. Indeed, after 
Handel completed this composing copy, either he or someone 
else from his circle must have created such a conducting score 
that he could (and probably did) perform from during the cor-
onation service. Unfortunately, that conducting score is now 
lost. However, many manuscripts, some of them very beautifully 
copied, derive from the conducting score, and survive in vari-
ous libraries – not only in London, Cambridge and Manchester, 

but also in Dublin, Hamburg and Austin, Texas. Walsh, Handel’s 
publisher, even printed a fairly authoritative score of anthems in 
1743. The new Carus edition joins a long venerable tradition of 
editions of the anthems, extending back to the mid-nineteenth 
century.

What is strange about these beautiful copies and prints, as well as 
all subsequent scholarly editions, is that they transmit details that 
originate in the composing score but are of limited use to anyone 
who wishes to perform the music again in any circumstances 
other than the original ones – in different venues, employing 
different vocal forces or voice types, and different accompanying 
instruments. Like the choir at the recent 2023 coronation service, 
Handel’s choir in 1727 was an ad hoc ensemble. It was assem-
bled from singers from two institutions and designed for singing 
in six or seven voices. Thus, it required rebalance to sound better 
in the dominating four part and five-part passages of the work. 
Interesting by the way: Incidentally, Handel was evidently far 
more fluent when writing in four and five parts – the composing 
score shows some trial and error in the few six- and seven-part 
passages …

Handel’s score is packed with abrupt doublings, entrances, and 
stops that ensure the few tenors will not be drowned out by the 
many altos and basses, that the boy trebles will blend with the 
older singers, and that the choir will blend with the instruments 
in the rich ambient acoustics of Westminster Abbey. Many pas-
sages in the score feature unison between the parts and instruc-
tions for individual soloists to reinforce specific parts in “risky” 
entrances. All these seem to have been adjustments that Handel 
knew he had to make in order to strike the best balance between 
the vocal and instrumental parts in Westminster Abbey, given 
the specific singers that sang on the coronation day, whose voic-
es, volume and timbre he knew very well. So, for example, when 

Trulyroyal
Handel’s festive Coronation Anthems Zadok the priest, Let thy hand 
be strengthened, The King shall rejoice and My heart is inditing 
have been performed for centuries during the solemn coronation 
ceremony in Great Britain – and are moreover loved by choirs all 
over the world! – are now also available from Carus. The editor 
of this wonderful music, Israeli musicologist Alon Schab, discusses 
the challenges of presenting Handel’s occasional composition in 
an edition that is contemporary, practical, and at the same time 
scholarly. 



13

C
or

on
at

io
n 

A
nt

he
m

s

Handel mentions in the autograph specific names of bass singers 
like Mr. Wheely and Mr. Bell at the beginning of My Heart is 
inditing or indicates that he wants them to double the tenors 
at the beginning of Let thy hands be strengthened, it is clear 
that the balance that he sought depended on very specific cir-
cumstances. When a choir performs the anthems nowadays, is it 
necessarily the case that their tenors would need reinforcement? 
And how much reinforcement? Will two additional basses pro-
duce exactly the effect that Handel wanted to achieve by add-
ing Mr. Wheely and Mr. Bell? The new edition eliminates these 
makeshift adjustments (all duly noted in the Critical Report) and 
reveals a score that is remarkably similar to Handel’s familiar 
grand choral style – festive and resonant.

In short, the anthems pose a significant challenge to editors 
striving to create an edition that is both scholarly and practi-
cal – an enduring hallmark of Carus. The new edition takes this 
challenge one step further and, based on a fresh reading of the 
sources, offers a score that, in our opinion, is more engaging. 
In an era when all scholars and performers are just a few clicks 
away from the high-resolution scan of Handel’s autograph, we 
believe that a new edition of these renowned four anthems can-
not and should not merely replicate the autograph, but should 
offer a thought-provoking, performance-oriented score. Those 
who study the new score meticulously (and indeed perform from 
it) will gain a deeper understanding of Handel’s keen attention 
to issues of sound and timbre and, by extension, his forward-
thinking approach (although even the composer himself would 
likely be astonished that these anthems continue to accompany 
monarchs to their thrones in 2023, and that their score still serves 
as a source of enduring wonder and admiration).
 

Alon Schab 

George Frideric Handel  
Coronation Anthems I – IV  
HWV 258 – 261 (en)

Music for the ages: the Coronation Anthems Zadok the 
priest, Let thy hand be strengthened, The King shall 
rejoice and My heart is inditing, which Handel  
composed for the coronation of George II in 1727,  
are true masterpieces of the choral literature. 
 Carus 55.258/50  
The anthems are available either individually or as a set. 
Complete performance material available. 

George Frideric

Zadok the priest
Coronation Anthem

HWV 258

Stuttgart Handel Editions
Urtext

Carus  55.258

HANDEL

C

George Frideric

The King shall rejoice
Coronation Anthem

HWV 260

Stuttgart Handel Editions
Urtext

Carus  55.260

HANDEL

C

George Frideric

Let thy hand be strengthened
Coronation Anthem

HWV 259

Stuttgart Handel Editions
Urtext

Carus  55.259

HANDEL

C

George Frideric

My heart is inditing
Coronation Anthem

HWV 261

Stuttgart Handel Editions
Urtext

Carus  55.261

HANDEL

C

www.carus-verlag.com/en/handel

Prof. Alon Schab is an 
associate professor at 

 Bar-Ilan University, Israel.  
The musicologist, composer 

and recorder player wrote his 
doctoral dissertation about 

Henry Purcell in Trinity College 
in Dublin.

Zadok the Priest, 3rd movement – in the autograph, 
bar 30, bass 1 reinforces the tenor. In the new Carus 

edition, this doubling has been reversed.

NEW
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A bona fide classic in the Carus catalog is the “Messa a 4 
voci con orchestra” by Giacomo Puccini – also known as the 
“Messa di Gloria”. The work was also the first volume in the 
critical edition of Giacomo Puccini’s works published by Carus 
from 2012, which has been recognized by the Italian Minis-
try of Culture as an “Edizione Nazionale”. Four volumes have 
been issued so far. The next – featuring “Composizioni per pi-
anoforte” – will be available from the spring. It invites pianists 
to explore a little-known facet of the famous opera composer 
Puccini. The “Edizione Nazionale delle Opere di Giacomo 
Puccini” is edited by the international research institute “Cen-
tro Studi Giacomo Puccini” in Lucca. Its many scholars work 
with endless dedication and great determination to preserve 
“their” Puccini. Possiamo presentarvi?

Opera fans will be familiar with the beautiful Tuscan city of 
Lucca as the hometown of composer Giacomo Puccini, who 
was born there on December 22, 1858. Growing up with six 
sisters and one brother in a family of musicians, he received his 
first music lessons from his father at a young age. After Puccini 
senior’s early death in 1864, various relatives and students of 
the father continued the musical education. The Puccinis had 
been musicians in Lucca for four generations, and the young 

Giacomo seemed destined for a career as a church musician. 
And, in the early 1870s, he did in fact regularly work as an 
organist in various local churches in Lucca. It was during this 
period that he composed his Messa a 4 voci, which is still 
popular with choirs all over the world. In 1876, however, after 
seeing a performance of Verdi’s Aida in Pisa, Puccini decided 
to turn his back on sacred music and instead forge a career in 
opera. In 1880, he went to study in Milan, where he soon made 
a name for himself as a composer of symphonies and operas. 
Yet he never forgot the particular quality, energy and freshness 
of the Messa. The musical quotations from this work which he 
incorporated in later operas ensured the Mass’s great popularity 
after its rediscovery in 1952.

Lucca still celebrates its famous son today. The building where 
Puccini was born remained in the family for many years before 
it finally came into the possession of the Puccini Foundation in 
1974. Today it houses a museum dedicated to the composer, 
and thus is number one on the list of Lucca’s attractions for 
Puccini fans from around the world. Also worth a visit is the 
nearby Villa Puccini in Torre del Lago, where Puccini spent 
many years from 1891 and composed many of his operas. The 
“Centro Studi Giacomo Puccini”, on the other hand, is locat-
ed in Lucca in the Casermetta San Colombano, built on the 

at the Centro Studi Giacomo Puccini in Lucca

Utter dedication to 
Giacomo Puccini

GIACOMO PUCCINI 
100th anniversary of death
1858 – 1924



city ramparts, which can be traced back to the mid-16th/17th 
century. Here the Centro has offices, a library and a confer-
ence room. Since 1996, the Centro has been an independent, 
non-profit cultural center instituted as an association. It has 
set itself the goal of bringing together the leading experts and 
devotees of Giacomo Puccini and his work in his hometown to 
establish a hub for interested scholars and musicians. 

The Centro is inextricably linked with the name of Gabriella 
Biagi Ravenni, who has been the center’s President since 2007. 
In 1996 she founded the Centro together with Julian Budden, 
Gabriele Dotto, Michele Girardi, Arthur Groos and Maurizio 
Pera. In the years since, diverse research projects have been 
launched, documents compiled (the collection now includes 
over 10,000 analog and digital reproductions) and a specialist 
library of over 4,000 items set up, which is now integrated 
into Italy’s national library system. The Centro also organiz-
es congresses, conferences and exhibitions. It publishes con-
tinuously and comprehensively on Puccini and his work, e. g. 
conference reports, essays and the journal “Studi pucciniani”. 
In addition to volumes of printed music (Carus), the “Edizione 
Nazionale” also publishes an edition of all of Puccini’s surviv-
ing letters (Olschki) as well as several volumes of historical 
staging notes (EDT), some of which feature contributions by 
Puccini himself. 

In this way, the Centro functions as an international hub for 
a wide range of activities related to the composer, whether 
research, the dissemination of findings or advice to organizers 
on how to realize successful performances of Puccini’s work. It 
has also been fundamental to the comprehensive reassessment 
of Giacomo Puccini’s oeuvre. For example, his organ works, 
which lay neglected for many years, have now been carefully 
edited and published as one volume of the “Edizione Nazionale” 
(ENOGP, II/2.1). Many of these previously unknown pieces 
were discovered by musicologists at the Centro in the estate of 
Puccini’s granddaughter Simonetta Puccini, who died at the end 
of 2017. Even 100 years after Puccini’s death, the “Centro Studi 
Giacomo Puccini” still has a lot of valuable work to do.

Miriam Wolf

Sonate, Versetti, Marce. Selected 
Organ Works

 Carus 18.190 
full score 32,50 € (   29,30 €)

Messa a 4 voci con orchestra SC 6 (lat) 
Edizione Nazionale delle Opere di 
Giacomo Puccini, III/2

 Carus 56.001 
full score clothbound 243,00 €, full 
score paperback 139,00 € (   125,10 
€), vocal score 27,00 €, vocal score XL 
34,50 €, choral score ± 11,60 €,  
complete orchestral parts 334,00 €

 | CCC (audio) 

 Also available in an arrangement 
for chamber orchestra  
(Carus 56.001/50)

ISMN M-007-18833-7 

9 790007 188337

CV 18.190 Carus Carus  18.190

Sonate, Versetti, Marce
Selezione dall’opera per organo

Ausgewählte Orgelwerke/Selected Organ Works

Edizione Nazionale  
delle Opere di Giacomo Puccini

PUCCINI
Giacomo

C

Il ritrovamento dei manoscritti delle Sonate per organo consente finalmente di conoscere la parte 
più cospicua delle prime attività musicali di Giacomo Puccini a Lucca, finora oggetto soltanto 
di narrazioni aneddotiche. Di questo segmento del catalogo del musicista la presente edizione 
propone una selezione di 12 pezzi che anticipa l’edizione critica integrale in preparazione in un 
volume dell’Edizione Nazionale delle Opere di Giacomo Puccini (ENOGP, II/2.1).

Mit der Wiederentdeckung der Manuskripte der Orgelsonaten wurde es endlich möglich, den 
bedeutendsten Teil der frühen Kompositionen von Giacomo Puccini in Lucca kennenzulernen, 
war dieser bis jetzt nur das Thema anekdotischer Erzählungen. Die vorliegende  Auswahlausgabe 
bietet mit 12 Stücken einen Einblick in diesen Abschnitt von Puccinis Werk, der in kritischer 
Gesamtedition in einem Band der Edizione Nazionale delle Opere di Giacomo Puccini (ENOGP, 
II/2.1) erscheinen wird.

Now that the manuscripts of the Organ Sonatas have resurfaced, it has finally become possible 
to form an acquaintance with the major part of Giacomo Puccini’s early compositions in Lucca, 
which until now were known only from anecdotes. The present selection with 12 works sheds 
light on this segment of his oeuvre, scheduled to appear in a complete single-volume scholarly 
edition in the Edizione Nazionale delle Opere di Giacomo Puccini (ENOGP, II/2.1).

www.carus-verlag.com

Puccini: Messa a 4 voci &  
Verdi: Quattro pezzi sacri 

New recording!   
Gaechinger Cantorey, Dresdner  
Kammerchor, Sung Min Song, 
Krešimir Stražanac, Hans-Christoph 
Rademann

 Carus 83.535
EAN 4009350835351

www.carus-verlag.com/en/puccini

NEW

GIACOMO PUCCINI
Messa a 4 voci con orchestra (Messa di Gloria)

GIUSEPPE VERDI
Quattro pezzi sacri

Sung min Song • Krešimir Stražanac
Gaechinger Cantorey • Dresdner Kammerchor  

Stuttgarter Philharmoniker

Hans-Christoph Rademann 

Gabriella Biagi Ravenni, Virgilio Bernardoni and  
Carus Editor Sebastian Hammelsbeck
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Ravenni: The Centro Studi Giacomo Puccini is a private association largely supported by 
the voluntary work of its board, its scientific committee and its members. The Centro 
receives basic funding for its activities every year by applying to public institutions, 
foundations and the like. In 2021, the Ministry of Culture included us in group of 
institutions eligible for funding for three years. We are currently waiting to find out 
whether we will be reselected for the funding period 2024 to 2026 …

Bernardoni: As far as documentation and editions are concerned, I believe that the 
most significant work achieved by the Centro in its first 25 years of activity has been 
the discovery of a considerable number of compositions outside of Puccini’s operatic 
canon. This has made it possible to restore a sense of unity and continuity in the work of 
this great musician. Here I’m referring not only to the numerous youthful organ works, 
but also the compositions for piano, choir and orchestra, as well as those for voice and 
pieces, which together have almost doubled the number of cataloged works.
Ravenni: If I just mention one thing I’m personally proud of, it’s the fact that we have 
gotten many young musicologists involved in our activities.

Ravenni: I think he was one of the greatest composers of opera. I would describe him 
as a classic figure who first accepted and then modernized the musical traditions he 
found and who conveyed universal messages. As a person, I find him hugely fascinating 
because of his complex personality: melancholic, but always ready to joke and to have 
fun; insecure, but conscious of his own abilities; quick to recognize excellence; cultured, 
curious and endowed with a very practical streak.
Bernardoni: I find it difficult to separate the man and the composer because they both 
display the same characteristic restraint, almost modesty. The man hides a passionate 
intellectual life behind a seemingly carefree façade. The artist hides his tireless and 
single-minded creative endeavors behind an apparent sense of insecurity. In short, a 
man and an artist who needs to be explored with patience and tenacity, and who can 
therefore deliver some unexpected discoveries.

Much more than an opera composer

A conversation with Gabriella Biagi 
Ravenni and Virgilio Bernardoni

What are you particularly proud of?

What does Giacomo Puccini mean to you personally – the composer and the person?

When talking about “complete editions”, we think of renowned, state-funded research in-
stitutions, staff on permanent contracts, generous budgets as well as subsidies for expensive 
print-runs – what’s the situation like in Italy?
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Ravenni: Tosca. Not because I think it’s Puccini’s greatest masterpiece – I would be 
embarrassed to draw up a ranking, especially for the top places – but because it’s the 
first opera I saw in the theater as a child. And because I have studied it intensively in 
recent years. 
Bernardoni: It’s also impossible for me to rank the works. I can name Bohème because 
of its utter perfection; Madama Butterfly because of the masterful way in which the 
countless challenges posed by its unconventional dramaturgy are resolved; Il trittico, 
because – in its apparent incoherence – I find the apotheosis of that very special idea 
of consummate musical theater that Puccini pursued from his earliest works. But there 
are also pieces by the “other” Puccini – two or three pieces for organ, the Requiem, the 
aphoristic Calmo e molto lento for piano – which fascinate me every time I play or listen 
to them.

Bernardoni: So far, I have dealt with compositions for organ and piano or orchestral 
pieces. Apart from the problems of identification that always arise when editing unknown 
sources, the manuscripts for these compositions require a great deal of interpretation. 
They were often written by Puccini in a hurry and are full of afterthoughts that are 
layered one on top of the other, forcing me as editor to make decisions that are never 
straightforward as well as to constantly take responsibility for these.

Bernardoni: In 2024 we will publish two volumes of correspondence, covering the 
years 1905 to 1906 and 1907 to 1908. These are fascinating because they shed light 
on a period of intense and creative exploration in Puccini’s life. Also in preparation is a 
volume of the staging notes for Fanciulla del West edited by two American scholars, 
Ellen Lockhart and David Rosen. And another soon to be published volume of the 
“Edizione Nazionale” will feature compositions for voices and instruments (ENOGP 
III/3, Carus 56.005). 
This has given us the opportunity to revisit some of the works already published by our 
esteemed colleague Dieter Schickling, who recently passed away. He was the first to 
recognize the need to devote more energy to studying the young Puccini.

Ravenni: The entire city with its distinct structure, the old ramparts, the Romanesque 
churches, the Roman amphitheater, the beautiful surroundings, the great food …  

www.carus-verlag.com/en/puccini

What is your favorite work by Puccini? 

What are the challenges in editing Puccini’s works? 

What’s next for the Edizione?

Apart from Puccini, why is Lucca worth a visit?

Prof. Gabriella Biagi Ravenni is a founding member and – since 2007 – president of 
the Centro Studi Giacomo Puccini. She is a member of the scientific commission of the 
“Edizione Nazionale” and coordinator of the editorial committee dealing with Puccini’s 
correspondence. For many years she was director of the Puccini Museum in Lucca and 
was an associate professor at the University of Pisa.

Prof. Virgilio Bernardoni is vice president of the Centro Studi Giacomo Puccini and – 
since 2012 – chairman of the scientific committee of the “Edizione Nazionale”. He is 
Professor of Musicology and Music History at the University of Bergamo.
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In the 18th century, cantatas were arranged into year-cycles 
comprising the music for all Sundays and feast days in 
a church year. Bach also organized his cantatas into year-

cycles; we know this, for example, from the Nekrolog (obituary) 
with its mention of the “five cycles”, which are still a source 
of scholarly debate today. This organizing principle was also 
applied to the apportioning of Bach’s estate: the beneficiaries 
received his manuscripts as complete cycles (here it should be 
noted that Bach’s Leipzig year-cycles do not begin on the 1st 
Advent, but on the 1st Sunday after Trinity). 

Bach’s second cycle of cantatas, the year of the chorale cantatas, 
is rather special. Albeit incomplete, it is Bach’s only (surviving) 
truly consistent cycle, also regarding the texts. These cantatas 
are unique both for their adherence to the core repertoire of 
Protestant hymns as well as in the mixture of chorale texts 
(outer movements) and madrigal-like settings of the standard 
recitative-aria form. Unfortunately, the series of 42 cantatas 
ends on Quinquagesima 1725, i. e. before Passiontide. We can 
only speculate as to the reason for this premature conclusion. 
Bach initially continues with cantata texts from diverse sources, 
before finally ending the year-cycle with a series of texts by the 
Leipzig poet Christiane Marianne von Ziegler. In view of the large 
number of new compositions – Bach had no older chorale canta-
tas to borrow from – the period from mid-1724 to mid-1725 can 
be considered one of the most productive in the composer’s life!

The chorale cantatas are often regarded as the pinnacle of Bach’s 
church music – and it was long assumed that they must be very 
late works. It came as a great surprise, therefore, when in the 
middle of the last century scholars were able to date them using 
philological techniques to the early Leipzig period. In fact, the 
Bach of the chorale cantatas is an extremely mature composer 
with an almost inexhaustible capacity to treat each chorale 
differently, giving all of the cantatas in this series – despite their 
formal similarities – a highly individual character. The 300th 
anniversary in 2024/25 offers a wonderful opportunity to (re)
perform one or other of these cantatas.

Although the oratorio Passion is not actually part of a cantata 
year-cycle, it does somehow seem to fit into the chorale year 

1725: after performing the work in 1724 as his first Passion 
music since becoming Leipzig’s Thomascantor, Bach returned to 
his St. John Passion for Good Friday of 1725. But the St. John 
Passion of 1725 differs fundamentally from the 1724 version: 
the opening chorus “Herr, unser Herrscher” is replaced by the 
chorale chorus “O Mensch, bewein dein Sünde groß”. And in-
stead of the simple closing chorale, the 1725 version introduces 
a chorale chorus “Christe, du Lamm Gottes” to follow “Ruhet 
wohl”. It is tempting to assume that Bach in this way “fit” the 
St. John Passion into the cycle of chorale cantatas. But there are 
other differences too: the later version features three new arias 
whose unusually dramatic structure both surprises and delights, 
showing us that Bach has yet another trick up his sleeve. One of 
the new arias (No. 11+) offers a further link to the year-cycle by 
interweaving a chorale into the score!

For me, one thing is certain: the 1725 version of the St. John 
Passion is one of the true marvels of Protestant church music – 
even if today it is overshadowed by the other versions. The 1725 
version has been available from Carus for many years (Carus 
31.245/50), edited by Bach expert and current director of the 
Leipzig Bach Archive, Peter Wollny. And as the 1724 Passion can 
no longer be fully reconstructed, the year 2025 offers a fantastic 
opportunity to celebrate the 300th anniversary of the St. John 
Passion – in a version performed by Bach that is different to what 
concertgoers hear today. A thrilling undertaking!

Uwe Wolf

The chorale cantata year-cycle and the St. John Passion

Dr. Uwe Wolf is Chief  
Editor at Carus-Verlag.  
He previously worked for 20 
years in Bach research – first 
at the Johann Sebastian Bach 
Institute in Göttingen, then at 
the Leipzig Bach Archive. 

300:Bach

More about Bach in our CARUS blog.  
We wish you inspiring reading!

https://blog.carus-verlag.com/en

C Carus
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J. S. Bach. The Sacred Vocal Music

Complete edition in 23 volumes. The up-to-date Bach 
Edition – over 12,500 pages of score in a reader-friendly and 
handy format – contains all the cantatas, oratorios, passions, 
motets and masses. 
Edited by Ulrich Leisinger und Uwe Wolf 
 Carus 31.500 349 €

Easter Oratorio 
Kommt, eilet und laufet  
Come, hasten an show us 
BWV 249.4 (ger/en) / ed. Ulrich Leisinger

The original form of the Easter Oratorio, the 
cantata Kommt, gehet und eilt, BWV 249.3, 
was performed for the first time on April 1, 
1725. Subsequently, Bach performed the 
work at least three more times on Easter 
Sunday, each time making revisions. Those 
wishing to perform the older version of the 
work can find the necessary material in the 
appendices of the Easter Oratorio edition. 
 Carus 31.249  
full score 58,00 € (   52,20 €),  
vocal score 16,50 €, choral score ± 4,00 €,  
complete orchestral parts 167,00 €

O Ewigkeit, du Donnerwort  
Eternity, thou thundrous word  
Cantata for the 1st Sunday after Trinity  
BWV 20 (ger/en) / ed. Ulrich Leisinger

The cantata inaugurates Bach’s second 
Leipzig year-cycle. The extended opening 
chorus and the copious text to be set leads 
to a diverse sequence of comparatively short 
movements, including several highlights of 
Bach’s oeuvre – a veritable cornucopia of 
ideas!  
 Carus 31.020  
full score 36,00 € (   32,40 €),  
vocal score 10,30 €, choral score ± 3,80 €,  
complete orchestral parts 91,00 €

Johann Sebastian

BACH
O Ewigkeit, du Donnerwort

Eternity, thou thundrous word 
BWV 20

Carus  31.020

Stuttgarter Bach-Ausgaben
Urtext

C

Nun komm, der Heiden Heiland  
Come now, God’s chosen saviour 
Cantata for the 1st Sunday in Advent  
BWV 62 (ger/en) / ed. Reinhold Kubik 

In the usual manner for chorale cantatas, the 
unknown librettist took the first and last verses 
of Martin Luther’s hymn verbatim for the 
opening chorus and concluding chorale but 
adapted the texts of the inner verses. After 
two contrasting arias, an almost rapturous 
accompagnato, in which the soprano and alto 
mostly sing in parallel thirds and sixths, brings 
us to the simple closing chorale.  
 Carus 31.062 
full score 17,00 € (   15,30 €),  
vocal score 7,50 €, choral score ± 2,60 €,  
complete orchestral parts 71,00 €

Johann Sebastian

BACH
Nun komm, der Heiden Heiland

Come now, God’s chosen saviour
BWV 62

Carus  31.062/03

Stuttgarter Bach-Ausgaben
Urtext

C

Version I BWV 245.1 (1724) 
Resembles version IV but cannot be 
reconstructed.  

Version II BWV 245.2 (1725)
This version differs most clearly from the 
frequently performed traditional version. 
It integrates the St. John Passion into 
the annual cycle of chorale cantatas. Its 
scoring is similar to the 1749 version (IV) 
but with some changes (2 Ob/2 Obca, 
Obda).  
 Carus 31.245/50 
full score 95,00 € (   85,50 €),  
vocal score 16,50 €,  
choral score ± 11,60 €,  
complete orchestral parts 306,00 €

Version III BWV 245.3 (1732?)
This version cannot be reconstructed.

Version IV BWV 245.5 (1749)
The version from 1749 corresponds largely 
to Version I and – from movement 11 
onwards – also to the frequently performed 
traditional version, although there are 
some noticable alterations in the text and 
the scoring deviates somewhat from the 
traditional version. Version IV’s score and 
performance material can be used for 
performances of the 1749 version as well 
as the traditional version. 
 Carus 31.245/00 
full score 92,00 € (   82,80 €),  
vocal score 16,50 €,  
choral score ± 12,20 €,  
complete orchestral parts 240,00 €

Traditional version BWV 245.4 
(1739/1749) 
The traditional version corresponds with 
the partially autograph score and is still 
the most frequently performed. Carus 
offers a piano reduction for this version. 
For the score and orchestral material, the 
editions for Version IV (Carus 31.245) 
should be used. The traditional version is 
also included there. 
 Carus 31.245/93 
vocal score 14,95 €,  
vocal score XL 19,95 €, 
choral score ± 11,60 € 

 | CCC (audio)

St. John Passion BWV 245 
Edited by Peter Wollny

Urtext for historically informed performance – Stuttgart Bach Editions
in cooperation with the Leipzig Bach Archive



The composers   
Peter Schindler & Bobbi Fischer

Contemporary

Peter Schindler grew up in the German Black Forest. Life has taken him, the  
composer, pianist and organist, to many countries around the world. There 
he gathered inspiration, melodies and rhythms that are reflected in his 
works. He now lives in Berlin and has come to the realization: There is no 
end to learning and there are still many exciting things to discover.

Perpetuum mobile (lat)
Soli SBar, Coro SATB, S-Sax/Ob, Pfte, 
Jazz-Bass, Perc, [2 Vl, Va, Vc] / 85 min

A new 90-minute song cycle in 4 
acts for soloists, chorus, jazz quartet 
and string ensemble (ad lib.). The 
title reflects the overall concept of 
the work: the Creation set in motion 
the formation of the world, which 
remains in motion for ever. All the 

events recur in ever-new variations. The music uses 
many different styles. Homophonic movements 
and fugues are found alongside pop and jazz-
inspired pieces. Echoes of the Notre Dame style can 
also be heard, with influences from organum and 
writing in parallel fifths.
 Carus 10.602, full score 149,00 € (   134,10 €), 
 vocal score 35,00 €, complete orchestral parts on 
loan (also )

P E T E R  S C H I N D L E R

C_Carus

Songs from the Codex Buranus

Missa in Jazz (lat)
Coro SATB, Org, Sax, Perc / 85 min

The Missa in Jazz is based on the 
five parts of the Ordinary of Roman 
Catholic liturgy. These texts, which 
originated at the time of early 
Christianity, have served as inspira-
tion for composers throughout the 
ages. Missa in Jazz continues this 
tradition and encounters the words 

and meanings of the Ordinary of the Mass through 
the elements of jazz – improvisation and pulsating 
rhythm – one of the musical languages possible in 
the present age. Available in a version with organ 
and in a band version.
 Carus 27.028, full score 50,95 €,  
choral score ± 12,80 €, set of parts 50,00 €

C_Carus  27.028

Peter Schindler
Missa in Jazz

Carus

Peter Schindler and Carus – a partnership going back 
decades. What began in 1985 with the Urwaldsong – still 
a hit with children’s choirs by the way! – has now reached 
a (provisional) climax with the publication of Perpetuum 
mobile. A labor of love for Schindler, this new work is based 
on extracts from the famous Codex Buranus, a collection 
of medieval song and dramatic texts from the Benedictine 
monastery Benediktbeuern. By framing the multi-layered 
Latin poems in the musical language of the 21st century, 
we hear these ancient words in an entirely new way. One 
thing is certain: choirs will be captivated! Here Peter Schin-
dler tells us about his major musical influences and what he’s 
currently composing:

What was your very first composition?
An instrumental work back in 1973 for my first school band. 
In a jazz rock style, it’s scored for electric bass, electric guitar, 
Hammond organ and drums.

Which other composers inspire you? 
Erik Satie, Franz Schubert and George Gershwin, among 
others.

Your most thrilling musical experience to date? 
March 17, 1979, Tübingen, Germany. The Art Ensemble 
of Chicago played in its original line-up with Lester Bowie, 
Roscoe Mitchell, Joseph Jarman, Malachi Favors and Don 
Moye. The band’s musical flow, their improvisational inter-
actions, their outfits, everything about them simply blew me 
away. I was just 18 years old. After almost 45 years, I still 
remember how it got to me. My understanding of music was 
changed forever.

Where do you like to compose? 
At home, with a hot drink and some dried fruit.

What are you currently working on?  
Seasonal songs

When not composing or making music, I like to …  
enjoy some peace and quiet.
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Bobbi Fischer’s compositions are an essential part of the 
Carus catalog of crossover music. His Te Deum, which 
infuses classical music with jazz elements and Latin American 
rhythms, was recently published. The Missa latina, borrow-
ing from both the European and South American musical 
traditions, and his Magnificat, which is musically rooted in 
the Caribbean-Cuban region, are ever popular works. Bobbi 
Fischer is one of the most important arrangers for Carus – 
as can easily be seen from the many great settings he has 
written for different Carus choral collections.

What was your very first composition? 
That’s quite a while ago. As a child, I played the piano 
practically non-stop – probably to the great annoyance of 
my family. So my first pieces were certainly for the piano.

Which other composers inspire you? 
So many! The list is long. For the Te Deum, I naturally looked 
at versions by other composers: Anton Bruckner, for example, 
who starts in unison. I borrowed this idea and brought in 
some Afro-Cuban rhythms. Then I also found Gregorian set-
tings. These ancient one-part melodies are heard against the 
“modern” background of the choir. Antônio Carlos Jobim, 
the creator of fantastic bossa novas, is also one of my fa-
vorites – especially when I think about harmony. You can 
maybe hear this in “Tu rex gloriae” – disguised, however, 
as an R&B ballad in 12/8 time. I could go on and on … But 
if I have to choose three composers to accompany me on a 
desert island, then: Johann Sebastian Bach, Antônio Carlos 
Jobim and Arvo Pärt.

Your most thrilling musical experience to date?  
The world premieres of my first two oratorios, Missa latina 
and Magnificat, with the international C.H.O.I.R. Festival 
Choir.

Where do you like to compose? 
Both Missa latina and Magnificat were largely composed at 
the Landesakademie Ochsenhausen, where I had the oppor-
tunity to stay for a few days several times. It helps me to 
go somewhere to compose in order to “immerse myself”. 
At home there is a lot of distraction from everyday life. Of 
course, I know that this is a great luxury that is not always 
available. The Te Deum was also composed from home. 

What are you currently working on? 
At the moment nothing for large ensembles. I’m currently 
working on stuff for my own ensembles and writing songs 
for Berta Epple and Ines Martinez or composing pieces for 
my jazz trio.

When not composing or making music, I like to … 
read, swim or cycle. Otherwise: breathe in, breathe out ;-)

Te Deum (lat/en/ger)
Soli SB, Coro SATB (partly divisi), [con-
gregation], Tr, Tsax, Pfte, Bass, chime 
bells, Vib, Drums, Perc, Timp / 40 min

In keeping with the proclamation 
“Te Deum laudamus”, the work be-
gins with the festive (Cuban) energy, 
propelled by timpani and trumpet; 
the choir can also be heard imitating 
fanfares. Later, a cappella chorus-

es become a recurring element, in which phrases 
set as Gregorian chant are presented against an 
ever-changing chordal background. But the score 
also features elements of swing and rhythm & 
blues, frenetic choral outbursts of joy, as well as 
moments of mystic contemplation.
 Carus 27.188 
full score 89,00 € (   80,10 €), vocal score  
22,00 €, complete orchestral parts on loan

C_Carus  27.188

für Soli, gemischten Chor, 
Gemeinde und Band

Bobbi Fischer

Bobbi Fischer studied 
at the Musikhoch-

schule Stuttgart and 
the Filmhochschule 

Ludwigsburg and now 
works as a pianist and 

composer. 

Magnificat (lat)
Solo S, Coro SATB (partly divisi), Alt-
Sax/ Fl (1 wind Player), 2 Vl, Pfte, 
Cb, Perc (3 percussionists: Drum 
Set, Congas, Claves, Güiro, Maracas, 
Shaker) / 33 min

The work draws on the wealth of 
Afro-Caribbean rhythms. Absolutely 
thrilling!
 Carus 27.206 
full score 75,00 € (   67,50 €),  
vocal score 25,00 €, complete  
orchestral parts on loan

C_Carus  27.206

für Solo-Sopran 
gemischten Chor und Band

Bobbi Fischer

Missa latina (lat)
Solo S, Coro SATB (partly divisi + 
choir soloists), Vl, Bandoneon (Ac-
cordion), Pfte, Cb, Drums, Perc  
35 min

The word “latina” not only refers to 
the Latin text, but also to the musical 
style which makes use of Latin-Amer-
ican rhythms. Thus elements from 
Argentinian tangos stand side by side 

with Caribbean rhythms and Latin jazz with enough 
space provided for instrumental improvisations. 
 Carus 28.007 
full score 84,00 €v(  75,60 €), vocal score  
25,00 €, complete orchestral parts on loan

C_Carus  28.007/03

für Solo-Sopran 
gemischten Chor und Band

Bobbi Fischer

Publishing contemporary 
choral works is our contribu-
tion to today’s vibrant choral 
music scene. Plase find more 

compositions here:
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An interview on the choral collection 
Swiss Choral Music

Swiss up
your choir!

Our choral collection Swiss Choral Music containing  
twenty-eight contemporary a cappella works has finally arrived!  
To mark the new publication we interviewed the two editors,  
Johannes Meister and Patrick Secchiari. 

How did the idea of the choral collection Swiss Choral 
Music come about?

It first arose during the coronavirus pandemic when 
choral activities were restricted or forbidden. The Swiss 
Federation Europa Cantat didn’t want to be limited to 
cancelling events; it wished to contribute something 
meaningful to the enrichment of choral life. The idea of 
the choral collection was born because Swiss choral com-
positions are little known outside of Switzerland itself.

The choral collection Swiss Choral Music reflects the 
current choral landscape in Switzerland. Briefly, in three 
words: how would you describe the choral scene?

The choral landscape in Switzerland is distinguished by its 
variety, starting with the four different national languages.

What is special about this choral collection?

It contains twenty-eight modern or recent a cappella com-
positions. They were selected by an expert committee, 
they represent the four linguistic regions, and they can 
rightly be described as highlights of Swiss choral music.

For which choirs is the repertoire intended? Are the works 
of varying levels of difficulty?

The works were deliberately chosen with the aim of 
offering choirs both easy and more difficult pieces.

What determined the selection of the repertoire?

The choice was determined by linguistic region, by the 
practicability of performance, and most importantly by 
the quality of the pieces.

The collection contains works with Rhaeto-Romance and 
Swiss German texts. Do non-Swiss choirs even stand a 
chance with these?  

We thought of that! Via the QR codes in the book choirs 
can listen to the pronunciation of the texts. In addition 
the Swiss Youth Choir (Schweizer Jugendchor) conduct-
ed by Nicolas Fink has recorded a CD with all twen-
ty-eight works.

What is your favorite piece from Swiss Choral Music, and 
why?

Swiss Choral Music is a treasure chest – it has nothing 
but favorite pieces!

Which piece could become an earworm?

Well, that depends on your ear! Pieces like La sera sper 
il lag, Soir d’octobre and Weischus dü? are already great 
favorites with many Swiss choirs.

Which piece has a particularly “Swiss Sound”?

Switzerland is incredibly diverse – the multilingualism, 
the geography of the country with its valleys and moun-
tains. You could perhaps say “This is a typical Grisons 
choir piece or a typical choir piece from Fribourg, from 
French-speaking Switzerland”. That you can hear, but 
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Johannes Meister studied at music 
colleges in Cologne and Vienna. 
As well as conducting the Zug 
Chamber Choir, he was also 
vice-president of the Swiss 
Federation Europa Cantat and 
acts as chief expert and judge 
for the Swiss Choral Associa-

tion.

For over twenty years Patrick Secchiari 
has been active throughout Switzer-

land conducting choirs with passion, 
and he has made his name through 
his innovative concerts. He taught 
choral conducting for ten years at 

the College of the Arts (Hochschule 
der Künste) in Bern and also led the 

Youth Opera in Biel for three years. 

Swiss Choral Music 
Edited by Johannes Meister and  
Patrick Secchiari

Carus 2.305

The choral collection Swiss Choral Music is a real treas-
ure trove of recent choral music from Switzerland. As 
diverse as the country itself, this volume of 28 choral 
settings of varying levels of difficulty includes not only 
a range of musical styles, but all the Swiss national 
languages (Romansh, French, Swiss/German and 
Italian) as well as English and Latin. For pure listen-
ing pleasure or as an aid to pronunciation, all works 
have been sung by the Swiss Youth Choir under the 
direction of Nicolas Fink. Pronunciation aids for the 
Rhaeto-Romanic and Swiss-German texts can be 
accessed via a QR code.

In creating their musical excursion through this moun-
tainous country, the editors and renowned choral 
conductors Johannes Meister and Patrick Secchiari 
have not only selected familiar names such as Beat 
Furrer or Heinz Holliger but also up-and-coming 
young composers such as Sara Bucher or Grégoire 
May. The collection includes a number of previously 
unpublished pieces. 

•	 28 choral settings of varying levels of difficulty
•	 for mixed choir a cappella
•	 As a cost-effective edition for the choir, the 

choral collection WITHOUT CD is available at 
an attractive bulk price.

•	 Exciting compilation of contemporary choral 
music from Switzerland

•	 with non singeable English translations for a 
better understanding, some settings also with 
English singing texts

there is no such thing as a typical Swiss sound. In any case, 
there’s no yodelling in the more modern compositions in 
Swiss Choral Music …

Are there any pieces which are particularly funny?

You can find a certain humour in Le Bestiaire by Grégoire 
May and Rosa Loui by Heinz Holliger.

With which piece from the collection could a choir really 
impress their audience?

Peter Appenzeller’s Stailas and Bim Moonschyn by Markus 
Fricker create a wonderful sense of emotion and silence. Vira 
Galilaei by Gonzague Monney is a relatively simple piece, 
but it has an enormous impact.

There is plenty of space in the collection for choral music by up-
and-coming artists. Which composers will we be hearing from 
in the future; who do you see as having particular potential?

Alongside the established composers there is a whole raft 
of younger, promising individuals. It’s perhaps particularly 
worth mentioning that one piece was selected for inclusion 
as a result of a competition specifically for female composers. 
That was written by the young composer Sara Bucher.

Swiss Choral Music – an initiative of the Swiss Federation 
Europa Cantat SFEC in collaboration with the Swiss Choral 
Association SCA.
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Charles Gounod: Requiem in C major 
Solo SATB, Coro SATB, 2 Fl, 2 Ob, Eh, 2 Clt, 2 Fg, Cfg, 4 Cor, 2 Tr, 3 Trb, Tb,  
Timp, Gran cassa, Arpa, Perc, 2 Vl, Va, Vc, Cb, Org / 35 min 
 Carus 27.315

This compact Requiem in C major is full of surprises. It is like a colorful mosaic and encourages 
one to listen again and again. The very beginning is unusual. The French composer uses a fall-
ing chromatic line starting from a single note, known in the Baroque as “passus duriusculus – 
the hard way” an expression of suffering. The “Dies irae,” which sounds like a detective story, 
is another example of a skillful use of the text. Particularly interesting and beautiful is the “Rex 
tremendae”, which immediately changes into a gentle “Salva me” to pass into a wonderfully 
light soprano solo, followed by the choir and a touching lyrical violin solo.

Charles

Requiem in C

Musique sacrée française
Urtext

Carus  27.315ISMN M-007-09560-4 

9 790007 095604

CV 27.315 Carus

GOUNODG
ounod          Requiem

 in C

CC

Charles Gounod (1818–1893) komponierte das Requiem in C unter dem Eindruck 
des Todes seines vierjährigen Enkels Maurice. Sein eigener Tod ereilte ihn bei 
der letzten Detailarbeit an diesem Werk in der Fassung für Soli, Chor und großes 
Orchester, der einzigen vollständig aus der Feder des Komponisten stammenden 
Version. Die Neuausgabe präsentiert Gounods letztes Werk erstmals in einer 
kritischen Edition. Dazu ist praxisorientiertes, modernes Orchestermaterial käuflich 
erhältlich. Carus bietet darüber hinaus Bearbeitungen für Soli, Chor und Orgel 
sowie für Soli, Chor und wenige Instrumente an.

Charles Gounod (1818–1893) a composé le Requiem en Ut sous le coup du décès 
de son petit-fils de quatre ans Maurice. Quant à lui, la mort l’a arraché à son 
travail de dernière main sur la partition de cette œuvre dans la version à grand 
orchestre, la seule à être entièrement de la plume du compositeur. La nouvelle 
édition présente ainsi pour la première fois l’ultime grande œuvre de Gounod 
dans une édition critique. En plus du matériau d’orchestre complet, des arrange-
ments pour soli, chœur et orgue ainsi que pour chœur et peu d’instruments sont 
disponibles à la vente.

Charles Gounod (1818–1893) composed this Requiem in C major under the 
impact of the death of his four-year-old grandson, Maurice. His own death over-
took him while he was finishing the final details on this work in the version for 
large orchestra, the only complete version from the pen of the composer. Hence, 
the new edition of Gounod’s last major work is presented for the first time in a 
critical edition. The complete performance material is available for sale. In addition, 
Carus offers arrangements for soli, choir and organ as well as for soli, choir and 
few instruments.

www.carus-verlag.com

Franz von Suppè: Missa pro defunctis
Soli SATB, Coro SATB, 2 Fl, 2 Ob, 2 Clt, 2 Fg, 4 Cor, 2 Tr, 3 Trb, Timp, Tamtam,  
2 Vl, Va, Vc, Cb / 70 min 
 Carus 40.085

Mozart’s Requiem influenced many subsequent composers. Indeed, one can hear this model 
again and again in Suppè’s Missa pro defunctis: in the archaic fugue of the “Kyrie”, in the 
bass solo of the “Tuba mirum”, in the contrasting parts of “Rex Tremendae – Salva me”. But 
Suppè always remains true to himself and his style, creating a virtual sacral stage in which 
many emotional facets of the Requiem text come to life. Be it in the seething fire of the low 
strings and the desperate crying out of the choir in the “Dies irae”, in the beautiful lament of 
the “Lacrimosa”, or in the sunrise of the “Sanctus” (is there the suggestions of Humperdinck’s 
Hansel and Gretel in the beginning string tremolo when the angels descend?). In each number, 
Suppè proves how skillfully he can capture different emotional states in his music.

Franz von

Missa pro defunctis
Requiem

Carus  40.085ISMN M-007-06119-7 

9 790007 061197

CV 40.085 Carus

SUPPÈSuppè         M
issa pro defunctis

CC

Franz von Suppè schrieb sein Requiem nicht als allgemein menschliche oder panthe-
istische Totenklage, sondern als bewusst christlich-katholisches Bekenntniswerk. Dass 
es Suppè gelungen ist, ein Requiem zu komponieren, das den theologisch-liturgischen 
Rahmen einhält, ohne deshalb den Anspruch des autonom gestalteten Kunstwerkes 
aufzugeben, macht vielleicht den Rang des Werkes aus.

Franz Suppè wrote his Requiem not as a humanistic or pantheistic lament for the dead, 
but as a work created on the basis of firm Christian and Catholic faith. The fact that 
Suppè succeeded in writing a Requiem which remains within the theological-liturgical 
bounds without sacrificing the values of an autonomous work of art is perhaps the 
greatest achievement of this work.

www.carus-verlag.com

Requiem highlights for every choir
Carus-Verlag offers a wide range of Requiem settings 
suitable for choirs of all kinds. Tobias Brommann has  
compiled highlights from our program, including  
lesser-known works by Biber, Bossi, and Jommelli.  
We of course offer all editions with complete performance 
material. Practice aids for choral singers are also available 
for many of the works.

Marco Enrico Bossi: Missa pro defunctis op. 83
Coro SATB, [Harmonium, Org] / 38 min 
 Carus 27.304

The word “archaic” often comes to mind when listening to Bossi’s music. Rather than sounding 
like it was written at the turn of the 20th century, his music breathes the spirit of Renaissance 
composers like Desprez or Palestrina. His Missa pro defunctis has the potential to transport you 
to a large Romanesque church with great acoustics. Anyone who feels at home in this world will 
be capable of performing this work, especially since the organ can be used to support the choir.

Marco Enrico

BOSSI
Missa pro defunctis

op. 83

Carus  27.304ISMN M-007- 
CV 27.304 Carus

C

Urtext

Die Kirchenmusik bildet den Mittelpunkt des kompositorischen Gesamtwerkes von Joseph 
Leopold Eybler, der 30 Jahre lang als Chordirektor im Schottenkloster in Wien tätig war, 
bevor er 1824 zum Wiener Hofkapellmeister ernannt wurde. Seinen großbesetzten Mess-
Vertonungen steht die Missa Sancti Alberti mit ihrem lyrisch-pastoralen Grundton gegen-
über; sie erinnert in Anlage, Umfang und Instrumentation an Franz Schuberts bekannte 
Messe in G-Dur. Bis auf zwei Soloquartette (auch aus dem Chor besetzbar) ist der Chor 
Hauptträger des musikalischen Geschehens; die konzentrierte Vertonung des Messtextes 
ist überwiegend homophon gestaltet. Ausgehend vom Streicherklang kann das Orches-
ter ad libitum mit zwei Oboen, zwei Fagotten, zwei Trompeten und Pauken angereichert 
werden, wodurch sich das Werk in seiner meisterlichen Orchestrierung präsentieren kann.

Church music was the focal point of the compositional output of Joseph Leopold Eybler, 
who for thirty years was the choral conductor at the Schottenkloster in Vienna, before 
being appointed Kapellmeister at the Court of Vienna. The Missa Sancti Alberti, with its 
fundamentally lyrical-pastoral character, stands in stark contrast to his large-scale settings 
of the Mass. In its design, scope and instrumentation it is reminiscent of Franz Schubert's 
well-known Mass in G major. With the exception of two solo quartets (which can also be 
performed by members of the choir), the choir plays the primary role in the performance 
of this work. Stylistically, the concentrated setting of the Mass text is predominantly 
homophonic. The setting of the Mass, starting with strings, can also be augmented, ad 
libitum, by adding Eybler's additional instrumental parts, consisting of two oboes, two 
bassoons, two trumpets and timpani to showcase his masterly orchestration.

15/17 pt

GL 23

65 mm / 3 pt
30% schwarz

GL 26

30 mm

60 mm

32 pt GL3

20 /28 pt
20 / 22

1 LZ 17 pt

35,2 Schriftlinie
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Camille Saint-Saëns: Messe de Requiem op. 54
Soli SATB, Coro SATB, 4 Fl, 2 Ob, 2 Eh, 4 Fg, 4 Cor, 4 Trb, 4 Arpa, Grand Orgue, Orgue 
d’accompagnement, 2 Vl, Va, Vc, Cb (reduced version: 2 Fl, 2 Ob, 2 Eh, 2 Fg, 2 Cor, Trb,  
2 Arpa, Org, 2 Vl, Va, Vc, Cb) / 35 min 
 Carus 27.317

Amazingly “oblique” is how one would characterize the beginning of Camille Saint-Saën’s 
Messe de Requiem. It takes a while until its initial uncertainty dissolves and a harmonic center 
seems to be consolidated. But the choral entry with its slowly alternating chromatic lines im-
mediately unsettles again. The “Dies irae” – not set to music, but is rather an outcry – seems 
to emerge from hell. The “Rex tremendae” is also unusual. Here Saint-Saëns foregrounds its 
trembling uncertainty, while the harmonic basis is difficult to grasp. Only in the “Sanctus” do 
the choir of angels dispell all uncertainty by shining forth in full force, followed by a warm 
“Benedictus” (interestingly sung by the choir!). And immediately the “weird”, intangible har-
monies from the beginning are heard again in the “Agnus Dei”, which ends on a single note.

Camille

Messe de Requiem
op. 54

Carus  27.317ISMN M-007- 
CV 27.317 Carus

www.carus-verlag.com

SAINT-SAËNS

Saint-Saëns         M
esse de R

equiem

CC

Urtext

Heinrich Ignaz Franz Biber: Requiem in F minor
Soli SSATB, Coro SSATB, [3 Trb], 2 Vl, 3 Va (3 Vl, 2 Va), Bc / 28 min 
 Carus 27.318

It is no surprise that Biber’s Requiem in F minor with its six-part string section offers a wonder-
fully full sound – the composer was also a well-known violin virtuoso. The work is rewarding 
and varied: homophonic and polyphonic sections alternate, often outshone by the brilliance of 
the violins. To name just two of its many highlights: the “Quantus tremor” in a harmonically 
“spicy” sequence with quasi-trembling violins, and the daring transverse position right at the 
beginning of the “Sanctus”, which really gets you sitting up and paying attention! (For those 
with restricted budgets who still want to perform this great work, see also the arrangement for 
soli, choir & organ (Carus 27.318/45).

Niccolò Jommelli: Missa pro defunctis
Soli SATB, Coro SATB, 2 Vl, 2 Va, Bc / 48 min 
 Carus 27.321

Let us hope that the afterlife can be as beautiful as the beginning of Jommelli’s Missa pro 
defunctis, whose tranquility nothing can dull! Despite its commemoration of the dead, Jommelli 
conveys a fundamentally benign atmosphere, while remaining true to the seriousness of its 
subject. The diversity of the text is reflected in a mosaic of sections, especially when mixed with 
monophonic Gregorian sections. The lovely “Pie Jesu” in the “Dies irae” sequence should be 
singled out, as its music seems to defy gravity.

Missa pro defunctis

Urtext

Carus  27.321

C

Niccolò

JOMMELLI

Heinrich Ignaz Franz Biber
Requiem in f

Salzburger Kirchenmusik
Sacred music from Salzburg · Musique sacrée de Salzbourg

  C_Carus  27.318  C_Carus

Bibers Requiem in f-Moll gehört zu den eindrucksvollsten Vertonungen der 
Totenmesse des 17. Jahrhunderts. Die bildhafte Sprache des Requiem-Textes 
setzt Biber mit vielfältigen Mitteln der musikalisch-expressiven Deutung um. 
Beeindruckend ist die Intensität der musikalischen Figuren, mit denen Klage 
und Trauer zum Ausdruck gebracht werden. 

Biber’s Requiem in F minor is among the most striking settings of the requiem 
mass of the 17th century. The figurative language of the requiem text offered 
Biber a wealth of possibilities for expressive interpretation. The intensity of 
the musical language used to portray lamentation and mourning is impressive. 

ISMN M-007-16461-4 

9 790007 164614

CV 27.318 Carus

www.carus-verlag.com
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After many years at Berlin Cathedral,  
Tobias Brommann now works as a 
cantor in Neubrandenburg. His heart 
beats for choral music – traditional, but 
also off the beaten track. In addition 
to the traditional works he regularly 
performs, his programs always include 
lesser-known and unusual works. 



NEW EDITIONS

Robert

SCHUMANN
Missa sacra

op. 147

Carus  40.687

C

Urtext
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Robert Schumann (1810 – 1856)
Missa sacra in C minor op. 147 (lat) 
Soli STB, Coro SATB, 2 Fl, 2 Ob, 2 Clt,  
2 Fg, 2 Cor, 2 Tr, 3 Trb, Timp,  
2 Vl, Va, Vc, Cb, Org / 40 min   
ed. Hansjörg Ewert   

A mass setting by Robert Schumann? 
This is still likely to cause surprise among 
audiences – after all, Schumann is not 
generally viewed as a sacred composer. 
Indeed, his little-known late work, the 
Missa sacra is a discovery not just for 
listeners but often for the performers 
themselves. The mass combines an acute 
fascination with sacred liturgy typical of 
Schumann’s time with the pragmatism of 
its intended use by a local choral society. 
The composer employs his considerable 
skills to create a captivating and varied 
score that is almost ethereal in the Kyrie, 
leading to passages of an intimate and 
lyrical piano that alternate with fortissimo 
for words of praise, while always display-
ing the utmost sensitivity and a delight in 
dissonance. The composer declared his 
setting to be “fashioned with great love”. 

The demanding orchestral mass can be 
realized with limited means. The solo 
parts can be filled from the choir. The 
work, which the composer himself did 
not have published, is here reissued on 
the basis of Schumann’s partial autograph 
score. An arrangement for choir & organ 
is also available (Carus 40.687/45).

 Carus 40.687, full score 64,00 €  
(  57,60 €), vocal score 29,00 €, 
choral score ± 18,00 €, 
complete orchestral parts 236,00 €

Henry

PURCELL
Hail! Bright Cecilia
Ode on St. Cecilia’s Day 1692

Carus  10.250

C

Urtext

Henry Purcell (1659 – 1695)
Hail! Bright Cecilia. Ode on St. Cecilia’s 
Day 1692 Z 328 (en)
Soli SAATBB, Coro SATB (also SSAATB), 
2 Rec, 2 Ob, 2 Tr, Timp, 2 Vl, Va, Bc 
55 min / ed. Julia Rosemeyer 

“Hail! bright Cecilia, hail to thee. Great 
patroness of us and harmony!” – this 
exclamation opens the final chorus of 
Henry Purcell’s eponymous Ode to St. 
Cecilia from 1692. A paean to the power 
of music, the work is one of the undoubt-
ed masterpieces of English choral odes of 
that time. 

A resolution of the Musical Society of 
London in 1683 launched the great 
tradition of annual celebrations for St. 
Cecilia’s Day (November 22), featuring a 
church service followed by performances 
of specially composed music. Over the 
years, Purcell wrote several odes for the 
occasion, of which this example from 
1692 is one of the most popular. 

Purcell’s magnificent music, which 
features a huge range of tonal color and 
form, offers delightful parts for a variety 
of solo, ensemble, and choral settings. 
With its richly expressive palette, the Ode 
is an extremely rewarding work by the 
“Orpheus Britannicus”, as Purcell was 
admiringly called by contemporaries.

 Carus 10.250, full score 59,00 €  
(  53,10 €), vocal score 17,00 €, 
choral score ± 12,00 €, 
complete orchestral parts 145,00 €

Wolfgang Amadeus

MOZART
Requiem

KV 626

ergänzt und herausgegeben von
completed and edited by

Howard Arman

Carus  51.652

C

Stuttgarter Mozart-Ausgaben
Urtext

Wolfgang Amadeus Mozart 
(1756 – 1791)
Requiem K. 626 (lat) 
Completed and edited  
by Howard Arman
Soli SATB, Coro SATB, 2 Corni di basset-
to, 2 Fg, 2 Tr, 3 Trb, Timp, 2 Vl, Va, Bc 
50 min 

The English conductor and composer 
Howard Arman has presented us with 
a completed version of Mozart’s Re-
quiem. He orients himself towards the 
typical characteristics of Mozart’s brilliant 
composing style: The masterly composi-
tional technique, the search for innovative 
solutions to every problem, and even the 
terse treatment of the text with extremely 
suggestive harmonies. All of this leads to 
a number of new listening experiences. 
This can be heard in the recording with 
Howard Arman and the Bavarian Radio 
Choir. Read more about the new version 
on pages 6 to 11.

 Carus 51.652, full score 65,00 €  
(  58,50 €), vocal score 13,00 €, 
choral score ± 9,50 €, 
complete orchestral parts 179,00 €

Mozart Requiem K. 626 in 
the version of Howard Ar-
man. With an introduction
Soloists, Bavarian Radio 
Choir, Akademie für Alte 
Musik Berlin, Howard Arman 
 Carus 51.652/99
EAN 4009350516526
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Johannes

BRAHMS
Fünf Gesänge

op. 104

Carus  9.402

C

Johannes Brahms (1833 – 1897)
Fünf Gesänge. Five songs for mixed 
choir a cappella op. 104 (ger/en) 
Coro SAATBB / ed. Uwe Wolf 

„Lösche die Lampe getrost, hülle in 
Frieden dich ein“ (“Put out thy lamp 
with good heart, lay thee then peacefully 
down”) – Johannes Brahms’s final cycle of 
secular songs for mixed choir a cappella 
paints a striking picture of mortality, ulti-
mate happiness and lost youth. The 4- to 
6-part songs fascinate with their immense 
power and range of expression, which 
runs from short, quiet, melancholy phras-
es (“breathe tremblingly forth”, “O life-
less falleth”) to elements of folk song (the 
horn calls in Nachtwache II / Nightwatch 
II) to mighty climaxes and double-choir 
effects produced with great economy of 
means. The closing movement Im Herbst 
/ In Autumn, with its idiosyncratic har-
monies, is certainly one of Brahms’s best 
secular compositions.

All the songs are also available separately, 
printed and digitally. The accompanying 
English text is the translation authorized 
by the composer himself.

 Carus 9.402, full score 12,00 € 
(  10,80 €), choral score ± 4,95 € 
(also  )

Albert

LORTZING
Hymne

„Dich preist, Allmächtiger“
LoWV 5

Carus  23.005

C

Urtext

Albert Lortzing (1801 – 1851)
Hymne LoWV 5 (ger) 
Soli SATB, Coro SATB, 2 Fl, 2 Ob, 2 Clt, 
2 Fg, 2 Cor, 2 Tr, 3 Trb, Timp, 2 Vl, Va, 
Vc, Cb / 14 min / ed. Martin Helbich  

Today best known for his comic operas 
such as Zar und Zimmermann and Der 
Waffenschmied, Albert Lortzing was also 
a composer of sacred music. In 1822, 
inspired by the performances of great 
choral symphonic works at the Lower 
Rhine Music Festival, Lortzing, then 
aged only 21 years old, ventured to set 
a sacred anthem to music: In his Hymne 
“Dich preist, Allmächtiger” for four-part 
choir, soloists and orchestra, his love of 
opera shines through with memorable 
melodies, striking instrumentation and an 
expressive and diverse musical design that 
conjure up diverse scenes for the listener. 
The palette ranges from powerful wind 
passages praising God’s omnipotence to 
‘classical’ fugati and intimate solo and 
ensemble passages with transparent 
accompaniment.

The Urtext edition – in fact the first 
printed version of the work – is based on 
autograph sources.

 Carus 23.005, full score 29,00 €  
(  26,10 €), vocal score 11,00 €, 
choral score ± 8,00 €, 
complete orchestral parts

Johann Sebastian Bach (1685 – 1750)
Tilge, Höchster, meine Sünden  
BWV 1083 (ger) 
Based on the „Stabat Mater“ by Pergo-
lesi. Soli SA, Coro SATB, 2 Vl, Va, Bc 
44 min / arr. Jörn Bartels
 
None other than Johann Sebastian 
Bach arranged Giovanni Battista 
Pergolesi’s well-known Stabat Mater for 
performances at Leipzig’s Thomaskirche. 
Bach replaced the old liturgical sequence 
of the original with a rhymed ver-
sion in German of the 51st Psalm, 
Tilge, Höchster, meine Sünden. Both 
Pergolesi’s composition and Bach’s 
arrangement have only two solo vocal 
parts (soprano and alto). Now Carus 
presents a choral version.

 Carus 35.302/50, full score 32,00 €  
(  28,80 €), choral score ± 7,50 €,  
complete orchestral parts 96,00 €

Edition Bach-Archiv Leipzig
Musikalische Denkmäler · Musical Monuments 

Johann Ernst Bach
Straf mich nicht in deinem Zorn
BR-JEB F 12 
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  C_Carus  35.504

Johann Sebastian

BACH
Tilge, Höchster, meine Sünden

Psalm 51
BWV 1083

nach dem „Stabat Mater“ von /based on the “Stabat Mater” by 
Giovanni Battista Pergolesi

Chorfassung von/Choral version by
Jörn Bartels

Carus  35.302/50

Stuttgarter Bach-Ausgaben
 

C

Johann Ernst Bach (1722 – 1777)
Straf mich nicht in deinem Zorn  
BR-JEB F 12 (ger) 
Soli STB, Coro SATB/SATB, 2 Fl, 2 Ob,  
2 Cor, 2 Vl, Va, Bc / 15 min 
ed. Klaus Rettinghaus

Johann Ernst Bach received his musical 
training from his godfather, Johann 
Sebastian Bach. He later served in a dual 
capacity as public lawyer and organist in 
Eisenach, then from 1756 as Kapellmeis-
ter at the ducal court in Weimar.

 Carus 35.504, full score 25,00 €  
(  22,50 €), vocal score 9,50 €, 
choral score ± 5,00 €, 
complete orchestral parts 94,00 €
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Gabriel Fauré (1845 – 1924)
Pavane op. 50 (fr) 
Coro SATB, 2 Fl, 2 Ob, 2 Clt, 2 Fg,  
2 Cor, 2 Vl, Va, Vc, Cb / 5 min 
ed. Denis Rouger 

Gabriel Fauré’s Pavane is one of his 
most popular compositions. What is less 
known, however, is that the premiere 
of this stylized dance in April 1888 was 
actually performed in this present version 
with a mixed choir rather than in the 
now more familiar orchestral version or 
instrumental arrangements. The text, in 
the style of Verlaine, sketches the carefree 
society of the Belle Époque, in particular 
the various flirtations and dalliances of 
the dancers. 

Based on Fauré’s autograph score, the 
new Carus edition reflects the original 
(faster) tempo marking. Supplementing 
the edition of the orchestral version, 
Carus has published a contemporary 
arrangement for choir and piano four 
hands (Carus 10.402/10).

 Carus 10.402, full score 24,00 €  
(  21,60 €), vocal score 4,95 €, 
choral score ± 3,50 €, 
complete orchestral parts 67,00 €

 Carus 10.402/10, Arrangement for 
choir and piano four hands, full score 
12,00 €, individual part, pianoforte, 
piano duet (Minimum order quantity  
2 copies) 7,00 € (   6,30 €)

GABRIEL FAURÉ

100th anniversary of death

1845 – 1924

Carus  10.402/10

Pavane
op. 50

Bearbeitung für Chor und Klavier zu vier Händen
Arrangement for choir and piano four hands

Arrangement pour chœur et piano à quatre mains 

FAURÉ
Gabriel

C

Pavane
op. 50

 

FAURÉ

Carus  10.402

Gabriel

Urtext

C

Max Reger (1873 – 1916)
Acht geistliche Gesänge op. 138 (lat) 
for mixed choir (4 – 8 voices) 
ed. Christopher Grafschmidt  

Reger’s student Hugo Holle wrote 
about this collection in 1922: ”These 
simple a cappella chants, which avoid 
any difficulty, really show Reger’s art in 
polyphonic diatonic writing with chorally 
simple figuration. The archaizing effect 
is achieved through the harmony and 
through a compact periodization based 
on concise diction. […] The mood of the 
“Nachtlied” (No. 3) is infinitely delicate”.

 Carus 52.930, full score 11,95 € 

Max Reger. Edition of works, Vol. II/6 
Songs with orchestral accompaniment  
(ger) 
ed. Claudia Seidl  

Volume 6 of the series “Songs and Choral 
Works” features Max Reger’s works for 
solo voice and orchestra written between 
1912 and 1915.
As a Hybrid Edition, the scholarly-critical 
edition of the works of Reger (RWA) is 
exploring new approaches in editorial 
techniques. The digital component for 
this volume is published in an online 
portal.

 Carus 52.813, Hybrid Edition 219,00 €

Werkausgabe

Carus

REGER

with online portal
REGER

Acht geistliche Gesänge
op. 138

Urtext

Carus  52.930

C

Max

Giacomo Puccini (1858 – 1924)
Composizioni per pianoforte  
Edizione Nazionale delle Opere di  
Giacomo Puccini, II/2.2) / Pft 
ed. Virgilio Bernardoni

Puccini as a creator of piano music? The 
new volume of the Edizione Nazionale 
invites you to discover this still largely 
unknown side of the composer. Many 
previously unpublished works are 
available here for the first time. 

In fact, Puccini regularly wrote piano 
pieces throughout his career. The volume 
opens with one of the first compositions 
he preserved: a short, almost childlike 
work (Pezzo in Sol maggiore). This is 
followed by other piano pieces, some 
combined into cycles. These works shed 
an interesting light on Puccini’s earliest 
days as a composer and allow us to 
follow his burgeoning skills. The later 
pieces are mostly occasional works, writ-
ten alongside the great operas. Browsing 
through the pages, one stumbles across 
many strokes of genius: For instance, 
when the melody wends its way to its 
climax before immediately sinking back 
to nothingness (Adagio in La maggiore, 
SC 31). It’s well worth discovering this 
little-known side of Puccini! 

 Carus 56.004, full score clothbound 
99,00 € (   89,10 €)

Puccini

Carus

GIACOMO PUCCINI 

100th anniversary of death

1858 – 1924
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Anton Bruckner (1824 – 1896)
Te Deum WAB 45 (lat) 
Arrangement for soli, choir, 2 pianos 
and timpani ad lib. 
Soli SATB, Coro SATB, 2 Pfte, [Timp]  
25 min / arr. Sebastian Bartmann 

In the 19th and early 20th centuries, 
transcriptions of large (choral) symphonic 
works for two pianos were extremely 
popular: They enabled a large audience 
to get to know classical compositions in 
an age before recorded music. In many 
cases, world-famous works were first 
performed in such a version – including 
Bruckner’s Te Deum. 

Composer, pianist and experienced 
piano-duo performer Sebastian Bartmann 
newly arranged Bruckner’s Te Deum and 
the Mass in D minor for soloists, choir 
and two pianos. Vocal scores and choral 
scores of the original version can be used. 

 Carus 27.190/44, full score 29,00 €  
(  26,10 €), vocal score 12,95 €, vocal 
score XL 18,50 €, choral score ± 6,80 €, 
Set of parts 52,00 € (   46,80 €)

Gabriel Fauré (1845 – 1924)
Requiem op. 48 (lat)  
Arrangement for soli, choir and organ 
Soli SBar, Coro SATB, Org / 40 min 
arr. Yves Castagnet 

Faure’s Requiem, op. 48, is his only large-
scale sacred composition and certainly 
his most important essay in the genre. 
Already popular with audiences during 
his lifetime, its success continues to this 
day. For this new edition, Yves Castagnet, 
titular organist of the choir organ at Notre 
Dame in Paris and deeply rooted in the 
French tradition of organ-playing, has 
transposed the orchestral setting to his 
instrument. In doing so, he has retained 
the transparent structure and rich color 
of the orchestral score – not least thanks 
to varied and stimulating suggestions for 
registration. This wonderful Requiem set-
ting is now available in a modern version 
for choir and organ, just in time for the 
Fauré commemorative year in 2024! 

The vocal scores and choral scores of 
the original symphonic version (Carus 
27.312) can be used together with this 
organ setting.

 Carus 27.312/45, full score 39,00 €, 
vocal score 12,50 €, 
vocal score XL 18,50 €, 
choral score ± 5,80 €, 

 | CCC (audio) 

Carus  27.092/44

Messe d-Moll
WAB 26

Bearbeitung für Soli, Chor, 2 Klaviere und Pauken ad lib. von
Arrangement for soli, choir, 2 pianos and timpani ad lib. by

Sebastian Bartmann

BRUCKNER
Anton

C

Carus  27.190/44

Te Deum
WAB 45

Bearbeitung für Soli, Chor, 2 Klaviere und Pauken ad lib. von
Arrangement for soli, choir, 2 pianos and timpani ad lib. by

Sebastian Bartmann

BRUCKNER
Anton

C

Anton Bruckner (1824 – 1896)
Mass in D minor WAB 26 (lat) 
Arrangement for soli, choir, 2 pianos 
and timpani ad lib. 
Soli SATB, Coro SATB, 2 Pfte, [Timp]
45 min / arr. Sebastian Bartmann 

 Carus 27.092/44, full score 59,00 €  
(  53,10 €), vocal score 26,95 €, 
choral score ± 11,95 €, Set of parts 
92,00 € (  82,80 €)

NEW EDITIONS

Te Deum H 146

Bearbeitung für Soli, Chor und Orgel
Arrangement pour soli, chœur et orgue
Arrangement for soli, choir and organ

Carus  21.032/45

C

CHARPENTIER
Marc-Antoine

Requiem
op. 48

Bearbeitung für Soli, Chor und Orgel
Arrangement pour soli, chœur et orgue
Arrangement for soli, choir and organ

Carus  27.312/45

C

FAURÉ
Gabriel

Marc-Antoine Charpentier (1643 – 1704)
Te Deum H 146 (lat)  
Arrangement for soli, choir and organ 
Soli e Coro SST(A)TB, Org / 25 min 
arr. Andreas Gräsle 

Marc-Antoine Charpentier’s impressive 
setting of the Latin canticle Te Deum 
opens with a striking introductory 
fanfare. It is familiar to millions, since it 
is the theme tune of the Eurovision TV 
broadcasts. The orchestral setting of this 
French Baroque masterpiece is trans-
ferred to the organ with great sensitivity 
for the changing instrumentations and 
timbres in the original score. This edition 
enables the work to be performed for 
the first time in an alternative version for 
solo voices, choir, and organ.

The vocal scores and choral scores of  
the original version (Carus 21.032),  
also published by Carus, can be used in  
combination with this organ setting.

 Carus 21.032/45, full score 30,00 €  
(  27,00 €), vocal score 17,50 €, 
choral score ± 9,50 €

ANTON BRUCKNER 
200th birthday
1824 – 1896
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Franz 

SCHUBERT
Messe in Es
Mass in E flat major

D 950

Bearbeitung für Kammerorchester von
Arrangement for chamber orchestra by

Joachim Linckelmann

Stuttgarter Schubert-Ausgaben  

Carus  40.660/50

C

Franz Schubert (1797 – 1828)
Mass in E flat major D 950 (lat) 
Arrangement for chamber orchestra 
Soli SATTB, Coro SSATTBB, Ob, 2 Clt, 
Fg, Cor, Tr, Trb, Timp, 2 Vl, Va, Vc, Cb 
50 min / arr. Joachim Linckelmann  

Schubert’s Mass in E flat major is the 
last of his six settings of the Ordinarium 
Missae (Mass ordinary) and also his most 
important work in this genre. The mass 
is full of color and drama, infused with 
the spirit of confession. For many choirs, 
it is on the wish list of those works they 
would like to sing someday. But what 
happens if you don’t have enough sing-
ers, money is tight, and your venue is on 
the small side? 

Here the experienced arranger and 
orchestral musician Joachim Linckelmann 
has a great solution. His version for solo-
ists, choir and chamber orchestra requires 
only seven winds rather than the original 
13. The string parts, while identical to the 
original, can now also be scaled back. The 
vocal parts (soloists and chorus) are com-
pletely untouched by the arrangement, so 
that the vocal scores and choral scores of 
the Carus Urtext edition can also be used 
for performance.

 Carus 40.660/50, full score 79,00 €  
(  71,10 €), vocal score 13,50 €, 
choral score ± 10,80 €, 
complete orchestral parts on loan

Robert 

SCHUMANN
Requiem

op. 148

Bearbeitung für Kammerorchester von
Arrangement for chamber orchestra by

Urs Stäuble

  

Carus  27.324/50

C

Robert Schumann (1810 – 1856) 
Requiem op. 148 
Arrangement for chamber orchestra
Soli SATB, Coro SATB, Fl, Ob, Clt, Fg, 
Cor, Timp, 2 Vl, Va, Vc, Cb / 40 min 
arr. Urs Stäuble 

“The artist’s supreme calling is to devote 
his energies to sacred music”. These 
words were written by Robert Schumann 
in January 1851 – even though, up to 
that point in time, his compositional out-
put had been almost entirely secular. The 
following year, however, he composed his 
Missa sacra, op. 147, and the Requiem, 
op. 148. In these works he sought new 
forms of expression for the liturgical texts, 
to which end he repeatedly deviated 
from the precise wording of the originals. 
Both in terms of the text and the overall 
musical conception, his Requiem is cer-
tainly suitable for concert performances 
alongside its traditional use in church.

This arrangement for chamber orchestra 
enables the work to be performed by 
smaller ensembles while preserving its 
distinct choral-symphonic character.

 Carus 27.324/50, full score, vocal 
score, choral score and complete orches-
tral parts (on loan) in preparation

coming soon 6/2024

Carus  7.333/50

C

El Pessebre
The Manger/Die Krippe

Arreglo para orquesta reducida de 
Arrangement for smaller Orchestra by

Bearbeitung für kleineres Orchester von
Antoni Ros Marbà

Pablo

CASALS

Pablo Casals (1876 – 1973)
El Pessebre (The Manger)  
Arrangement with reduced orchestration 
(Catalan/ger/en) 
Soli SATBarB, Coro SATB, 3 Fl (3. Fl with 
Pic), [Flabiol], 2 Ob (Eh), 2 Clt (BClt), 
2 Fg, 2 Cor, 2 Tr, 3 Trb, Tb, Timp, Perc, 
Arpa, [Celesta], 2 Vl, Va, Vc, Cb 
120 min (with reduction proposal from 
120 to 90 min) / arr. Antoni Ros Marbà 

Pablo Casals is considered one of the 
greatest cellists of all times, but he also 
worked as a conductor and composer. 
His Christmas oratorio El Pessebre (text 
by the Catalan poet Joan Alavedra) is 
written in a moderately modern musical 
style. Casals reflects his experiences of 
the Spanish Civil War and the Second 
World War. Adopting a musical language 
strongly permeated by songlike elements, 
this composition is a remarkable musical 
memorial to peace and humanity.

For this edition the conductor and com-
poser from Catalonia Antoni Ros Marbà 
has reworked the large orchestration of 
the original version by Enrique Casals 
(Carus 7.333), reducing the number of 
wind instruments. The work is also avail-
abe in a version for soli, choir and organ  
(Carus 7.333/45).

 Carus 7.333/50, full score on loan, 
vocal score 39,00 €, 
choral score ± 18,50 €, 
complete orchestral parts on loan
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Giacomo Puccini / Giuseppe Verdi
Messa a 4 voci con orchestra (Messa di 
Gloria) & Quattro pezzi sacri 
Sung Min Song, Krešimir Stražanac, 
Gaechinger Cantorey, Dresdner  
Kammerchor, Stuttgart Philharmonic,  
Hans-Christoph Rademann 

The early musical experiences of Puccini 
and Verdi were gained in the field of 
sacred music. At the age of 22 Puccini 
composed his Messa a 4 voci as a grad-
uation exercise. When still a schoolboy, 
the 45-year older Verdi stood in for the 
organist in his home village; at the end 
of this life, he returned to church music, 
writing his Quattro pezzi sacri at the age 
of over 80. The Messa of the younger 
composer is a joyful and scintillating 
work. Artistically, Verdi’s powerful and 
intense Pezzi sacri can be placed on an 
equal standing with his beloved operas.

 Carus 83.535, EAN 4009350835351

Gabriel Fauré (1845 – 1924)  
Rencontre – Begegnung  
figure humaine kammerchor, 
Denis Rouger

For the Fauré anniversary year of 2024 
Denis Rouger has arranged numerous 
songs by the great French composer 
of the late Romantic and fin-de-siècle 
periods for his chamber choir. The well-
known art songs, originally composed for 
solo voice and piano, can now be enjoyed 
anew in a sensitive choral interpretation. 

 Carus 83.537, EAN 4009350835375

GIACOMO PUCCINI
Messa a 4 voci con orchestra (Messa di Gloria)

GIUSEPPE VERDI
Quattro pezzi sacri

Sung min Song • Krešimir Stražanac
Gaechinger Cantorey • Dresdner Kammerchor  

Stuttgarter Philharmoniker

Hans-Christoph Rademann 

P E T E R  S C H I N D L E R

C_Carus

Songs from the Codex Buranus

Peter Schindler (*1960)
Perpetuum mobile. Songs from the 
Codex Buranus (lat) 
Soli SBar, Coro SATB, S-Sax (C melody 
instrument), Pfte, Jazz-Bass (Cb), Perc,  
[2 Vl, Va, Vc, Cb] / 25 min

In his work Perpetuum mobile com-
poser Peter Schindler has set 44 texts 
from the Codex Buranus to create a 
new 90-minute song cycle in 4 acts for 
soloists, chorus, jazz quartet and string 
ensemble (ad lib.). The 315 songs and 
dramatic texts from the 13th centu-
ry were published completely for the 
first time in 1847 in an edition entitled 
„Lieder aus Benediktbeuern“ – in Latin: 
Carmina burana. Carl Orff came across 
the texts in 1935 and reworked them 
into his choral work of the same name. 

The contents include moral-satirical 
songs, spring and love songs, medieval 
courtly songs, and sacred dramas. The 
Codex Buranus is recognized as an inter-
national cultural treasure. Its importance 
lies in the international range of the col-
lection, which extends beyond linguistic 
and cultural boundaries. It continues to 
impress today as an invaluable testimony 
to medieval culture and European his-
tory, for the texts remain breathtakingly 
true to the present day.
Peter Schindler’s composition is a new 
musical approach to the multi-layered 
Latin poems in a 21st century musical 
language.

 Carus 10.602, full score 149,00 €  
(  134,10 €), vocal score  35,00 €, 
complete orchestral parts on loan (also )

fi gure humaine kammerchor · Denis Rouger
Olga Wien, Klavier
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für Soli, gemischten Chor, 
Gemeinde und Band

Bobbi Fischer

Bobbi Fischer (*1965)
Te Deum (lat/en/ger) 
Soli SB, Coro SATB (partly divisi), [con-
gregation], Tr, Tsax, Pfte, Bass, chime 
bells, Vib, Drums, Perc, Timp / 40 min

Fischer’s musical roots lie in classical  
music, which he combines with jazz 
elements and Latin American rhythms. 
All three styles appear in the Te Deum. In 
keeping with the proclamation “Te Deum 
laudamus” (We praise thee, O God), the 
work begins with the festive (Cuban) en-
ergy, propelled by timpani and trumpet; 
the choir can also be heard imitating  
fanfares. Later, a cappella choruses 
become a recurring element, in which 
phrases set as Gregorian chant are pre-
sented against an ever-changing chordal 
background. But the score also features 
elements of swing and rhythm & blues, 
frenetic choral outbursts of joy, as well 
as moments of mystic contemplation. 
Moreover, the instrumentalists are given 
ample opportunity for improvised solos. 
Interwoven into the otherwise Latin 
text is the well-known German chorale 
Großer Gott, wir loben dich. Here several 
verses can be sung with the congrega-
tion; alongside the original German text, 
the score features the English translation 
“Holy God, we praise thy name”.

 Carus 27.188, full score 89,00 €  
(  80,10 €), vocal score 22,00 €, choral 
score ± 18,50 €, complete orchestral 
parts on loan (also )
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The innovative practice aid for choir singers

Whether at home on your tablet or PC or on the road on your smartphone: with carus music, the 
Choir Coach, you always have your choral works with you to practice! With the carus music choir 
app, you can listen to your score together with a first-class recording on any device and easily 
practice your own choir part with a coach. With carus music, your concert preparation is easy, 
efficient and fun to master!

For choirs we offer the possibility of a collective order with lower prices.

Anton Bruckner: Mass in F minor 
WAB 28 (lat)

The mass is quite demanding. Indeed, 
the premiere originally scheduled for 
November 1868 had to be canceled 
because some musicians found the work 
too difficult. This is a welcome challenge 
for experienced choirs and singers who 
don’t mind a few extra rehearsals.

 Carus 73.414/02

Gabriel Fauré: Requiem op. 48 (lat)

Fauré’s Requiem is the key work among 
the sacred compositions by the French 
master. Already during the composer’s 
lifetime, it proved very successful with 
the audiences, and this success remains 
undiminished all over the world to this 
day. In contrast to more “theatrically” 
conceived settings, it was Fauré’s inten-
tion to evoke a peaceful and conciliatory 
mood with his work. Even though the 
choral parts are very suitable for most 
choir singers due to their melodic acces-
sibility, many passages are harmonically 
extremely sophisticated and require 
careful preparation in rehearsal.

 Carus 73.309/02

Giacomo Puccini: Messa a 4 voci 
con orchestra SC 6 (lat)

The Messa a 4 voci was composed by 
the 22-year-old Puccini at the end of his 
schooldays, and revised about 15 years 
later. Even in this early work, the subtlety 
of writing found in Puccini’s later operas 
is clear, works in which he re-used some 
themes from the mass. The Messa a 4 
voci sparkles with vitality, and even this 
youthful, dynamic, but demanding work 
requires a thorough knowledge of the 
piece by the choral singers.

 Carus 73.311/02These and over 100 other works at
https://carus-music.carus-verlag.com 
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