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Preface

Mozart’s enduring popularity, among music lovers as a composer and among
music historians as a subject for continued study, lies at the heart of this book:
even now, 250 years after his birth, Mozart remains an iconic figure in western
society. One fortunate result of this — fortunate for both the music lover and the
musicologist — is that new ‘facts’ about his life, new sources for his music, and
new interpretations of his works are a regular feature of Mozart performance
and the Mozart literature. As much as for any other composer, then, we con-
stantly renew our relationship with Mozart, through listening and reading and
thinking.

There have been some distinguished Mozart compendia in the past: H. C.
Robbins Landon and Donald Mitchell’s Mozart Companion of1956 springs imme-
diately to mind; so too does Landon’s Mozart Compendium of 199o. The first of
these coincided with the two hundredth anniversary of Mozart’s birth, the sec-
ond with the two hundredth anniversary of his death. The Cambridge Mozart
Encyclopedia celebrates Mozart’s two hundred and fiftieth birthday but it dif-
fers from those two volumes in significant ways. The Mozart Companion was a
collection of extended, often brilliant, essays, organized by genre; it was not
the volume’s intention to give an account of Mozart’s life or the contexts in
which he worked. The Mozart Compendium, on the other hand, paid much more
attention to Mozart’s life and times but included much shorter essays on the
music itself.

It is not the case, however, that we have merely attempted to bridge the gap.
On the contrary, this book attempts to bring together the complex of Mozart’s
life and works in the form of a dictionary that is full of implicit and explicit
cross-references and that can be read bit by bit or even, by the brave, all at once:
that is to say, it functions both as a starting point for information on specific
works, people, places and concepts as well as a summation of current thinking
about Mozart. The extended articles on genres reflect the latest in scholarship
and new ways of thinking about the works while the articles on people and
places provide the necessary historical framework, as well as interpretation. At
the same time, we have included a series of thematic articles that cast a wide
net over the eighteenth century and Mozart’s relationship to it: these include
Austria, Germany, aesthetics, travel, Enlightenment, Mozart as a reader and
contemporaneous medicine, among others.

Thevolumeis organized in dictionary format, with individual articles, long or
short, ranging from A to Z. This hardly solves the problem of finding specific
information on people, places and works, though: not every place, or every
person, or even every work has its own entry. But they are here somewhere and
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PREFACE

we encourage the reader to consult the index, which we have tried to make as
comprehensive as possible.

In addition, we include several appendices. The most important, perhaps,
is the worklist, which provides the most up-to-date account in English of the
authenticity and chronology of Mozart’s compositions; it supersedes a similar
worklist in the revised edition of The New Grove Dictionary of Music and Musicians
(London, 2001) and The New Grove Mozart (London, 2002). Other appendices
include lists of theatrically released Mozart biopics (an area ripe for further
study), commercially released videos of the operas, important Mozart institu-
tions and Mozart websites.

In general, we have relied on some standard Mozart texts for basic infor-
mation. They are not cited in individual lists of ‘further reading’ but they con-
tributed significantly (if tacitly) to virtually every article in this volume: Otto
Erich Deutsch, Mozart: die Dokumente seines Lebens (Kassel, 1961; English trans.
Eric Blom, Peter Branscombe and Jeremy Noble as Mozart: A Documentary Biogra-
phy (London, 1965) ); Wilhelm A. Bauer, Otto Erich Deutsch and Joseph Heinz
Eibl, eds., Mozart: Briefe und Aufzeichnungen (Kassel, 1962—75; for a partial trans-
lation of the Mozart letters, see Emily Anderson, ed., The Letters of Mozart and
his Family (London, 1985) and Cliff Eisen, ed., Mozart. A Life in Letters (London,
2006)); Peter Clive, Mozart and his Circle (New Haven, 1993). We encourage read-
ers to consult these volumes as well.

Works are identified by their numbers in the standard catalogue of Mozart’s
works by Ludwig Kochel (see Appendix 1: Worklist for full details). Pitches are
identified by the Helmholtz system, where middle C is identified as ¢, the c
above as ¢” and the c above thatas ¢””’; similarly the c below middle c is identified
as c, the c below that as C. All pitches within any particular ascending octave
are similarly identified.

Finally, we want to thank all of the contributors both for their hard work and
for their patience; Cambridge University Press, and in particular Vicki Cooper,
for taking on this volume; and especially Ruth Halliwell, who contributed sig-
nificantly to shaping the bookin its early stage, providing constant good advice.

CLIFF EISEN and SIMON P. KEEFE
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Abduction, The. See ENTFUHRUNG AUS DEM SERAIL, DIE

Abel, Carl Friedrich (b. Céthen 22 Dec. 1723; d. London 20 June 1787). German
composer and viola da gamba player, resident mainly in LON DON. Abel’s father
was a court musician at Cothen alongside J. S. BACH, and Carl Friedrich may
subsequently have studied with Bach in Leipzig. He left a post at the Dresden
courtas a result of the Seven Years War, travelling to London, where he gave his
first concert on 5 April 1759. Arriving at the very start of a vogue for the latest
German symphonies, Abel quickly became a major figure in London’s concert
life, both as instrumentalist and composer. Though the viola da gamba was
regarded as outdated, even an eccentricity, his playing was so deeply expressive
that his solos were constantly in demand for over twenty years (his Adagio
became a byword for heartfelt performance and a model for string players). He
was also successful in nurturing the patronage of aristocrats such as the Earl
of Thanet (atwhosehousein 1764 LEOPOLD MOZART becamesseriouslyill); and
probably in 1763 he was appointed chamber musician to the Queen. So too was
J. C. BACH (whom he may have known from Germany), and on 29 February
1764 they gave their first concert together. In 1765 they joined forces in what
became known as the Bach—Abel concerts, a series that ran until Bach’s death in
1782. Though closer to J. C. BACH, Mozart must have worked alongside Abel;
he even copied out his symphony Op. 7 No. 6 (mistakenly attributed to Mozart
in the first edition of the Kochel catalogue, K18). In E flat major, it unusually
features trios for two clarinets and bassoon, a sonority Mozart favoured later in
life. Abel was mainly known for his symphonies and string quartets: though not
perhaps as compelling as those of J. C. BACH (Burney found a certain languor
in Abel’s refinement and learning), they tap a richer vein of counterpoint and
chromaticism, with slow movements often exploiting a sonorous four-part
string texture.

Mozartseems to have lost contactwith Abel, whose career was largely tied up
with London’s concert life for the next twenty years. A close friend of Gainsbor-
ough, Abel outlived Bach and ran the concerts in 1782; after a visit to Germany
he was appointed principal composer to the Professional Concert in 1785.
Mozart did not forget him entirely, however: shortly after Abel’s death in 1787,
he refashioned a moto perpetuo theme from Abel’s early trio Op. 5 No. 5 in the
finale of the violin sonata K526. SIMON McVEIGH

Adamberger, Johann Valentin (b. Rohr, Bavaria, 22 Feb. 1740; d. Vienna, 24 Aug.
1804). German tenor. Adamberger’s early career took him to Italy in 1762, where
he sang under the name Adamonti, and LONDON in 1777, where he sang the
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ADELAIDE CONCERTO

title role in J. C. BACH’s La clemenza di Scipione. He was engaged at VIENNA in
1780, first at the German opera and later at the Italian opera. His roles included
Orfeo in GLUCK’s Orfeo ed Euridice (1781) and Ruggiero in Sacchini’s La con-
tadina in corte (1782); Adamberger was the original Belmonte in Mozart’s DIE
ENTFUHRUNG AUS DEM SERAIL (also 1782). Mozart thought highly of Adamberger
while the dramatist Gebler described him as combining ‘great artistry with a
marvellous voice’. In addition to Belmonte in Die Entfiihrung, Mozart also com-
posed for Adamberger the part of Monsieur Vogelsang in DER SCHAUSPIELDIREK-
TOR as well as the aria ‘Per pietd, non ricercate’, K420, the recitative and aria
Misero! O sogno . . . Aura, che intorno spiri, K431, the aria ‘A te, fra tanti affanni’,
K469 and possibly the tenor part in the cantata Die Maurerfreude, K471. No
doubt Adamberger and Mozart were good friends: they socialized frequently
and both were Freemasons and members of the lodge ‘Zur neugekronten
Hoffnung’ (‘New Crowned Hope’). Adamberger retired from the stage in 1792.

CLIFF EISEN

‘Adelaide Concerto’. A spurious violin concerto by H. Casadesus. See APPENDIX 1,
WORKLIST

Adlgasser, Anton Cajetan (b. Inzell, Bavaria, 1 Oct. 1729; d. Salzburg, 21/2 Dec. 1777).
Organist and composer. Adlgasser, who from 1744 studied at the SALZBURG
Cathedral chapel house, was appointed court and cathedral organist in 1750;
from 1760 he also served as organist at the Dreifaltigkeitskirche. Chiefly a
composer of sacred music, Adlgasser collaborated with MICHAEL HAYDN
and Mozart on the oratorio Die Schuldigkeit des ersten Gebots (1767). A friend
of the Mozart family — Leopold was a witness at all three of his weddings —
Adlgasser died after suffering a stroke while performing at the cathedral.
Leopold described the event in a letter of 22 December 1777. Mozart succeeded
Adlgasser as court and cathedral organist in 1779. CLIFF EISEN

aesthetics. Composers since the eighteenth century often have had much to say
abouttheir own compositional principles, philosophical inclinations, the influ-
ences on them, or relationships with their listeners; these matters, when added
together, could provide a composite view of their aesthetics. It would be desir-
able, of course, to have such declarations from major eighteenth-century com-
posers as well, and we generally believe we have this kind of statement from
Mozartin his letters to his father about the composition of DIE ENTFUHRUNG AUS
DEM SERAIL. These letters include, among other comments, his famous remark
(in a letter of 13 Oct. 1781) that ‘in an opera the poetry must absolutely be the
obedient daughter of the music’, in apparent contradiction to GLUCK’s equally
famous dictum that the role of music must be subordinate to poetry.

To take this and some of Mozart’s other pronouncements about Die Entfiihrung
atfacevaluewould involve amuch too naive reading of his letters. Atthis pointin
1782 Mozart had good reason to write things that his father LEOPOLD MOZART
wanted to hear. The two of them had just had a highly rancorous exchange of
letters over Mozart’s departure from service in Salzburg, and possibly antici-
pating an even more fractious correspondence over his impending marriage

2



AESTHETICS

plans, Mozart may have written these letters as a kind of peace offering, reviv-
ing Leopold’s long-standing enthusiasm for hearing about his son’s works.
For a number of reasons these remarks about opera appear to have more to
do with strategies in dealing with an overbearing father than true sentiments
about composition; in fact, the time for frankness in such matters had in all
probability elapsed.

Both Mozart and his father could readily recognize that Gluck held a pre-
eminent position among opera composers, but Leopold had an old grudge
against Gluck dating back to the early 1760s, involving imagined plots against
himself and his children, supposedly instigated by Gluck. Leopold rekindled
this animosity now that Mozart lived in Vienna, and Mozart’s statement on
music and poetry, contrary to Gluck’s view, could have been intended to give
Leopold satisfaction. Leopold also expected Mozart to repay his financial debt
to him, and a number of Mozart’s views about composition seem designed
to demonstrate the soundness of his compositional principles, which would
allow him to appeal to an audience and make more money than he could in
Salzburg.

In the early 1780s, JOSEPH VON SONNENFELS still exerted considerable
influence on the culturallife of VIEN N A, advancing asober, moralisticapproach
in the old style of the ENLIGHTENMENT which undoubtedly appealed to
Leopold Mozart, banishing HANSWURST from the stage and showing a strong
preference for serious works devoid of comic features. One of Mozart’s first
statements to his father on composing opera in Vienna accounted directly for
Sonnenfels’s reforms: ‘do you really believe that Iwould write an opéra comique
the same way as an opera seria? In an opera seria there should be less frivolity
and more erudition and sensibility, as in an opera buffa there should be less of
the learned and all the more frivolity and merriment. . . here [in Vienna] they
correctly differentiate on this point. I definitely find in music that Hanswurst
has not yet been eradicated, and in this case the French are right’ (letter of 16
June 1781). In the end these views had little bearing on Die Entfithrung, which
not only mixed the comic and serious equally but also gave rise to another form
of Hanswurst, this time in Turkish garb in the role of Osmin.

Leopold Mozart held strong views on aesthetics, which he tried valiantly to
inculcate in his son, approaches adapted not only from the leading writers of
music treatises such as Johann Mattheson, C. P. E. BACH and Friedrich Wil-
helm Marpurg, but from his favourite literary figures as well, including Johann
Christoph Gottsched, CHRISTIAN FURCHTEGOTT GELLERTand CHRISTOPH
MARTIN WIELAND. Following the lead of these writers, Leopold argued the
need to adjust to the taste of the audience in any particular locale, to main-
tain simplicity and clarity, to serve moral goals in the old enlightened sense of
promoting refinement, and to secure approbation before attempting anything
more complex or challenging.

Asthe gulfbetween fatherand son became greater—probably by the end of the
sojourn in Paris in January 1779 it had expanded to an unbridgeable distance —
Mozart became much less inclined to take any of this advice seriously. Already
before reaching the age of fourteen Mozart had expressed his derision for
Gellert, Leopold’s ultimate aesthetic model and one-time correspondent, with
his cheeky commentary to his sister (including a pun on Gellert and gelehrt,

3



AESTHETICS

or learned) on the poet’s death: ‘I have nothing new except that Herr gelehrt,
the poet from Leipzig, died and since his death has composed no more poetry’
(letter of 26 Jan. 1770). Both siblings were no doubt relieved to be spared more
moralizing from that quarter.

Identifying the old aesthetic approaches that Mozart rejected may very well
be easier than placing him within an aesthetic outlook to which he subscribed.
In fact, finding the parallels between aesthetics, a branch of philosophy con-
cerned with such things as beauty and taste or the study of the principles of art,
and the products of the creative mind, can be challenging. While composers
of the Enlightenment frequently saw themselves on a mission of morality or
intelligibility that could be defined in specific aesthetic terms, Mozart in many
respects defied that type of identification, often subverting those principles in
both vocal and instrumental works.

Aesthetic opinion in the second half of the eighteenth century had not always
been kind to instrumental music, regarding vocal music as superior because of
its potential to sustain rhetoric and achieve intelligibility. Even JOSEPH HAYDN
took that into account when describing his own achievements in 1776, singling
out his various vocal works while referring only casually to his instrumental
output. We have no reason to believe that Mozart would have been interested
in or bothered by this distinction.

Similarly, some of the lively debates among certain prominent aestheticians,
including Diderot, d’Alembert, Rousseau, Kant and Lessing, appear to have
been of no particular interest to Mozart. In developing a theory of language,
Rousseau generally confined music to a role of expressing feelings, something
melody could do especially well; this relegated harmony and counterpoint
to a place of insignificance since rationality lay beyond the reach of music.
D’Alembert pegged music even lower in a comparison with the other arts, and
Kant dropped it to the very bottom, entirely lacking, in his view, any rational
or cognitive potential. Frustrated by these arguments, Lessing countered that
the contrasting properties of the different arts rendered any such comparison
useless. Diderot placed music highest among the arts because, he believed, the
imagination can grasp and work the material of music mostdirectly, notrequir-
ing conventional language as an intermediary. Diderot surely came closest to
describing the origin and effect of Mozart’s music, and Mozart, through his
friendship with Diderot’s colleague Louise d’Epinay, had perhaps even learned
principles from Diderot, such as the workings of irony, which could be trans-
ferred into musical language.

As philosophers, aestheticians do not necessarily concern themselves with
the actual workings of an art such as music when formulating principles that
apply to it. Kant’s categories appear to have arisen from a personal dislike of
music, an annoyance that at times prevented his concentration on the serious
business of philosophy. Rousseau as a practising musician stood in a better
position, although thatdid nottranslate into a greater appreciation. Diderot, the
mostgenerous in his rating of music, anticipated the views of the Friihromantiker,
who preferred abstraction to the definite nature of language; in the end this
spoke more directly to poetry than to music. Various aspects of Mozart’s musical
language, with its topoi related to dance, liturgy, carnival or nationality — to say
nothing of a host of other ways in which his music could define its own contexts

4



ALBRECHTSBERGER, JOHANN GEORG

and associations — escaped the grasp of the philosophical writers. Even Diderot
would have been astounded to discover that irony, so fundamental to his own
literary style, could be generated by Mozart through purely musical means. Here
the apparatus of aesthetics dissipates, as the discussion of beauty, taste, the
sublime and other facets of aesthetics must give way to the same interpretative
considerations as language. Mozart undoubtedly knew that statements about
such things as the weighting of music and poetry in opera were pointless, and
perhaps even mischievous, and therefore made them only to someone like his
father for specific strategic purposes. DAVID SCHROEDER

B. Hosler, Changing Aesthetic Views of Instrumental Music in 18th-Century Germany (Ann Arbor,
1981)

P. le Huray and J. Day, eds., Music and Aesthetics in the Eighteenth and Early-Nineteenth Centuries
(Cambridge, 1981)

D. Schroeder, Mozart in Revolt: Strategies of Resistance, Mischief and Deception (New Haven and
London, 1999)

‘Mozart and Late Eighteenth-Century Aesthetics’, in The Cambridge Companion to Mozart, ed.

S. P. Keefe (Cambridge, 2003), 48-58

Affligio, Giuseppe (b. Naples, 16 Mar. 1722; d. Portoferraio, Elba, 23 June 1788).
Theatrical impresario. Described by Casanova as having the ‘face of a gallows
bird’, Affligio travelled throughout Europe as an adventurer before signing
a ten-year contract, in 1767, as theatrical impresario in VIENNA. Financial
crises forced him to share management of the theatres under his direction,
first with Baron Bender, then with GLUCK, before he was obliged in 1770 to
transfer control to a Hungarian nobleman, Count Kohary. In 1778 Aftligio was
arrested for forgery and in 1779 condemned to life imprisonment. Itwas during
his tenure of the Viennese theatres in 1768 that Leopold Mozart tried unsuccess-
fully to secure a performance of Wolfgang’s opera LA FINTA SEMPLICE.

CLIFF EISEN

G. Affligio, Vita di Giuseppe Affligio, ed. G. Croll and H. Wagner (Kassel, 1977)

Casanova, Mémoires, ed. R. Abirached (Paris, 1958-60)

J.-G. Prod’homme, ‘Deux collaborateurs italiens de Gluck. II: Giuseppe d’Affligio’, Rivista
Musicale Italiana 23 (1916), 210-18

Albertarelli, Francesco (fl. 1782-99), Italian bass. He sang the title role of Don
Giovanni in the first Viennese production of the opera, under the composer’s
direction, on 7 May 1788. Mozart also contributed an aria for him (K541) as Don
Pompeo in Anfossi’s Le gelosie fortunate (1788). Albertarelli sang in VIEN NA only
for the 1788—9 season; most of his career was spent in Italy, although he also
visited LONDON (1791), Madrid (1792) and St Petersburg (1799). Benedetto
Frizzi described him as an expressive actor and stylish singer.

DOROTHEA LINK

J. Rice, ‘Benedetto Frizzi on Singers, Composers and Opera in Late Eighteenth-Century
Italy’, Studi musicali 23 (1994), 36793

Albrechtsberger, Johann Georg (b. Klosterneuburg, 3 Feb. 1736; d. Vienna, 7 Mar.
1809), German organist and theorist and prolific composer of both church
and instrumental music. Educated at Melk Abbey and in VIENNA, Albrechts-
berger was appointed second court organist in 1772 and first court organist in
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AMICIS, ANNA LUCIA DE

1791. In 1791 he succeeded Mozart as assistant music director at St Stephen’s
Cathedral; in 1793 he became Kapellmeister following the death of LEOPOLD
HormANN. Highly regarded as a contrapuntist, Albrechtsberger was also
renowned as a theorist and teacher; his pupils included HUMMEL (who
had earlier studied with Mozart), BEETHOVEN and Mozart’s son, FRANZ
XAVER MOZART. Mozart held Albrechtsberger in high esteem. In a letter of
16 April 1789 he wrote with reference to Johann Wilhelm Hissler: ‘He is
incapable of executing a fugue properly, and does not possess a sound tech-
nique. He is thus far from being another Albrechtsberger.” Albrechtsberger
may also have counted among Mozart’s closest friends; he was probably among
the few mourners to accompany the composer’s remains to the city gates on
6 December 1791. CLIFF EISEN

Amicis, Anna Lucia de (b. Naples, c.1733; d. Naples, 1816). Italian soprano. Amicis’s
brilliant career as a singer of opera seria included performances in her native
Italy, in PAR1S, Dublin, Brussels and in 1762 at the King’s Theatre, LONDON.
She first met Mozart in Mainz in August 1763 and again in Naples in May 1770.
Mozart wrote to his sister on 29 May 1770 that ‘De Amicis sings incomparably’
and LEOPOLD MOZART wrote to his wife on 26 December 1772 that ‘She sings
and acts like an angel’. Amicis created the role of Giunia in Lucio Silla (Milan,
1772). Her last public performance was in 1779; thereafter she sang privately
for several years at Naples. CLIFF EISEN

André, Johann Anton (b. Offenbach, 6 Oct. 1775; d. Offenbach, 6 Apr. 1842).
GERMAN composer and music publisher. Johann Anton’s father, also Johann
and also a composer, mainly of singspiel, had founded a publishing house
in 1774 where his son worked at least from 1795. In 1799, Johann Anton vis-
ited VIENNA, where on 8 November he signed a contract with CONSTANZE
MOZART to purchase Mozart’s musical estate; most of the manuscripts were
shipped to Offenbach where they were catalogued and studied. André subse-
quently published ‘authentic’ editions of many of Mozart’s works as well as an
edition of Mozart’s own thematic catalogue. His study of the manuscripts was
a landmark of early musicological endeavour, an attempt to order chronologi-
cally the manuscripts according to the characteristics of their handwriting; his
pioneering methodology became a mainstay of Mozart scholarship for nearly
two hundred years. CLIFF EISEN

A. H. André, Zur Geschichte der Familie André (Garmisch, 1963)

U.-M. and J.-J. André, Festschrift André zum 225. Firmenjubildum (Offenbach, 1999)

W. Matthius, Johann André Musikverlag zu Offenbach am Main: Verlagsgeschichte und Bibliographie
1772-1800 (Tutzing, 1973)

Antretter family. Members of SALZBURG’s minor nobility. Johann Ernst von
Antretter (b. Grabenstitt, Chiemsee, ¢ Jan. 1718; d. Salzburg, 15 Jan. 1791)
was Landschaftskanzler. His second wife was Maria Anna Elisabeth Baumgartner
(b. 1730; d. 1796). Several of their children were musical, and MARIA ANNA
(‘NANNERL’) MOZART was teacher to one of their daughters.

There are two Mozart works with Antretter connections. The first is the
so-called ‘Antretter-Serenade’, K185, with its march Ki18g. It is believed to
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have been written as Finalmusik in 1773, at the request of the Antretters’
son Judas Thaddius (b. 1753). Finalmusik was a genre peculiar to Salzburg,
performed by university students to honour and thank their professors in
August. The other work cannot be identified with certainty, but since a letter
by LEOPOLD MOZART of 25 September 1777 refers to the ‘Antretterin Musik’
(feminine ending), it must have been written for a woman. It has been sug-
gested that the divertimento K205 (with the march K290), was meant, and
that it was written in 1773 to celebrate Antretter’s wife’s name day (Anne) on
26 July. RUTH HALLIWELL

H. Schuler, Mozarts Salzburger Freunde und Bekannte (Wilhelmshaven, 1995), 202-10

Apollo et Hyacinthus, K38. By 1767, the precocious talents of the eleven-year-old Mozart
were well known to the small musical community of SALZBURG. Between the
return of the Mozart family to Salzburg in December 1766, following three and
a halfyears of travel around the courts of Europe, and Wolfgang’s second trip to
Vienna with his father in the following September, Mozart composed a series of
compositions onaremarkable scale for one soyoung. Theyincluded the Passion
cantata known as the Grabmusik and Mozart’s first dramatic composition, the
oratorio Die Schuldigkeit des ersten Gebots, performed at the Salzburg Residenz on
Ash Wednesday. Apollo et Hyacinthus was another such composition from this
time.

Music historians in search of biographical milestones may be inclined to
call Apollo et Hyacinthus Mozart’s first ‘operatic composition’ — and with some
justification. It is, after all, a secular drama made up of five arias, two duets,
a chorus and a trio, all connected with recitatives. That said, a modern score
gives the rather misleading impression of a continuous and self-contained
stage work. Apollo et Hyacinthus was in fact a contribution to a much larger
theatrical spectacle — the end-of-term Latin ‘final comoedia’ staged at the
grammar school of the Benedictine University in Salzburg. The custom on
such school occasions was to perform short musical dramas known as ‘inter-
media’ between the acts of the principal play, a convention that seems to
have evolved from the earlier tradition of concluding each act with musical
‘choruses’. Thus, Mozart’s piece, interspersed between the acts of a spoken
drama, was from one point of view not really an independent composition at
all. On 13 May 1767, it shared the stage with a five-act tragedy by the Benedic-
tine monk and philosophy professor Rufinius Widl (1731-98) entitled Clementia
Croesi—asomewhatlong-winded staging ofan episode from Herodotus. Indeed,
even the title of Mozart’s contribution to the entertainment (also written by
Father Rufinius) — whose three parts are simply called Prologus, Chorus I and
Chorus II — remained unknown until after the composer’s death, when his
sister NANNERL MOZART entered a piece called ‘Apollo und Hyacinth’ into
LEOPOLD MOzZART’s ‘catalogue’ of his son’s early works. Until this time, it
was not even necessary for Mozart’s composition to have a distinguishing title
of its own.

The two interlocking dramas by Widl were clearly designed to share general
themes and literary motifs. The main tragedy dealt with the accidental death



APOLLO ET HYACINTHUS

of the son of Croesus, King of Lydia, who was killed by a wayward spear throw
by Adrastus, son of Midas, King of Phrygia. Mozart’s parallel musical ‘comedy’
(based on astory firstrecounted by Euripides) also concerned a tragic accidental
killing, although thevictim was in this case the object of Apollo’s amorous atten-
tion, the beautiful youth Hyacinth who was killed by one of Apollo’s stray discus
throws (albeit with an unhelpful nudge from Apollo’s jealous rival Zephyr, the
West Wind). Eventually, the grief-stricken Apollo causes a flower of incompa-
rable beauty to grow from Hyacinth’s grave.

Although Father Rufinius retained the outlines of this story, he evidently
wanted to remove the central theme of sexual love between a man and a boy.
The resulting plot is rather more convoluted, featuring two new characters:
Hyacinth’s father Oebalus and his sister Melia, who is now the principal object
of Apollo’s affections and Zephyr’s jealousy. After Mozart’s short D major
intrada, the prologue opens with a brief exchange between Zephyr and Hyacinth
confirming the youth’s attachment to Apollo and Zephyr’s envy. Soon after,
King Oebalus and Melia appear, preparing a sacrifice to Apollo. The ceremony
appears to take a turn for the worse, however, when a violent storm brews up,
eventually destroying the altar with lightning. Oebalus fears the worst, but his
son reassures him that they have done nothing to incur the wrath of Apollo. At
the end of the prologue, Apollo himself appears to confirm Hyacinth’s words;
he asks for evidence of Melia’s love for him and it emerges that it is only Zephyr
who aroused Apollo’s anger.

Chorus I was performed directly after the second act of the spoken drama.
It begins with Melia and her father in high spirits, discussing the possibility of
Melia’s marriage to Apollo — the uncommon union of a god and a mortal. Their
good humour is soon dampened, however, when Zephyr arrives with bad news:
as he, Apollo, and Hyacinth sported in the woods, Hyacinth was fatally struck
by a discus thrown deliberately by Apollo. Immediately, Oebalus falls into a
rage over the murder of his son and orders that Apollo be banished from his
kingdom —a command that Zephyr (confessing his guiltin an aside to the audi-
ence, lestwe believe his story about Apollo) is all too eager to execute. He wastes
no time, however, in making amorous advances towards Melia, advances that
she is in no mood to consider. During Zephyr’s rather inopportune propos-
als, Apollo suddenly appears, at once declaring his innocence and transform-
ing the cowering Zephyr into a wind, which instantly dissolves into the air.
Poor Melia, who still believes Apollo to be the murderer of her brother, now
faces yet another series of unwelcome advances, this time from the amorous
god.

Chorus II, performed before the final act of Clementia Croesi, begins with
Hyacinth’s dying breaths, which he uses to describe the truth of his murder
to his father. Oebalus watches his son die, finally realizing Zephyr’s guilt.
There is more bad news to follow; Melia appears and informs her father that
she has repelled the murderous Apollo’s advances. She soon learns the ter-
rible truth from Oebalus, however. With Hyacinth dead and their god and
protector angered, the father and daughter bemoan their unlucky fate. Yet
here — at the low point of their fortunes — Apollo appears once again. Love for
Hyacinth has compelled him to return and he immediately causes a wondrous



ARCO FAMILY

profusion of flowers to rise from the beautiful youth’s grave. The god first reas-
sures Oebalus that he will never forsake his lands and then asks for Melia’s
hand in marriage for the last time. Melia gratefully accepts his offer. Although
Hyacinth is dead, the kingdom will flourish eternally under the protection of
Apollo.

The singers at the first performance of Apollo et Hyacinthus were, of course,
all boys from the grammar school, whose ages ranged from twelve to eighteen:
none as young as the boy composer. It does not seem that Mozart spared
them technical difficulties, although the nature of the cast—whose voices were
presumably in different stages of development — probably accounts for certain
peculiarities, such as the unusually low alto parts for Apollo and Zephyr. The
parts of Melia and Hyacinth are given to sopranos, and Oebalus to a tenor. The
two high priests of Apollo, who add to the GLucKk-like sacrificial chorus (with
Oebalus’s solo) that opens the piece, are basses — just about possible, at ages
sixteen and eighteen.

Most of the arias aim to crystallize a particular emotional state triggered
by events that take place in the recitatives; the majority are da capo arias,
which repeat the text and music from an A section immediately after a contrast-
ing B section. Occasionally, Mozart curtails or removes the repeat altogether,
however — for example, in Apollo’s short E major aria that concludes the pro-
logue, which ends with the opening instrumental ritornello but no text rep-
etition. Perhaps the most impressive numbers, from the point of view of the
young Mozart’s handling of the instrumental and vocal forces involved, as
well as his attention to their dramatic function, feature multiple characters.
The moving C major duet for the grieving Oebalus and Melia is an extraor-
dinary through-composed movement containing some arresting orchestral
effects, such as the muted first violins, under which the rest of the strings
play pizzicato. The scene that opens Chorus II, in which Hyacinth dies in
the presence of his father, is a strong piece of musical drama and the first
example of accompanied recitative in all of Mozart’s music. It shows, perhaps
more than any other part of this short drama, how soon the eleven-year-old
composer had absorbed the myriad techniques of eighteenth-century dramatic
composition. NICHOLAS MATHEW

R. Freeman, ‘The Applausus Musicus, or Singgedicht: A Neglected Genre of Eighteenth-
Century Musical Theatre’, in Music in Eighteenth-Century Austria, ed. D. W. Jones
(Cambridge, 1996), 197—209

C. Gianturco, Mozart’s Early Operas (London, 1981), 37—46

Arco family. One of SALZBURG’s most illustrious noble families and keen supporters
of the Mozarts. Surprisingly, there is no Mozart work known to be connected
with them.

The head of the family in Mozart’s time was Count Georg Anton Felix von
Arco (b. Vienna, 24 Apr. 1705; d. Salzburg, 2 Sept. 1792). From 1786 he was
court Obersthofmeister. On 17 April 1731 he married Maria Josepha Viktoria
von Hardegg (b. 2 Mar. 1710; d. 31 Dec. 1775) and they had numerous children.
He was known for his iron will and forceful expression. LEOPOLD MOZART
described his heated reaction, in conversation with Count Starhemberg, to
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Mozart’s first resignation from Salzburg service (letter of 29 Dec. 1777; in
the standard English translation by Anderson, the phrase ‘Well, let’s chuck
itl’ is better translated as ‘What shit!”). The Mozarts always paid appropriate
courtesies to the Arcos.

For their daughter Maria Antonia, see LODRON. Their daughter Maria Anna
Felicia (b. 17 Dec. 1741;d. 6 Feb. 1764) married the Bavarianambassador to Paris,
Count Maximilian van Eyck. She died while the Mozarts were staying with her
during their visit to Paris in 1763—4 (Leopold’s letter of 22 Feb. 1764). Their son
Joseph Adam (b. 27 Jan. 1733; d. 1802) was Bishop of Koniggritz, and helped
secure Mozart’s appointment as Salzburg organist in 1778. Another son, Karl
Joseph Felix (b. g Mar. 1743; d. 1830) was Salzburg Oberstkiichenmeister. He
accompanied Archbishop Colloredo to Vienna in March 1781, and was involved
in Mozart’s second resignation from Salzburg service, which (according to
Mozart’s letter of g June 1781) was decisively concluded when Arco kicked
Mozart from the antechamber. The Arcos’ grandson Leopold Ferdinand (b. 19
Aug. 1764, d. 29 May 1832) became Leopold Mozart’s music pupil. See also
LODRON FAMILY RUTH HALLIWELL

R. Halliwell, The Mozart Family: Four Lives in a Social Context (Oxford, 1998)
H. Schuler, Mozarts Salzburger Freunde und Bekannte (Wilhelmshaven, 1995), 64—75

aria (It.: ‘air’, feminine noun). Term deriving from the Latin aer, meaning ‘air, atmo-
sphere’. The early use of the term with a musical meaning (fourteenth—fifteenth
century) has the sense of ‘manner, style’, as referred to a melody. During the
eighteenth century, in the context of music, the term referred to a closed piece
for solo voice, either independent or intended as a part of a larger work (can-
tata, opera, oratorio, festa teatrale etc.). ‘Aria’ (and more often its diminutive
‘arietta’) also describes the poetic texts written for a set-piece in the context
of the above-mentioned genres. A somewhat archaic use of the term survived
into the eighteenth century, as in the expression ‘cantare ad aria’ for ‘singing
by heart’ as opposed to ‘singing from the score’. Occasionally the term has also
been used in the context of instrumental music, referring generically to the
‘manner’ of the vocal aria.

Depending on the stylistic context, the term might assume slightly different
connotations and/or a more or less precise meaning. In its most generic usage,
‘aria’ describes any solo piece for voice and orchestra (rarely, versions of ‘arias’
for solo voice and keyboard accompaniment have also been transmitted). Some
solo pieces, however, are described in the sources with other and more specific
terms such as ‘cavata’, an abbreviaton of the expression ‘aria cavata’ (more
often ‘cavatina’ during the eighteenth century), ‘rondeaux’ and ‘rondo’ (the
two terms having different meanings).

A. Aria texts
B. The aria as a musical object and its theatrical implications

A. Aria texts

1. The aria as a verbal text
2. General implications of aria texts
3. Aria texts in opera buffa and characterized as ‘bufto’
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1. THE ARIA AS A VERBAL TEXT

Within the context of a whole dramma or commedia per musica or even of non-
staged compositions, such as oratorios, the ‘aria’ is a section consisting of a few
lines assigned to a single character (six to ten on average) normally introduced
by a longer series of lines (in the form of a monologue, a dialogue, or a speech
involving multiple characters). The section preceding the aria, named recitative
(and characterized most conspicuously by the style of its musical setting), is
distinct from the aria on account of various functional and formal traits. The
‘aria’ is then a self-contained text but at the same time has a more or less
strong connection with the preceding recitative, as regards subject matter and
expression. From the point of view of its dramatic position, an aria usually has a
final and climactic function within the scena (that is, the dramatic unit defined
by the constant presence on stage of the same character or group of characters).
Normally, the character to which an aria is assigned exits the stage after the
conclusion of the piece (hence the oft-used term ‘exitaria’). The same climactic
function is characteristic of the rondeaux and rondo (arias adopting particular
formal features), while a cavatina, in addition to presenting specific formal and
stylistic features, occurs at the beginning of the scene — in which case it might
notbe introduced by a recitative — or in an intermediate position. (In both cases
the singing character remains on stage after the end of the piece.)

The formal features of aria texts are better understood in the contexts of their
functional relationship (and contrast) with the recitative. The latter is arranged
as aseries of freely mixed endecasillabi (eleven-syllable lines) and statistically less
numerous settenari (seven-syllable lines), without any fixed pattern concerning
the alternation of the two line-types. The rhyme patterns are not as regular
as in the aria and consist characteristically of rime baciate (rhyming couplets)
occasionally emphasizing the end of individual cues and always marking the
end of the recitative part, just before the beginning of the aria (see ex. ra and
b). Only exceptionally do the rhymes within the recitative form more complex
structures (ex. 1c).

Ex. 1a P. Metastasio, Il re pastore, I, 2
[recitative] rhymes
[...]
Aminta: Perdono, amici dei: fui troppo ingiusto
lagnandomi di voi. Non splende in cielo
dell’astro che mi guida, astro pil bello. a
Se la terra ha un felice, Aminta e quello. a
Agenore: (Ecco il pastor).
Aminta: Ma fra’ contenti oblio
la mia povera greggia.

[...]

Ex. 1b P. Metastasio, Il re pastore, II, 4

[recitative]

Aminta: [...] Ah fate, o numi,
fate che Aminta in trono a
se stesso onori, il donatore e il dono. a

[aria follows]

11
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Ex. 1c D. Metastasio, Il re pastore, I,1
[recitative]

Elisa: [...]1 Dal di primiero
che ancor bambina io lo mirai, mi parve
amabile, gentile
quel pastor, quella greggia e quell’ovile;
e mi resto nel core
quell’ovil, quella reggia e quel pastore

Recitatives are thus characterized by a certain irregularity of rhythm (defined
by the accents of the individual words). This feature was meant to represent
some sort of relatively ‘natural’ —albeit stylized — speech and contrasts with the
more regular rhythmical and metrical features of the aria text. For Metastasio,
who established a number of theoretical principles generally still followed in
the second half of the eighteenth century, the difference between recitative
and aria had to correspond to a functional differentation within the drama:
the recitative carried on the action, while the arias represented more lyrical,
pensive or at any rate expressive moments (close in conception to the chorus
of the Greek tragedy). In practice, however, the difference is often much less
clear-cut.

While the above-mentioned aspects of the aria texts apply specifically to
the tradition of opera in Italian, they also influenced German texts to a
remarkable extent (see for example the arias set by Mozart in BASTIEN UND
BAsSTIENNE). In any case the use of spoken dialogue instead of recitative in
the German tradition of singspiel provided a quite different frame for aria
texts.

The Metastasian arias, which can be taken as representative especially of
opera seria, are divided into two strofe (stanzas), commonly referred to as parts
A and B (prima parte and seconda parte in literary contexts), the second of which
aims at presenting relatively ‘new’ conceptual contents or images (see ex. 2a
and b).

Ex. 2a P. Metastasio, L'olimpiade (III, 6). See Mozart’s setting in K294

oo MM

and K512.

Non s0 d’onde viene a

quel tenero affetto, b

quel moto che ignoto b/b (note the ‘internal rhyme’

between moto and ignoto)
mi nasce nel petto,
quel gel che le vene
scorrendo mi va.

Nel seno a destarmi
si fieri contrasti
non parmi che basti
la sola pieta.

O oo oA 0N g

Ex. 2b DP. Metastasio, LA cLEMENzA DI TITO (III, 8). See Mozart’s setting in

K621, No. 20.
Se all’impero, amici dei, a
necessario € un cor severo, b

12
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o togliete a me 'impero b
0 a me date un altro cor. c
Se la fe’ de’ regni miei a
Con I’amor non assicuro, d
d’una fede non mi curo d
che sia frutto del timor. c

The line-length is determined by the count of syllables, which has to account
for phenomena such as the synaloepha (fusion of two syllables). In the aria texts
the position of the accents is recurrentand some rhyme pattern —not necessarily
arigid one — is always present. The ‘local’ regularity of the individual aria texts
was counter-balanced by the variety of line types used by the librettists for the
numerous arias in a single dramma per musica (about twenty to twenty-five pieces
around the middle of the eighteenth century). In the Metastasian corpus the
line types used most often are the settenario, the ottonario, the senario, the quinario,
the decasillabo and the quaternario.

Usually, but not necessarily, a strofa ends with a truncated word (the whole
line is then considered a verso tronco) and this determines a stronger ending,
reinforcing functionally the end of the syntagm. Also, the rhymes connecting
final words of two stanzas establish a sense of closure at a higher structural
level (note that the introduction of versi tronchi implies one less syllable in the
line but this does not produce irregularity, because the accent patterns within
the line remain the same: in ex. 2b, typically, a sequence of ottonari is ended by a
settenario tronco). Very rarely a sort of functional inversion occurs in connection
with the tronco lines, as for instance in DA PONTE’s ‘Ah fuggi il traditor’ from
DoN GIOVANNI — in this case the lines of the stanza are mostly tronche whereas
the final lines are accented on the penultimate syllable forming the more usual
versi piani (see ex.3).

Ex.3 L. Da Ponte, Don Giovanni, I, 10 (see Mozart’s setting in K527, No. 8)
Ah fuggi il traditor,

non lo lasciar pit dir:

il labbro ¢ mentitor,

fallace il ciglio.

Da’ miei tormenti impara
a creder a quel cor,
e nasca il tuo timor
dal mio periglio
Such features are of great importance for the versification and the expres-
sive character of the text as a whole, but also for the arrangement of melodic
materials within the musical setting.

2. GENERAL IMPLICATIONS OF ARIA TEXTS

The prevailing structure of a mid-eighteenth-century aria was related to a set
of'assumptions about the general musical features of the setting: after the pre-
sentation of Part A, Part B was assumed to present ‘new’ musical materials.
After Part B was sung, Part A was resumed and repeated, thus determining an
A-B-A structure known as da capo aria. This ‘closed’ structure had orig-
inated in the later seventeenth century from the singers’ desire to provide
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semi-improvised variations in the repeated Part A, as well as from the audiences’
call for an ever more spectacular performance. In sum, the general formal fea-
tures of the aria (as a verbal text) derived in part from pre-existing assumptions
havingamusical meaningrelated rather to the performance dimension of music
than to composition proper. Such features, in turn, represented for eighteenth-
century composers a formal ‘standard’ that could be slavishly complied with,
altered, or even contradicted.

Other ‘types’ of texts, although used less often than A-B-A arias, were also
recognized as standard. The cavatina, used to present a character and leaving
the character on stage after its conclusion, is a short text (generally four or five
lines), describing one single ‘affection’ and implying a shorter musical setting
as well as a simple, mostly syllabic melody (see ex. 4).

Ex. 4 L. Da Ponte, LE NOzZE DI FIGARO, II, 1 (see Mozart’s setting in K492,
No. 10)

Porgi Amor, qualche ristoro

al mio duolo, a’ miei sospir.

O mi rendi il mio tesoro

O mi lascia almen morir.

The rondo is a type of text that originated in the second half of the eighteenth
century and is conceptually different from the classic Metastasian aria. Not
only is the text of a rondo usually longer, encompassing three sections, but it
often includes a change of metre (see ex. 5). The rondo calls for a long and
elaborate musical setting in two movements according to a slow—fast climactic
progression (and might last twice as long as an aria). In contrast to the aria
proper, which is for any of the characters, a rondo is the main set-piece of the
principal singers (the primo uomo and the prima donna). Itis also characterized
by its position towards the end of an opera, representing a climax not only of
local significance but also of one principal’s performance in the opera as a
whole. The fortune of the rondo in the second half of the century is in any
case to be understood in the context of a changing sensibility towards the
dramatic meaning of musical form. While the quantitative diffusion and the
formal stability of the rondo as a verbal form is inferior to that of the A-B-A
Metastasian aria, its function is pivotal in the evolution of musical dramaturgy
(ex. 5).

Ex.5 C. MAZZOLA, ‘Non piu di fiori’ after P. Metastasio’s, La clemenza di Tito
(see Mozart’s setting in K621, No. 23)

Non pit di fiori

vaghe catene

discenda Imene

ad intrecciar.

Stretta fra barbare

aspre ritorte

veggo la morte

ver me avanzar.

Infelice! Qual orrore!
Ah, di me che si dira?
Chi vedesse il mio dolore,
pur avria di me pieta.
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Alimited number of pieces in Mozart’s output are termed ‘rondeaux’ or ‘aria
en rondeau’ (for example Il re pastore, K208, No. 10 or K255, ‘Ombra felice —
Io ti lascio’). Such terms do not correspond to any particular text form but
rather apply to (or superimpose upon) a traditional ‘Metastasian’ aria text the
musical principle of a recurring theme in the principal key according to the
basic structure ABACA.

3. ARIA TEXTS IN OPERA BUFFA AND CHARACTERIZED
AS ‘BUFFO’

The A—B-A structure of the aria, while connected above all with opera seria (as
well as oratorio), was also used in opera buffa for comic, serious and mezzo-
carattere situations. Typically, a serious situation called for an opera seria struc-
ture like Arminda’s aria d’ira ‘Vorrei punirti indegno’ in LA FINTA GIARDINIERA,
K196, Act 2 (libretto ascribed to G. Petrosellini). But the lexicon and subject
matter could well make a text appropriate to the genre and/or local dramatic
situation independently of its formal features, as in Simone’s ‘Con certe per-
sone’ in LA FINTA SEMPLICE, K51, Act 2 (libretto by GOLDONI-COLTELLINTI). In
general, however, the texts found in commedie per musica tend to be longer and
to accumulate images towards their climax. This approach is fundamentally
different from approaches prevalent in the serious genre and is unique in fact
to opera buffa. It is possible that one of the originating factors of such texts is
the performing ability of specific buffo singers, based on acting and mimicry
rather than on vocal display (as was the case in opera seria). While musical
expansion in opera seria arias was often brought about by the introduction of
extensive melismatic passages, the accumulation of text and images worked
well in a buffo context.

While notall the buffo arias in opera bufta necessarily contain long texts, the
term buffo has recently been used in this more restricted sense (by John Platoft)
to define an aria with a comparatively high number of lines usually encompass-
ing two different poetic metres and providing the material for a musical setting
designed for the principal buffo singer/actor, usually a bass or baritone. The
best-known example of this type in Mozart’s repertory is ‘Madamina, il cat-
alogo ¢ questo’ by Lorenzo Da Ponte, sung by Leporello in Don Giovanni and
articulated in two quatrains of decasillabi, one sextet and five more quatrains
of ottonari. This type of aria buffa is in a sense analogous from the perspective
of theatrical function — but not form or style — to the rondo: both constitute a
‘piece de résistance’ for the principal singer/actor in the cast. Ultimately, the
musical implications behind the aria buffa are connected to the theatrical and
specifically ‘comical’ prowess of the great buffo singers of the time; the pieces
recur frequently to words suitable for ‘patter’ singing or onomatopoeia (as in
La finta semplice, No. 8, ‘Ella vuole ed io vorrei’) and are perhaps indebted to the
tradition of the tirade in the spoken theatre.

B. The aria as a musical object and its theatrical implications

Beyond its literary dimensions, an aria can be defined as a musical and theatrical
object. The compositional work can be seen as a complication and amplification
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of the formal and expressive potential of the text. Relationships with the literary
materials and with their visual implications range from straightforward paral-
lelism to friction or even contrast (both at the formal and expressive levels). The
self-evident principle that analyses of arias should comprise an investigation
of the relationship between textual, musical and visual elements has been fully
exploited by scholars only fairly recently. The lasting influence of nineteenth-
century idealism assigned to music a central, absolute value that transcended
the relevance of textual elements and their interplay.

In Mozart’s arias one finds some texts set according to the common expec-
tations associated with the operatic lingua franca of the time, and other texts in
which the musical strategies are apparently original. (One should note that the
current knowledge of the lingua franca itself'is far from complete.) In general,
compliance and variance from operatic traditions is perhaps more easily eval-
uated in the realm of opera seria than opera buffa because the seria tradition
appears to have been comparatively more stable and based on a limited number
of formal patterns.

In contrast, arias in opera buffa were rather freely conceived (both as verbal
and musical texts). The verbal texts were less strictly associated with formal
expectations and suggested at best, through their formal structure, one among
various possible dispositions of the musical materials.

As mentioned above, Mozart was not especially concerned with depart-
ing from prevailing traditions. Seminal nineteenth-century writers (notably
Otto Jahn) underrated much of the seria production, however, on account of
its conventionality. More recently scholars have focused on the uniqueness
of each piece and on those expressive features that transcend conventional
norms. Mozart’s own concern was probably the effectiveness of his music
within a set of practical as well as dramatic circumstances (the abilities and
rank of a certain singer, the position of a piece within the dramatic exposition
and/or its impact as a concert piece). The formal element is not negligible,
but is better understood through an evaluation of specific historical circum-
stances rather than through an abstract morphological approach. Recent stud-
ies have also emphasized musical elements such as texture and tessitura in
relation to form, as well as non-musical aspects such as narrative and visual
implications.

Mozart’s arias from his youth through to his late years moved from rela-
tively ‘rigid’ interpretations of form towards more fluid, flexible and through-
composed solutions, without, however, rejecting any of the inherited forms.
Ternary da capo or da capo-like arias are found as late as La clemenza di Tito
but acquire new meaning in late works as they are no longer the prevalent
form.

The standard use of ternary forms (either da capo, dal segno or da capo-like)
is evident in Mozart’s first opere serie, starting with MITRIDATE RE DI PONTO.
The common ternary layout of most arias of the time was subjected to one of
two interpretations by Mozart: the ‘great’ da capo, characterized by maximum
formal expansion through repetition of the first stanza (up to eight times in
the piece, as in No. 1 of Mitridate ‘Al destin che la minaccia’); and the ‘small’
ternary form (with half'as many repetitions of the first stanza and a written-out
da capo with a varied presentation of the vocal materials and instrumentation).
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Such forms did not have a strictly normative value during the eighteenth century
but rather provided a predictable frame that the composer could exploit for
dramatic purposes. For instance, while a fairly long instrumental introduction
was customary, arousing expectation of a singer’s entrance (and at the same
time slowing down the action), some arias began immediately with the vocal
melody, stressing urgent continuity rather than repose (for example, ‘Va’ Perror
mio palesa’, No. 11 in Mitridate).

Mozart’s early arias have typically been judged as ranging in aesthetic value
from the standard or even mediocre to the relatively innovative (especially in
regard to the clarity of formal articulation). The mature works in any case show
a degree of compositional confidence that overshadows any sense of formal
constraint. This is also apparent in the treatment of poetic texts, which in the
early arias features strict parallels between literary and musical forms. As time
progressed, however, Mozart increasingly altered and recombined for dramatic
purposes both the order of different segments of text and the musical struc-
ture, revealing a less formalistic approach. (This might have been prompted
by Jommelli’s style of text setting in Armida abbandonata, a work that Mozart
heard in Naples in 1770.) Conspicuous examples of this process are found
in arias such as ‘Pupille amate’, No. 21 from Lucio SiLLa (where the repeti-
tion of the first line is anticipated with respect to the melodic and harmonic
return) or in the scena and aria (rondeau form) K255, ‘Ombra felice — Io ti
lascio’, where the lines and formal sections are combined in an unusually free
manner.

The form of Mozart’s arias has often been related by critics to instrumental
genres and forms, especially to the concerto and to sonata form. The proximity
to the concerto is especially apparent in the layout of the first part of the aria
vis-a-vis the ‘double exposition’. Also the treatment of the voice in opera seria
and particularly in virtuosic pieces for the principals is close in conception to
instrumental display in the concerto, as is the function of ritornellos. Some
of the arias written by Mozart as concert pieces (for example ‘Io non chiedo,
eterni Dei’, K316 and ‘Ah! se in ciel, benigne stelle’, K538) are extreme in their
exposure of concerto-like passage-work, butare nottypical. In any case the term
‘concert aria’ was never used by Mozart and appears to have been introduced
only in the early nineteenth century.

The compositional principles associated with ‘sonata form’ certainly played
arole in Mozart’s composition of arias in his middle and late periods (and an
early example is ‘Biancheggia in mar lo scoglio’, No. g of Il sogno di Scipione),
although scholars debate how the operatic manifestation of this form should
be understood. According to Webster, the first part (or exposition) of the piece
usually includes two sections, called ‘paragraphs’ (as opposed to the first and
second ‘groups’ of instrumental sonata form). These usually correspond to
two stanzas of text and cadence in two different tonal areas (usually tonic and
dominant). Such a conception is only broadly related to instrumental sonata
form, however; the first paragraph of an aria, for example, might end with an
authentic cadence in the tonic and a caesura. The treatment of the sections
following the exposition is unpredictable compared to instrumental music, the
only standard feature being the re-establishment of the tonic towards the end.
The materials of the exposition may be recapitulated in their entirety, in part,
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or notatall. In most cases there is no trace of development proper. An analogy
can thus be made between the ‘first group’ and the musical space occupied
by the first stanza of text, and between the ‘second group’ and the music for
the second stanza (the B section of a ternary aria). However, the B section
of ternary arias has also been described as functionally akin to a ‘develop-
ment’ despite the fact that these sections share with the instrumental forms
neither motivic elaboration nor tonal mobility. The different interpretations
reveal the vitality of a value system centred around sonata form but the form per
se does not explain necessarily the musical and dramatic strategies that char-
acterize individual pieces. These are often transparently related to the rhetoric
of the text or to particular stage implications (which of course do not preclude
the appropriation of compositional elements of the sonata-form paradigm).
‘Venite, inginocchiatevi’ (No. 13 in LE NOZzE DI FIGARO), is an extreme case
of where the verbal text is a complement to an ongoing visual action (rather
than a vehicle for affective expression in its own right); it introduces a very
clear (as well as unique) two-theme exposition and a development, but it ends
with a simple ‘tonal return’ rather than with a regular recapitulation. Some-
times, a particular connotation of ‘style’ rather than the thematic material per
se, is the most relevant element of an aria: the reprise of the main materials
might then ‘sneak in unawares’ (Webster) as in Elvira’s ‘Ah, fuggi il tradi-
tor’ (Don Giovanni, No. 8), a piece that makes capital out of a transfigured
Handelian gesture. ‘Ah pieta, signori miei’, No. 20 in Don Giovanni, contains a
free recapitulation where much of the motivic material is familiar but reordered
and recomposed, suggesting an elusiveness that reflects Leporello’s attitude on
stage. Multiple reprises, such as those in the second part of the catalogue aria
or Anna’s ‘Or sai chi 'onore’ (in Don Giovanni, Nos. 4 and 10) do not hint at
a rondo form (in the instrumental sense) but simply represent a rhetorical
peroration.

Viewed collectively, the relationships between verbal, motivic and tonal ele-
ments are quite freely interpreted by Mozart through forms that tend to be either
‘rounded’ (with a final abridged and/or reworked recapitulation of materials),
or ‘linear’ (stressing the difference between the end of an aria and its begin-
ning). In the latter case, obviously, the sense of musical closure is entrusted to
the tonal and textural elements more than to the motivic ones.

‘Linear’ types of arias include those with a sectional and additive layout in
two or more different tempos that might follow either a slow—fast plan or
the opposite. While in opera buffa the alternation of slow and fast tempos is
comparatively free, in opera seria such pieces tend towards a final fast climax
(occasionally with a double acceleration, as in ‘Parto, ma tu ben mio’, No. g in
Tito). In the context of opera seria, the slow—fast pattern is prevalent although it
is applied to arias with different dramaturgical emphases, such as two-tempo
arias and the rondo. Both two-tempo arias and rondos begin with a tonally
open-ended slow section (usually a Larghetto or Andante) cadentially linked
to the ensuing Allegro. The fast C section is balanced in length with the slow
movement in the case of two-tempo arias but is longer and comparatively more
complexin the rondos, including two alternating groups of thematic materials,
the second of which often has a ‘gavotte-like’ character (hence the neologism
gavotte-rondo, sometimes used in the secondary literature). The main theme
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of the first movement of a rondo often (but not always) returns in a varied form
in the Allegro and a part of the text of the first stanza always appears in the
fast section. One or the other or both recurring elements might account for
the use of the term ‘rondo’. The recurrence, however, is also found in some
two-tempo arias (for example K369, ‘Ah! non son io che parlo’). In any case,
the full meaning of rondo is related to dramatic function as much as to musical
form, to the pre-final position within the narrative exposition and to the rank
of the singer/character.

The term ‘rondeaux’ or ‘rondeau’ has been used by Mozart (albeit with some
inconsistency, as in the case of K416, ‘Ah, non sai qual pena sia’) to describe
arias with formal organization that features the periodically recurring section
of the instrumental rondo (for example ABACA). Cases in point are ‘L’amero,
sar0 costante’, No. 1o in Il re pastore and ‘Or che il cielo a me ti rende’, K374.
From an expressive standpoint, these pieces have little to do with rondos in that
their characterization is less extreme and the vocalization far less virtuosic.

In his treatment of the poetic text, Mozart does not hesitate to go beyond cer-
tain formal implications when these implications are deemed musically unin-
teresting. Cherubino’s Arietta ‘Voi che sapete’ (No. 12 in Figaro) is an example
of ‘realistic’ music (a piece that, ideally, would be sung also in the context of
spoken theatre). As such it assumes an iconic function (a lover’s serenata) and
is structured by Da Ponte as a strophic song that suggests the repetition of the
same music for each stanza. Mozart, who had used the simple strophic struc-
ture years before in the Romance ‘In Mohrenland’ (Entfiihrung, No. 18), now
adopts a more flexible solution, setting each of the first five stanzas to different
music in terms of melody and harmony but retains a constant phrase disposi-
tion (which preserves the song-like character). Once this ‘variation’ pattern has
been established and explored, the rhythm of stanzas 6 and 7 is doubled, thus
providing a pre-final intensification just before the return of the first stanza
(and its music) that now functions as a recapitulation. Finally, beyond the fre-
quentinstances of ‘enrichment’ or ‘complication’ of the dramaturgy as defined
merely by the verbal text, Mozart sometimes takes the liberty to contradict (or
rather redirect) the meaning of the words through musical means, virtually
reshaping situations and/or characters (for example ‘Batti batti o bel Masetto’,
No. 12 in Don Giovanni and ‘S’altro che lagrime’, No. 21 in Tito).
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arias, concert. Writers in the eighteenth century distinguished between music written
for the theatre, Church and chamber. Although Mozart and his contemporaries
did not use the term ‘concert aria’, composers wrote arias specifically for con-
certs or musical academies. Thus we can usually distinguish between ‘insertion
arias’ written to replace another in an opera, ‘favourite songs’ or arias taken
from an opera and sung in concert, and ‘concert arias’. Mozart’s concert arias
in particular were limited to a small group of his friends and pupils, especially
ALOYSIAWEBER, Josepha DUSCHEK, VALENTIN ADAMBERGER and LUDWIG
FISCHER.

Like other composers of the period, Mozart compared the composer’s task
to that of a tailor (see his letter of 28 Feb. 1778). And just as a tailor mea-
sured and cut cloth to fit a person’s physique, so a composer sketched a
melody to accommodate the range, tessitura and vocal abilities of a singer.
An artful composer went beyond these minimum requisites to suit the tastes
of an individual singer so that the strengths of that singer’s expressive qual-
ities were emphasized. Mozart makes this clear in describing the aria ‘Se al
labbro mio non credi’, K295, written for the tenor ANTON RAAFF. Mozart
chose this text because Raaff already had one to the same words (written by
HaAssSE for the opera Artaserse), so that ‘he will sing mine with greater facility
and more pleasure’; Raaff was especially taken with the ‘charming’ middle
section in 3/8, an old-fashioned form which would have been very familiar to
the singer; finally, Mozart offered to alter it or even compose another aria if
Raaff would prefer. (Apparently, Raaff asked him to shorten it a little, ‘for I
am no longer able to sustain my notes’; Mozart complied and told him that
he had made it long on purpose, ‘for it is always easy to cut down, but not so
easy to lengthen’.) The most striking quality of the piece is its cantabile style, a
method of singing that Raaft had perfected from his earliest days of study with
Bernacchi, the famous castrato and singing teacher.

Throughout the eighteenth century, composers collaborated closely with
singers. Indeed, composers depended on the singers to win them success, and
singers depended on composers to write stylish and effective arias for them
to display their talents. When getting to know a voice, Mozart first sketched a
vocal melody and bass, then sought the singer’s approval before completing
the orchestration. Such particelli were learning vehicles for composer and singer
alike, and it was part of the composer’s task to act as a teacher or coach to help
the singer interpret the work. Concert arias enabled the singers to explore
subjects of interest (for example a favourite text, role or dramatic situation)
outside a full-scale opera production.

While visiting London as a boy, Mozart studied singing with the castrato
GIOVANNI MANzUOLI, who later sang the title role in ASCANIO IN ALBA
(MILAN, 1771). One of Mozart’s first arias, ‘Va, dal furor portata’, K21, might
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have been used in a pasticcio version of Ezio, given in LONDON during the 1764-
5 season. Another early aria, K36, was performed in December 1766, shortly
after the family returned home to SALZBURG. Following his European tour,
Mozart wrote a series of Italian arias, many of them on texts from METASTA-
s10’s Demofoonte, probably in preparation for further study in Italy beginning
in 1769. These are not real concert arias but rather exercises in writing con-
trasting types of arias. The best-known work from Mozart’s three trips to Italy
is the sacred Latin solo cantata, Exsultate, jubilate, K165, written for VENANZIO
RAUZzINTI, who created the primo uomo role in Lucio SiLLA. Although itis not
a concertaria per se, given its liturgical function, it shares many of the features
of opera arias and demonstrates the virtuosity of the singer.

Mozart’s first mature concert aria, K272, was written for Josepha Duschek in
August 1777, the month before his departure from Salzburg to seek a position
elsewhere. It is a scena from Andromeda by V. A. Cigna-Santi, blending accom-
panied recitative with an aria and cavatina in contrasting tempos and keys. The
piece is virtually a solo cantata but without the strict divisions between recita-
tive and aria; one emotional state follows close behind another. It is scored
for a pair of oboes and horns in addition to the full complement of strings;
in the cavatina a solo oboe weaves a graceful counter-melody to the voice
(Ex. 1).

Ex. 1. Formal structure of K272
Recitativo [obbligato] (bars 1—27) Allegro risoluto (C)
Ah, lo previdi!
Povero Prence, con quel ferro istesso,
Che me salvo, it lacerasti il petto.
Ma tu si fiero scempio
Perché non impedir? Come, o crudele,
D’un misero a pieta non ti movesti?
Qual tigre ti nodri? Dove nascesti?
Aria (bars 28-176) Allegro (¢3), C minor
Ah, t’invola agl’occhi miei,
Alma vile, ingrato cor!
La cagione, oh Dio, tu sei
Del mio barbaro dolor.
Va, crudele! Ca, spietato!
Va, tra le fiere ad abitar.
Recitativo [obbligato] (bars 177-216)

Misera! Invan m’adiro, Allegro (C)
E nel suo sangue intanto Andante
Nuota gia I'idol mio . . .

Con quell’acciaro, Allegro

Ah Perseo, che facesti?

Mi salvasti poc’anzi, or m’uccidesti.

Col sangue, ahi, la bell’alma, Adagio

Ecco, gia usci dallo squarciato seno.

Me infelice! Si oscura

1l giorno algi occhi miei,

E nel barbaro affanno il cor vien meno.  Allegro—Adagio
Ah, non partir, ombra diletta, io voglio
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Unirmi a te. Sul grado estremo, intanto
Che m’uccide il dolor, fermati alquanto! cadence on B flat
Cavatina (bars 217-306) Andantino (3/4),
B flat major
Deh, non varcar quell’onda,
Anima del cor mio.
Di Lete all’altra sponda.
Ombra, compagna anch’io
Voglio venir con te.
[Coda] (bars 307—23) allegro (¢3),
B flat major

As a concert piece, the action is not staged, but Mozart clearly expected the
singer to portray its dramatic qualities. Indeed, he brought the aria with him
on his trip to MANNHEIM and PARIS, and gave it to Aloysia Weber. In his
letter to her of 30 July 1778, Mozart exhorted the young soprano to study the
aria carefully and to put herself ‘in all seriousness into Andromeda’s situation
and position! — and to imagine that you are that very person’. The texts for
most concert arias came directly from opera, and singers were expected to act
out the aria’s dramatic content, although the venue was quite different from
the theatre. This would include informal concerts, such as the ones Mozart
describes at Christian CANNABICH’s home in Mannheim (letters of 14 Feb. and
24 Mar.1778), aswell as the subscription concerts given in the Viennese theatres
during Lent.

More often than not, singers commissioned Mozart to write arias for them,
normally for a particular occasion such as a benefit concert. An aria could
become a singer’s signature for concert performances. For example, Raaff sang
J. C. BACH’s setting of ‘Non so0 d’onde viene’ with success not only in opera
houses in Italy, but also at the Concert spirituel in Paris, as well as at the
Mannheim and Munich court. MicHAEL KELLY heard Raaff sing this aria in
the 1780s, when the tenor was almost seventy years old. Mozart composed a
setting of this text (K294) for Aloysia Weber in February 1778 and he wrote an
entirely new version for the bass Ludwig Fischer in March 1787 (K512). In its
original context, Metastasio’s text is sung by a male character in the third act
of Olimpiade. But as a concert aria, that is, as abstract poetic sentiment, the text
is equally appropriate for a male or female singer. (Although Mozart claims his
setting for Aloysia ‘does not resemble [Bach’s] in the very least’, it is clearly
modelled on the older composer’s setting, while the later version for Fischer is
quite different.)

Between 1778 and 1788 Mozart wrote several arias for his pupil and future
sister-in-law, Aloysia Weber. These five concert arias, K294, K316, K383, K416
and K583, constitute the mostarias Mozartwrote for any particular singer. This
of course is no accident: during his visit to Mannheim during the autumn and
winter of1777-8, Mozartfell in love with his pupil and wanted to take her to Italy.
For his budding prima donna, Mozart wrote K294 and K316, and according to
Alan Tyson, K538 survives in a particella (vocal line and bass only) dating from
this period. From his letter to his Leopold (7 Feb. 1778), we also know that
Mozart gave her his concert aria K272, ANNA DE AMICIS’s arias from Lucio
Silla and four arias from IL RE PASTORE. The title role of Zaide was also probably
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intended for her: ‘Ruhe sanft’ (a cantabile aria in E flat major) and ‘Tiger!’ (a
rage aria in G minor) make a contrasting pair (not unlike K418 and K419) for the
primadonna, and they exhibit many qualities typical of the other arias written for
Aloysia.

Is it possible that the bravura concert aria, ‘Sperai vicino il lido’, K368 —
composed during the summer or autumn of 1778, when Mozart travelled back
to Salzburg from Paris — was also written for Aloysia Weber? (This scenario
would fit better with the paper and handwriting studies of Alan Tyson and
Wolfgang Plath, who have assigned the aria to no later than the summer of
1780.) At any rate, it was certainly not intended for Elisabeth WENDLING (the
first Elettra), as Alfred Einstein suggested. The bravura arias in Wendling’s
other roles, including Elettra, made less stringent demands on the singer’s
range and agility.

The scena Ksog was written in December 1786 for NANCY STORACE, who
was about to depart Vienna for London. The text comes from the revised version
ofIdomeneo, performed in March 1786 at Count Auersperg’s palace. But here the
role of Idamante is transposed to a woman, who pledges ‘Non temere, amato
bene, | Per te sempre il cor sara’ (Do not fear, my beloved, my heart will always
be yours). Many writers have commented on the intimate interplay between
the soprano and the obbligato keyboard part, which Mozart himself played at
the farewell concert, suggesting that the composer had a special fondness for
the first Susanna. Perhaps he did, but being a professional and experienced
opera composer, Mozart could cater to the demands of the text, whoever the
singer. Less than a month before leaving Mannheim in March 1778, he wrote a
passionate farewell aria (K295a) for thelocal prima donna, Dorothea Wendling,
who chose the text (‘Ah, non lasciarmi, no, [/ Bell’idol mio’) from Metastasio’s
Didone abbandonata.

Overall, German singers received far more concert arias from Mozart than
did Italian singers, although most of them were settings of Italian texts. Mozart
wrote concert arias for Raaff (the first Idomenco; K295), Adamberger (the first
Belmonte; K420and K431), Fischer (the first Osmin; K423 and K512), Gottfried
von Jacquin (Ks13), and Franz Xaver Gerl (the first Sarastro; K612). Along
with Aloysia Weber, Adamberger and Fischer were frequent guests on Mozart’s
subscription concerts in Vienna (see his letter of 29 Mar. 1783). The rondo, ‘Per
pieta, non ricercate’, K420, was written for Adamberger as a substitute aria in
Anfossi’s Il curioso indiscreto, but because of various intrigues, the tenor did not
sing it in the revival. Although we have no direct evidence, it is likely that he
would have used it in concert. Mozart mentions that Adamberger sang ‘a rondo
of my composition’, probably K420, in a letter of 24 December 1784. Fischer,
who was a pupil of Raaff at Mannheim, almost certainly asked Mozart to set
the text of the tenor’s favourite aria as a homage to his teacher. Fischer sang
the piece (K512) at his benefit concert in March 1787. Although itis not certain
for whom Mozart intended the bass aria, K430, the large leaps in the vocal part
are typical of Fischer’s other arias.

In addition to those already mentioned, Mozart wrote concert arias for
Princess Caroline Nassau-Weilburg (K23), Countess Paumgarten (K369),
Francesco Ceccarelli (K374), Mme Duschek (K528) and Constanze Weber
(K440, which he apparently began but did not finish before or after he mar-
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ried her). All of these pieces are to Italian texts; only Aloysia’s ‘Nehmt meinen
Dank, ihr holden Gonner’, K383, is to a German text. (The latter was written
several months before the premiere of Die ENTFUHRUNG and before JOSEPH II
closed the German Nationaltheater.) For his sister-in-law JOSEPHA HOFER,
the first Queen of the Night, Mozart began a German aria, ‘Schon lacht der
holde Frithling’, K580, but this was intended as an insertion aria for a German
version of PATSTELLO’s Barber of Seville. The only other finished German piece is
the ‘Turkish’ strophic song, ‘Ich mochte wohl der Kaiser sein!’, K539, written
for the amateur bass Friedrich Baumann.

When LE N0ZzE DI FIGARO was revived in 1789 with La Ferrarese as Susanna,
Mozart took advantage of the occasion to enlarge the part with an elabo-
rate new rondo, ‘Al desio, di chi t’adora’, K577. This piece seems to be a
preparatory study for Fiordiligi’s ‘Per pietd, ben mio’, a role created by the
same soprano (he also supplied a second, more modest aria for Susanna in
Act 2, ‘Un moto di gioia’, K579. Also as a prelude to Cos! FAN TUTTE, Mozart
wrote three insertion arias for LOUISE VILLENEUVE, the first Dorabella. The
first, K578, ‘Alma grande e nobil core’, dating from August 1789, was inserted
in Cimarosa’s [ due Baroni di Rocca Azzurra; the other two (‘Chi sa, chi sa, qual
sia’, K582, and ‘Vado, ma dove?’ K583) were interpolated in VICENTE MARTIN
Y SOLER’s Il Burbero di buon cuore in October 1789.

If operas were his major public commissions, Mozart’s concert arias are
more often than not intimate vocal portraits of the singers he knew best, both
personally and vocally. The best are on the same high level as his best opera
arias. We should keep in mind that individual arias were given side by side
with concertos and symphonies in almost every concert of the period: indeed,
singers typically had a higher status than orchestral musicians. Mozart’s letters
are full of references to singers, and throughout his career he worked in close
collaboration with them. The concertarias, together with the opera arias in their
repertory, supplement the documentation we have of various singers’ voices.
Although we lack recordings of eighteenth-century singers, such as Aloysia
Weber, Mozart’s arias give us detailed vocal portraits of them.
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Artaria & Comp. Austrian art, map and music publishers. Originally from the area
around Lake Como, the Artaria family established an art dealership in MAINZ
in 1765, two of them — the cousins Carlo (1747-1808) and Francesco (1744—
1808) — removing to VIENNA in 1766. There they expanded their activities to
include maps and music, first as dealers and later, from 1778, as publishers.
Mozart probably came into contact with Artaria shortly after settling in Vienna
in 1781. In July of that year he wrote to his father that Artaria was to engrave
six of his accompanied sonatas (K296, 376—80), which appeared in November.
Over the next ten years, the firm issued numerous editions of Mozart’s works,
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including first editions of nearly thirty, among them the piano sonatas K330-2,
the ‘Haftner’ symphony, K385, the six string quartets dedicated to Haydn, the
string quintets K515 and K516 and the C minor Fantasy and Sonata, K475 +
457. On the whole these editions are reliable; several of them, including the six
string quartets dedicated to Haydn, include additional articulation and dynamic
marks that almost certainly derive from the composer himself — as such they
representvaluable sources for the texts of Mozart’s works. Notall of the editions
were proof-read by Mozart, however, and several of them include errors or other
readings that may not derive from the composer after all. The textual worth of
these editions therefore needs to be evaluated on a case-by-case basis. Artaria’s
music-publishing business survived until 1858 (the Mainz branch existed until
1793 when it moved to MANNHEIM and amalgamated with the art bookshop
and publishing business of Mathias Fontaine) although a few editions appeared
as late as 1918 (notably the series Denkmiler der Tonkunst in Osterreich); during its
heyday it published numerous works, including many firsteditions, by HAYDN,
BEETHOVEN, HUMMEL and Rossini. CLIFF EISEN

Ascanio in Alba, Kr111. Serenata composed 1771, text by Giuseppe Parini (1729—99);
first performance: MILAN, 16 October 1771. MITRIDATE, RE DI PONTO, K87, of
1770 proved that the teenage Mozart could compose a successful dramma per
musica. As aresult, the imperial court commissioned Mozartatthe end of March
1771 to compose an opera for the marriage of MARIA THERESIA’s son, the
Archduke Ferdinand, to the Princess Maria Beatrice d’Este. On 21 August Mozart
and his father arrived in Milan and on 29 August he received the libretto by
Giuseppe Parini. By the middle of September, all of the recitatives and choruses
were written and finally the arias in consultation with the singers. Mozart also
composed ballet music which, except for the bass part, is lost. The marriage
took place on 16 October and on the next day Ascanio was first performed.

Ascanio in Alba is a serenata or, as stated on the printed libretto, a festa teatrale.
The latter term had a long tradition at the imperial court extending back at least
to the beginning of the eighteenth century and was reserved for special imperial
occasions. Rather than depending on solo numbers, choral and ballet scenes
also play an important role.

The argument centres around the son of Aeneas, Ascanio. Venus, his grand-
mother, reveals that she is going to provide him with Silvia from the family
of Hercules as his wife. Silvia has dreamed of a handsome youth who is to be
her husband. Ascanio, however, has been told by Venus to conceal his iden-
tity from Silvia so that her true feelings might be revealed. When Silvia meets
the unidentified Ascanio, she is deeply disturbed by her attraction to him, not
knowing thatheis her chosen husband. The expected recognition scene follows
and having passed tests of their political virtues (that is, duty over love), Venus
advises Ascanio and Silvia of their obligation to be just and loving towards their
subjects. This basic outline is embellished by a host of pastoral and mytho-
logical characters and by elaborate scenes including Venus arriving as a dea ex
machina. The allegory of this plot was transparent to all. Maria Theresia was
represented by Venus, Ferdinand by Ascanio and Beatrice by Silvia. In addi-
tion, Beatrice’s father was Duke Hercules III of Modena making her identity
unmistakable. The Graces, Genii and the like were their diverse subjects.
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Most notable about Ascanio is how the choruses glue together a structure
larger than the scene. After a single-movement overture and a ballet for the
Graces, a chorus of Genii and Graces is sung (No. 2), followed by an aria for
Venus (No. 3), a return of No. 2 (No. 4), after which Ascanio sings his first
aria (No. 5). The refrain returns again at the end of the first part. Though the
choruses of Genii and Graces provide an umbrella over the first part, beginning
with Scene 3, a chorus of shepherds provides a refrain between recitatives and
arias to the end of Scene 4. The second part is similarly laid out and culminates
in a combined ensemble (No. 33) of these groups in praise of Venus, alias
the Empress Maria Theresia. The trio for Silvia, Aceste and Ascanio (No. 31),
though itselfa closed form, returns (No. 32) after a recitative. Even though there
is one moment in No. 31 where the singers simultaneously express different
sentiments with individual melodic profiles, one should not read this as a
breakthrough; Mozart still is more comfortable with his characters singing
alone or in homophony.

Mozart’s ARIAS are distributed hierarchically with four each to Ascanio and
Silvia and two each to Venere, Aceste and the Fauno and use the expansive and
flexible forms found in Mitridate. Here, besides the da capo and dal segno types,
Mozartalso uses the cavatina (thatis, the first section of a da capo aria), a binary
shapewith alternating tempos, and a structure (Nos. 13 and 14) thatadumbrates
the cavatina—cabaletta sequence of the grand scena in nineteenth-century Italian
opera. These two adjacent arias for the same character also coordinate with a
crucial moment in the drama: Silvia has resolved her conflicting feelings.

Of the two arias for Silvia in the second part, No. 19 is a big three-part piece
deriving from the da capo tradition: the A section is a closed binary structure; B
changes metre, tempo and mode; and the return is like a written-out dal segno
as it quickly moves from E minor to G major for the return of the last part of
A. Here the text with its ‘soaring and cooing heart’ contrasts with her pleas
for the presentation of her beloved. As in her pair of arias in the first part, this
allows for a display of both lyric and coloratura styles. Silvia’s final aria (No.
23) also changes tempo; however, its central Allegro maintains a declamatory
style. This is preceded by an extended accompanied recitative making her final
piece part of a large scena, which is marred by a less than vocally stellar, though
dramatically effective, aria as she pleads to be delivered from her suffering.

Ascanio is characterized by his own big scena (I/2) consisting of an accom-
panied recitative followed by a binary aria featuring the messa di voce on the
word ‘cara’ (‘dear one’), which the castrato GIOVANNI MANZUOLI was said
to deliver with particular effectiveness. In I/5 (No. 16) Mozart allows the text to
shape the form with its changing tempos, metres, and moods:

Adagio Allegro 4/4 Andante grazioso 3/8 Adagio

D major R —— A Minor mod. D Major

lines 1—2 lines 3—5, 1-5  lines 6—9 lines 1—2

Nobility of Soul Virtues of Silvia Peace, to recall her Nobility of Soul
virtues

Allegro  4l4

—_—

lines 3-5, 1-5

Virtues of Silvia
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His aria in II/4 also contains a series of tempo changes highlighting Ascanio’s
frustrations. His final aria (II/5) is less varied and more galant in style; it is
notable for the colourful wind scoring with flutes, serpentini, bassoons and
horns.

Venere’s two arias found in the first part are rather one-dimensional Allegros
(I/1, I/5) with elaborate coloraturas. One should not be surprised that she sings
the opening aria; this was merely an imperial protocol. Aceste’s pair of arias
(I/4, I1/5) are also elaborate, confirming that the tenor must have had an agile
voice. Mozart writes his most demanding pieces (I/8, I1/3) for the secondo uomo,
who played the Fauno. His castrato soprano voice must have been in first-class
shape to negotiate the coloraturas, particularly in his second piece (II/3) whose
final flourish line culminates with a high D sharp.

Though Mozart scholarship has tended to dismiss Ascanio in Alba as just
another ceremonial opera, it represents a significant moment. For the same
celebration, METASTASIO and HASSE, the doyens of Italian opera, reluctantly
undertook their last collaboration, Il Ruggiero, ovvero L'Eroica gratitudine, which
was, in contrast to Ascanio, received without enthusiasm. In October 1771, the
art of operatic composition had in a sense passed from the Metastasio—Hasse
generation to that of Mozart. A. PETER BROWN

C. Gianturco, Mozart’s Early Operas (London, 1981)
D. Heartz, Haydn, Mozart and the Viennese School 1740—-1780 (New York, 1995)
W. Mann, Mozart's Operas (London, 1977)

Attwood, Thomas (baptized London, 23 Nov. 1765; d. London, 24 Mar. 1838). English
composer and organist; pupil of Mozart. Attwood was a chorister at the Chapel
Royal and from 1781 to 1783 studied in Italy with Felipe Cinque and Gaetano
Latilla. In VIENNA, he was a pupil of Mozart’s from August 1785 to Febru-
ary 1787; his composition exercises, with Mozart’s corrections, survive in the
British Library. According to MiICHAEL KELLY, Mozart said that ‘Attwood is
a young man for whom I have a sincere affection and esteem; he conducts
himself with great propriety and I feel much pleasure in telling you, that he
partakes more of my style than any scholar I ever had; and I predict, that
he will prove a sound musician’. Mozart’s assessment was prescient: after
his return to England Attwood was appointed organist at St Paul’s and com-
poser to the Chapel Royal, professor at the Royal Academy of Music in 1823,
musician-in-ordinary to George IV in 1825, and organist of the Chapel Royal
in 1836. Although in later years he increasingly wrote church and organ music,
during the 1790s and early years of the nineteenth century he was a prolific
composer for the stage. Attwood left a short reminiscence of Mozart as well,
probably written down during the 1820s: ‘Mozart at the time I was with him,
appeared to be of a cheerful habit, his health not very strong. In consequence
of being so much over the table when composing, he was obliged to have an
upright Desk & stand when he wrote . . . He was so fond of [JOHANN] SEBAS-
TIAN BACH’s Preludes & Fugues that he had a separate Pianoforte with Pedals,
fixed under the Other — was very kind to all of Talent who came to Vienna
& generally played at their Benefit Concerts with the Pianofortes as directed
above.’ CLIFF EISEN
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D. Heartz, ‘Thomas Attwood’s Lessons in Composition with Mozart’, Proceedings of the Royal
Musical Association 100 (1973—4), 175-83
E. Hertzmann, ‘Mozart and Attwood’, Journal of the American Musicological Society 12 (1959),
178-8
C.B. Ol7dma?1, ‘Thomas Attwood, 1765-1838’, Musical Times 106 (1965), 844-5
Auernhammer, Josepha Barbara (b. Vienna, 25 Sept. 1758; d. Vienna, 30 Jan. 1820).
Auernhammer was a studentof Mozart’s in VIEN NA in the early 1780s and a fine
pianist, judging by contemporary accounts. The Viennese musician Benedikt
Schwarz described her as ‘a great dilettante on the pianoforte’ and Mozart
admired her ‘enchanting’ playing, while also explaining that ‘in cantabile
playing she has not got the real delicate singing style’. ABBE MAXIMILIAN
STADLER, an Austrian theologian and musicologist, was ‘enchanted by the
playing of master and pupil’ in the violin sonatas K296, 376—-80, works Mozart
dedicated to Auernhammer upon publication in 1781. Mozart and Auernham-
mer are known to have performed together on a number of occasions, taking
the solo roles in the Concerto for Two Pianos in E flat, K365 (1779) at her family
residence in Vienna on 23 November 1781 and at the Augarten in Vienna on 26
May 1782. Cramer’s Magazin der Musik for 23 April 1787 reports that Auernham-
mer also ‘supervised and corrected the engraving of many sonatas and ariettes
with variations by Mozart at [the publisher] ARTARIA’. Auernhammer fell in
love with Mozart in 1781, but he did not reciprocate: ‘she is not content if
spend a couple of hours with her every day. She wants me to sit there the whole
day long — and, what is more, she is sérieusement in love with me! I thought at
first it was a joke, but now I know it to be a fact. When I noticed it. . . I was
obliged, not to make a fool of the girl, to tell her the truth very politely’ (22 Aug.
1781). SIMON P. KEEFE

O. E. Deutsch, ‘Das Friulein von Auernhammer’, Mozart-Jahrbuch 1958, 12-17

Augsburg. City in Bavaria, GERMANY; birthplace of LEOPOLD MOZART. A city of dis-
tinguished cultural achievement, Augsburg during Leopold Mozart’s childhood
was still suffering from the ravages of the Thirty Years War, and unlike most
German cities of the time was splitbetween Lutherans and Catholics, a situation
that was to have consequences for Mozart. Musical activity had been revived
first at the Lutheran Barfiisserkirche and the cathedral, St Anna; prominent
Catholic institutions included St Ulrich and St Afra, the Augustinian monastery
of the Holy Cross, the collegiate chapter of St Moritz and the Jesuit church of
St Salvator. Lutheran composers, including Johann Caspar Seyfert and F. H.
Graf, modelled themselves on works by north German composers, includingJ.
S. BAcH and Telemann; Catholics were oriented more towards south Germany
and AUSTRIA. In addition to church music, Augsburg offered numerous other
opportunities for music-making, including a collegium musicum founded in
1713, frequent theatrical productions at the schools of St Salvator and St Anna,
and at the court of the prince-bishop, whose chapel included among its com-
posers J. M. Schmid, P. P. Sales and J. G. Lang.

Leopold Mozart had studied at the Augsburg Gymnasium and the Lyceum
adjoining the Jesuit school of St Salvator, where he frequently performed as an
actor and singer in theatrical productions. And he maintained close contacts
there after his departure for SALZBURG in 1737, with his family and with his
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friends, among them Johann Jakob LOTTER, later the publisher of Leopold’s
important Versuch einer griindlichen Violinschule (1756), and the keyboard builder
J. A. STEIN. The collegium musicum often purchased Leopold’s symphonies
and incidental orchestral music, and even from Salzburg he was able to moni-
tor their performance and distribution. Understandably, Augsburg was among
Leopold’s first ports of call when he began touring with Wolfgang. The family
firstvisited in 1762, from 22 June until 6 July; Mozartand his sister gave concerts
on 28 and 30 June and on 4 July. On 19 July, an article praising them appeared in
the local Extract-Schreiben oder . . . Europdische Zeitung: ‘[Leopold Mozart] afforded
the inhabitants of his native city the pleasure of hearing the effect of the extraor-
dinary gifts which the great God has bestowed on these two dear little ones in
such abundant measure.’
Mozart made a slightly longer stop at Augsburg in October 1777, en
route to MANNHEIM and PARIS. They arrived on 10 October; on 12 October
Mozart’s uncle, Franz Alois Mozart, introduced him to the city governor, Jakob
Langenmantel vom Wertheim and Ottmarshausen, on 12 October he visited the
piano maker Stein, and on 13 October he visited the Holy Cross Monastery.
He gave a public concert on 22 October; among the works performed on
this occasion were the CONCERTO for three keyboards K242, a solo con-
certo (K175 or K238), a SYMPHONY, a SONATA and a contrapuntal fantasy;
according to the Augsburgische staats- und gelehrte Zeitung, ‘One found here
mastery in the thought, mastery in the performance, mastery in the instru-
ments, all at the same time.” While he was there, Leopold cautioned him
to be sensitive to the city’s Lutheran/Catholic split, writing to Wolfgang on
15 October:
Ifyou find that you are warmly applauded and are very highly esteemed, I
should like a special article, praising your gifis, to appear in the Augsburg papers,
after you have left, an article my brother could perhaps dictate to Herr Stein or
which Herr Glatz could draft and Herr Stein could arrange to have
published. You know why! It would make someone here [Archbishop
COLLOREDO] very angry, but Herr Stein and some other Evangelicals
would get a lot of fun out of it. You know, of course, that the Lutherans
should be called Evangelicals, for they do not like to be called Lutherans.
Thus, for instance, you should talk of an evangelical church and not of a
Lutheran church; similarly the Calvinists like to be called Protestants, and not
Calvinists. It has just occurred to me that I ought to tell you this, for no
more than a single wrong word may often lead to an unpleasant experience
with some irritable person, though, of course, sensible people pay no
attention to such formalities.

Nevertheless, Mozart soon found himself embroiled in a row with the Evangel-

ical patricians, a row that it required Stein’s intervention to resolve.

Later visits were brief: while in MuNICH for the premiere of IDOMENEO,
Mozart and his father travelled to Augsburg for four days in March 1781 and he
briefly passed through the city on the return trip from LEOrPOLD II’s Frankfurt
coronation in late 179o. Even after Mozart’s move to VIENNA, however, his
music was actively sought in Augsburg, with Leopold supplying copies of his
church music in particular; after his death in 1787, several manuscripts were
bequeathed to the Holy Cross Monastery. CLIFF EISEN
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K. Dorfmiiller, ‘Mozart, das Augsburger Biirgerkind’, Die Sieben Schwaben 6 (1956), 67—70
J. Mancal, ‘Augsburg “Meine Vaterstadt” (L. Mozart 1756), “die vatterstadt meines Papa” (W.
A. Mozart 1777), “meine eigentliche Stammstadt” (Fr. X. W. A. Mozart 1821)’, Acta
Mozartiana 46 (1999), 3—31
Mozart-Schdtze in Augsburg (Augsburg, 1995 = Beitrige zur Leopold-Mozart-Forschung, 3)
E. Preussner, Die biirgerliche Musikkultur. Ein Beitrag zur deutschen Musikgeschichte des 18.
Jahrhunderts (Hamburg, 1935)

Austria, Austrian, Austrian Monarchy. By the eighteenth century the noun ‘Austria’,
and still more the adjective ‘Austrian’, had acquired a most confusing variety
of meanings. ‘Austria’ originally referred to the archduchy of Austria, spread
out along the Danube and divided into the Ldnder (provinces) or duchies of
Upper and Lower Austria, the former with Linz as its capital, the latter with
VIENNA. This was still the basic meaning of ‘Austria’ in the eighteenth century,
though sometimes it was applied to Lower Austria alone. If an individual was
described as an Austrian, that normally meant that he or she came from the
archduchy. In this sense ‘Austria’ referred to an area much smaller even than
that of the modern republic of Austria. The archduchy was known as a fertile,
wine-growing district. It was notable too for the exceptional wealth and power
of its monasteries: the tag ‘Osterreich Klosterreich’ has the double meaning
‘Austria rich in monasteries’ and ‘Austria under monastic rule’. Among the
most important houses were Kremsmiinster and Lambach in Upper Austria
and Melk and Klosterneuburg in Lower Austria, all of them noted for their
musical establishments and libraries and known to Mozart. Upper and Lower
Austria each had an ancient constitution, a royal governor and a representative
assembly or ‘estates’ that met regularly.

Sometimes, however, ‘Austria’ designated a group of duchies more nearly
corresponding to present-day Austria (excluding SALZBURG, but including
south Tyrol, now Italian, and Carniola, now Slovenian): Lower Austria, Upper
Austria, Styria (Steiermark), Carinthia (Kdrnten), Tyrol, Gorizia and Carniola
(Krain). These lands incidentally constituted the ‘Austrian circle’ of the Holy
Roman Empire, the area in which the Habsburgs were exempt from impe-
rial ‘interference’. Styria, Carinthia, Gorizia, Tyrol and Carniola together were
known as ‘Inner Austria’. ‘Further Austria’ (Vorderdsterreich) referred to the scat-
tered Habsburg lands in southern Germany.

Itwas also notuncommon to speak of ‘the Austrian lands of the monarchy’ as
shorthand for the lands administered from Vienna after 1749 by the Directorium
in publicis et cameralibus or ‘Austro-Bohemian Chancellery’, that is the western
part of the central bloc of territories, also often called ‘the hereditary lands’
(Erbldnder), i.e. the Austrian duchies and Bohemia, as opposed to the Hungarian
lands.

In addition, the term ‘Austria’ had acquired another much wider meaning
because the ruling Habsburg dynasty had since the late Middle Ages called itself
‘the House of Austria’. In Grete Klingenstein’s words, ‘it was, so to speak, the
name of the family firm’ and ‘the simplified and abbreviated description of a
highly complicated body politic’. Hence ‘Austria’ became the most common
designation, especially among foreigners, for the state which also came to be
officially known in the eighteenth century as ‘the Austrian Monarchy’. This
huge collection of territories, acquired by the dynasty over many centuries,
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included the lands of the present-day Austrian republic (except the province
of Salzburg); Bohemia (including Moravia), now the Czech Republic; greater
Hungary (which then embraced, as well as modern Hungary, Slovakia, Croa-
tia and the south-western tip of modern Ukraine); Transylvania and the banat
of Temesvar (both for a time treated as part of Hungary and now mostly part
of Romania); the duchy of Carniola (now Slovenian); south Tyrol, much of
Lombardy and certain other lands now within Italy; small and scattered posses-
sions in southern Germany; the ‘Austrian Netherlands’ (that is Luxemburg and
the greater part of modern Belgium); Galicia after 1772 (now divided between
Poland and Ukraine) and, after 1775, the Bukovina (now divided between Roma-
nia and Ukraine). This ‘state’ was not territorially unified, since its possessions
in Lombardy, south Germany and the Netherlands were separated from the
central bloc of the monarchy and within some of its provinces there were
enclaves not ruled from Vienna, such as the bishoprics of Trent and Brixen.
The sovereigns of this vast agglomeration ruled its many provinces under a
wide variety of titles, of which the most important were Archduke of Austria,
King of Hungary and King of Bohemia. The ruler had no title that applied to
the whole monarchy.
In 1740, under the so-called Pragmatic Sanction, a declaration which had
been accepted by all the lands of the monarchy and by most foreign powers,
MARIATHERESIA (r. 1740—80) became sovereign of all the territories possessed
by her father Charles VI, and the inheritance was declared to be indivisible.
Each province had a distinct constitution, which in some cases, like Hungary
and the Belgian lands, was based on a written document. On her accession
Maria Theresia obtained for her husband Francis (Stephen), titular Duke of
Lorraine and ruling Grand-Duke of Tuscany, the title of ‘co-regent’ to give him
precedence in the monarchy and to enable her to delegate any of her powers to
him if she so wished; and, after he died in 1765, she appointed her son JOSEPH
II to succeed him in that capacity.
During her reign she greatly diminished the autonomy of the non-Hungarian
provinces ofthe central bloc, particularly in matters of taxation. Butherattempts
to carry out similar measures in Hungary foundered on the opposition of the
country’s ‘diet’ or parliament, especially at its meeting in 1764, and it was not
called again until 179o. As for the outlying Netherlands, she was for the most
part content to enjoy the substantial revenues they supplied. Her son Joseph
(r. 1780—90), however, believed fanatically that the territories he ruled, however
diverse and scattered, should be made administratively homogeneous and be
equally subject to his absolute sovereignty, which he claimed to exercise from
above for their good. In his so-called ‘pastoral letter’ of late 1783, addressed to
all his officials and soon published, he declared:
Since the good can only be one, namely that which concerns the whole and
the greatest number, and likewise all the provinces of the Monarchy only
form a single whole, and thus can have only one purpose; . . . in all of them
nationality and religion must make no difference, and as brothers in one
Monarchy all should set to work equally in order to be useful to one
another.

He and some of his supporters tried to excite feelings of patriotism towards it

as the ‘fatherland’, especially during the war against the Turks from 1788 to
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1791 —a campaign reflected in several of Mozart’s dances and two of his songs
(‘Ich mochte wohl der Kaiser sein’) (Iwish I were the Emperor) and Beim Auszug
indas Feld (When Troops are Leaving for the Front). Butthe monarchy was essen-
tially the fortuitous creation of the dynasty, wars and treaties. Ifits western lands
were in great majority Catholic and had developed over centuries feelings of
loyalty to the Habsburgs, its huge eastern territories had been won from the
Turks only since 1683 and contained large Protestant and Orthodox popula-
tions. Furthermore, even after Joseph in 1784 made German the language of
administration in all his provinces except Lombardy and Belgium, the bureau-
cracy had to resort to at least a dozen more languages to get his orders under-
stood. When his programme resulted late in 1789 in successful rebellion in the
Netherlands and the threat of it in Hungary, he was finally brought to see on his
deathbed the necessity of withdrawing his centralizing reforms. His successor
LeoroLD II (r. 1790—2), who was a believer in constitutionalism, restored the
position of the ruler by a judicious mixture of concession, peace-making and
procrastination.

Among the reasons for the absence of a global title for the ruler of the
monarchy was the pride of each of its provinces in its distinctive relationship
with the sovereign. Another was the existence of the Holy Roman Empire.
(See also GERMANY.) This entity included all of modern Germany and Aus-
tria, Bohemia, modern Belgium and Luxemburg and parts of modern Poland,
Slovenia and Italy. Its head was the emperor, who ranked as the senior sovereign
of Europe. He was elected by the chief German princes, known as ‘electors’.
From 1438 to 1740 they always chose the ruler of Austria to be emperor, which
meant that the imperial bureaucracy, though distinct from that of the House
of Austria, was based in Vienna. But a woman could not be elected, and so the
accession of Maria Theresia led to a forty-year period when the emperor and the
ruler of the Austrian Monarchy were different persons. In 1742 the elector of
Bavaria became emperor as Charles VII. He died in 1745, when Maria Theresia’s
husband was elected as Francis I, bringing the imperial administration back
to Vienna. Joseph II succeeded him in 1765. When she died, the two roles of
emperor and ruler of the monarchy were reunited in Joseph. He was interested
in the affairs of the Empire only in so far as he could exploit them to serve the
monarchy, and he had long-term plans to abolish the Empire, which he died
too soon to put in hand.

Maria Theresia was usually referred to as ‘Empress’ (which she was by
marriage), and Joseph and Leopold as ‘Emperor’, because this was their
senior title. The existence of the Holy Roman Empire and its emperor made
it virtually impossible to think and speak of the Austrian Monarchy as an
empire, and the term was virtually never applied to it until in 1803, under the
aegis of Napoleon, the map of Germany was redrawn and the Holy Roman
Empire destroyed in all but name. In the following year Leopold II’s son
and heir, Francis (r. 1792-1835), assumed the title Emperor of Austria. The
Holy Roman Empire was formally dissolved in 1806. ‘Habsburg Monarchy’
and ‘Habsburg Empire’ are designations invented by modern historians, espe-
cially inappropriate to the time of Joseph II, since the male Habsburg line
had died out with Charles VI and the official name of the dynasty had become
‘Habsburg-Lorraine’.
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The relation between Austria, the Austrian Monarchy and the Holy Roman
Empire mattered in Mozart’s career because he was born a subject of the Arch-
bishop of Salzburg. The archbishop was a prince of the Holy Roman Empire
and not under Austrian rule, and so he had a court of his own and an impor-
tant musical establishment. He and his lands belonged to the ‘Bavarian cir-
cle’ of the empire and not to the ‘Austrian circle’. On the other hand, since
his state was a buffer between Austria and Bavaria, and since his archdio-
cese covered much Habsburg territory, the Vienna government cared greatly
who was appointed to the see. In 1772 it procured the election of COUNT
HIERONYMUS COLLOREDO, who was the son of Prince Colloredo, the head
of the imperial bureaucracy in Vienna directly responsible to Joseph II in
his capacity as emperor. It was this important functionary whom the arch-
bishop was visiting when he dismissed Mozart from his service in Vienna
in 1781.

The best estimates of the population of the various regions within the monar-
chy are shown in table 1 (for the year 1787 except where otherwise stated):

Table 1.

‘Austrian lands’

Lower and Upper Austria 1,646,051

Styria 829,229

Carinthia 297,384

Carniola 410,411

Gorizia 122,081

Tyrol 684,357

Further Austria 355,718
SUBTOTAL 4,354,231
Bohemia 4,383,842
Galicia and Bukovina 3,435,056
Greater Hungary 8,555,832
Austrian Netherlands (1784) 2,273,000
Lombardy (1785) 1,338,518

The grand total is more than 24 million, making the Austrian Monarchy
comparable in size to France and Russia, and much more populous than the
other two great powers, Britain and Prussia. Within the monarchy, the figures
show how small a percentage (less than 20 percent) of the total population was
to be found in the Austrian lands, and how large a proportion was located in
what is now thought of as eastern Europe. If Austria and Bohemia are taken
together, as often in the eighteenth century, their population still amounted to
barely a third of the whole monarchy’s.

Throughout this period the ruler’s city of residence was Vienna, a fact that
greatly helped to identify the state with Austria. See table 2 for the populations of
the principal towns in the 1780s. The figures illustrate the exceptional position
of Vienna, and the relatively limited importance of towns anywhere in the
monarchy except Belgium and Lombardy.
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Table 2.

Vienna 202,729

Milan 132233

Brussels 74,427
72,874

Prague

Antwerp 48,665

Pozsony €.30,000

(Pressburg, Bratislava)

Graz 29,382

In foreign affairs the period is dominated by the threat from Frederick II
(‘the Great’) of Prussia (r. 1740-86), who in 1740 seized nearly all the rich
province of Silesia from Maria Theresia and made good the annexation during
the following ‘First Silesian War’ (1740-5), in European terms ‘the War of
the Austrian Succession’ (1740-8). But she, and later Joseph, always aimed to
recover Silesia, and it was to further this objective that in 1756 she abandoned
the long-standing Austro-British alliance in favour of an alliance with France
in the ‘Diplomatic Revolution’ masterminded by her State Chancellor, Count
(after 1763 Prince) KAUNITZ, who was the state’s chief minister from 1753
to 1792. The ‘Second Silesian War’ or ‘Seven Years War’ (1756—63) produced a
stalemate. Austria’s attempt to enhance her position in Germany by exchanging
Belgium for Bavaria, whose ruling dynasty died out in 1777, caused the ‘Third
Silesian War’ or ‘War of the Bavarian Succession’ (1778-9), which also ended
in stalemate, with only a tiny gain for Austria, the Innviertel, from Bavaria. In a
renewed attempt to out-match Prussia, Joseph and Kaunitz succeeded in 17801
in tempting Empress Catherine Il of Russia into an alliance with Austria, with a
view to reviving the Bavarian exchange plan and also to dividing between them
the supposedly moribund Turkish Empire. However, Frederick frustrated the
Bavarian scheme, and the Turks proved resilient and declared war on Russia
in 1787, forcing Joseph under the terms of his alliance to join in the struggle.
After an inglorious first campaign in 1788, Austrian armies captured Belgrade
in the following year; but the general situation of the monarchy made Joseph
and Kaunitz begin to work for peace, which Leopold concluded on the basis
of the convention of Reichenbach with Frederick William II of Prussia in July
1790, leading to a peace with the Turks re-establishing the pre-war boundaries.
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Bach, Carl Philipp Emanuel (b. Weimar, 8 Mar. 1714; d. Hamburg, 14 Dec. 1788).
GERMAN composer; son ofJ. S. BAcH. Carl Philipp Emanuel Bach received his
musical training from his father and from about the age of fifteen took part in
performances atthe Leipzig Thomaskirche and by thelocal collegium musicum.
He studied law at the Leipzig University but in 1734 moved to Frankfurt an der
Oder, where he continued his studies and was musically active, performing
works by his father as well as his own. In 1738 he was appointed to the court
of Frederick of Prussia: his duties chiefly included composing and teaching,
which may have inspired his Versuch iiber die wahre Art das Clavier zu spielen (Berlin,
1753), the most important eighteenth-century German-language treatise on
the subject. Bach was under-appreciated in Berlin (the court was also home to
HaAssE, Graun, Quantz and Agricola) and he sought appointments elsewhere
although his applications for the post of cantor at the Leipzig Thomaskirche
of 1750 and 1755 failed, as did a 1753 application for the post of organist at the
Johanniskirche in Zittau. But he was successful in his application to succeed
Telemann as music director of the principal churches in Hamburg in 1767,
moving there the next year. His duties included teaching at the Lateinschule
and organizing music at the city’s five principal churches, which amounted to
nearly two hundred musical performances a year. Among his original compo-
sitions of the time, the oratorios Die Israeliten in der Wiiste and Die Auferstehung und
Himmelfahrt Jesu were particularly successful. He was also respected for his solo
keyboard music, which was widely disseminated throughout German-speaking
Europe.

Although Mozart and C. P. E. Bach never met, it is fair to say that Bach’s
music, as well as his writings on performance, loomed large in the Mozarts’
musical consciousness and that they were well acquainted with his keyboard
works. A version of the variations from the Musikalisches Allerley von verschiedenen
Tonkiinstler (published Berlin, 1761) appears in NANNERL MOZART’s early study
book, also used by Wolfgang, and Bach’s ‘La Boehmer’ from the Musikalisches
Mancherley (published Berlin: G. L. Winter, 1762—3) was arranged by Wolf-
gang as one of movements in his pasticcio concerto K4o. On 6 October 1775
LEOPOLD MOZART wrote to the Leipzig publisher Breitkopf: ‘As I decided
some time ago to have some of my son’s compositions printed, I should like
you to let me know as soon as possible whether you would like to publish
some of them, that is to say, symphonies, quartets, trios, sonatas for violin
and violoncello, even solo sonatas for violin or clavier sonatas. In regard to
the latter perhaps you would like to print clavier sonatas in the same style
as those of Carl Philipp Emanuel Bach “with varied reprises”? These were
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Bach,

printed by Georg Ludwig Winter in Berlin and this type of sonata is very popu-
lar.” The Versuch is mentioned in Leopold’s letter of 11 June 1778. Bach continued
to figure in Mozart’s musical life even after his move to VIENNA in 1781. On
10 April 1782 he wrote to his father, ‘I go every Sunday at twelve o’clock to the
BARON VAN SWIETEN, where nothing is played but HANDEL and Bach. [ am
collecting at the moment the fugues of Bach — not only of Sebastian, but also
of Emanuel and Friedemann.” And in February 1788 he composed wind parts
for Bach’s oratorio Die Auferstehung und Himmelfahrt Jesu, which he conducted at
CountJohann ESTERHAZY’s. CLIFF EISEN
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Johann Christian (b. Leipzig, 5 Sept. 1735; d. London, 1 Jan. 1782). German
pianist and composer, resident mainly in LoNDON. The youngest son of
JOHANN SEBASTIAN BACH, Johann Christian was the member of the family
who most obviously broke away from his Protestant Church background. After
studying with his brother CARL PHILIPP EMANUEL BACH in Berlin, he left
for Italy in 1755 for further study with Padre GIOVANNT BATTISTA MARTINT;
here he composed operas for Turin and Naples, and liturgical music for the
Catholic Church (to which he had converted). In 1762 he was invited to London
to write two Italian operas for the King’s Theatre, and he remained there for
the rest of his life. Eagerly embracing the emerging Classical style, Bach fully
exploited the commercial opportunities provided by London’s thriving concert
life and publishing industry; and though not a virtuoso himself, he seized the
expressive potential of the developing piano in sonatas and concertos, working
closely with London manufacturers such as Zumpe.

His initial commitment, however, was to the Opera House. Orioneand Zanaida
were premiered in 1763; and after a year’s absence thanks to the opposition of
Giardini, hereturned in 1765 with Adriano in Siria for the celebrated male soprano
GIOVANNIMANZUOLI. Buthigh anticipation was not fulfilled, and Bach never
truly succeeded atthe King’s Theatre: partly through Italian opposition, butalso
because the succession of mellifluous arias, however beautifully scored with
sensuous woodwind colours, failed to sustain a whole opera. Individual arias,
however, were called for in pasticcios, of which ‘Non s6 d’onde’ was much
the most popular (and a favourite of the great tenor ANTON RAAFF, the first
Idomeneo). Bach’s elegant Italianate manner was also disseminated outside
the King’s Theatre, through songs and duets he wrote or adapted for English
operas in 1765 (The Maid of the Mill and The Summer’s Tale) and for Vauxhall
Gardens from 1766.

Alreadyin 1763 Bach had beenappointed music master to Queen Charlotte, to
whom he dedicated his firstsetof concertos in March, and later he was amember
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of the Queen’s chamber band. Another of the Queen’s musicians was C. F.
ABEL, with whom Bach gave a benefit on 29 February 1764; and the following
year they were engaged by Mrs Cornelys to direct her subscription concerts at
Carlisle House, Soho Square (see LONDON). Here Bach’s symphonies Op. 3
were performed, and probably the orchestrally inspired piano sonatas Op. s,
published in 1766.

When in 1764 the Mozart family arrived in London, Bach acted as a mentor to
the young composer, according to anecdote playing sonatas and improvising
with Wolfgangbetween his knees, though thereis no evidence of formallessons.
Awarm personal relationship ensued, and Bach became a musical father figure
to theyoung Mozart. We know that he played Bach’s trios Op. 2, and presumably
hehearda greatdeal of Bach’s musicatthe Operaand atconcerts. Butone might
question Bach’s initiative in furthering the Mozarts’ cause: neither Bach nor
Abel assisted at their benefits, and the Mozarts may not even have performed at
Soho Square. The year 1765 saw the inauguration of Bach’s first major concert
series, an important opera and new opportunities at the English theatre: there
was little for him to gain socially or professionally from public association with
a nine-year-old from a distant German court, especially one whose genius he
must surely have recognized.

There is no doubt, however, that Mozart was strongly influenced by Bach’s
melodious style, by the sharply etched orchestral contrasts and colourful wood-
wind writing, by the combination of Italian opera melody with German sym-
phonic manner (the so-called ‘singing Allegro’). As Wyzewa and Saint-Foix
identified, J. C. Bach’s idiom formed the basis of Mozart’s mature musical
style; and the two London symphonies K16 and Krg are largely indistinguish-
able from his models.

After the familyleft London in 1765, Mozart continued to revere Bach, and his
letters contain many favourable references to Bach’s music. The family library
contained a wide selection, including an autograph early version of the sonata
later known as Op. 17 No. 3. In 1772 Mozart turned three of the Op. 5 sonatas
into concertos (K107), around the same time that he wrote cadenzas for three
arias by Bach (K293e). In 1778 Mozart took up the text ‘Non so d’onde’ (K294),
paying tribute to Bach’s beautiful setting: ‘Just because I know Bach’s setting so
well and like it so much, and because it is always ringing in my ears, I wished to
try and see whether in spite of all this I could not write an aria totally unlike his’
(letter of 28 Feb. 1778). Despite the tribute, there is surely a sense of Oedipal
relationship with his musical father here — and he returned to the same text in
1787, in a quite different setting for the bass LubwIG FISCHER (K512). Later
in 1778 the two composers met in Paris, where Bach was preparing for a French
opera commission. Mozart’s description is highly revealing, not only of his own
relationship with Bach, but also of that of Leopold: ‘You can easily imagine his
delightand mine at meeting again; perhaps his delight may not have been quite
as sincere as mine — but one must admit that he is an honourable man and
willing to do justice to others. I love him (as you know) and respect him with
all my heart’ (letter of 27 Aug. 1778).

The Bach—Abel concerts were successful for many years: in 1768 the two
entrepreneurs transferred to Almack’s, and in 1775 to their new Hanover Square
Rooms. Here Bach produced some of his most ambitious music, especially the
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symphonies published as Op. 18 (three for double orchestra) and elaborate
sinfonie concertanti that revel in the shifting colours of the modern symphonic
idiom. In 1778 he achieved a final success at the Opera with La clemenza di
Scipione, in which one massive aria with obbligato flute, oboe, violin and cello
strikingly anticipates Mozart’s ‘Martern aller Arten’ in DIE ENTFUHRUNG AUS DEM
SERAIL.

Bach was also gaining European fame, not only through publications but
also through operas performed at Mannheim in 1772 and 1774, and at Paris in
1779 (Amadis des Gaules). Yet his later years were clouded by financial burdens,
with competition from younger musicians and from the more varied concerts at
the Pantheon: his bank account reveals declining receipts and substantial loan
repayments to the piano maker Gabriel Buntebart (foreshadowing Mozart’s
relationship with MiICHAEL PUCHBERG). He died on New Year’s Day 1782.

Mozart remembered Bach with genuine affection, if also slightly laconically,
at the end of a letter to his father: ‘I suppose you have heard that the English
Bach is dead? What a loss to the musical world!’ (1o Apr. 1782). More warmly,
he honoured him in music, quoting sotto voce the Andante from the overture
to La calamita de’ cuori in his Piano Concerto in A major, K414, written later that
year. SIMON MCVEIGH

H. Girtner, John Christian Bach: Mozart’s Friend and Mentor (Portland, OR, 1994)
C. S. Terry, John Christian Bach (London, 1929; 2nd rev. edn 1967)
T. de Wyzewa and G.de Saint-Foix, W.-A. Mozart: sa vie et son ceuvre (Paris, 1912—46)

Bach, Johann Sebastian (b. Eisenach, 21 Mar. 1685; d. Leipzig, 28 July 1750). German
composer. In biographical sketches of Mozart, the name of J. S. Bach usu-
ally appears twice in the context of Mozart’s dramatic encounters with Bach’s
works — first, the Well-Tempered Clavier (WTC) introduced to him by BARON
GOTTFRIED VAN SWIETEN in 1782, and later Bach’s motet Singet dem Herrn
ein neues Lied (BWV 225), which he heard at the Thomaskirche in Leipzig in
1789. In both cases, Bach is often characterized as a forgotten master, whose
works were out of fashion at that time.

Three manuscript copies of Bach works that Mozart possessed survive. Two
of them contain four-part fugues from WTC II, which he set in open score for
string quartet: K 405 consists of fugues in C minor (BWV 871/2), E flat major
(BWV 876/2), E major (BWV 878/2), D sharp minor (BWV 877/2, transposed
to D minor) and D major (BWV 874/2); and K deest contains the B flat minor
fugue (BWV 891/2, transposed to C minor, written by Mozart only up to bar
39 and subsequently completed by ABBE STADLER). All of these, interestingly,
are STILE ANTICO fugues. Apparently, then, Mozart selected the fugues not only
according to performing forces available at Sunday matinées at van Swieten’s
residence butalso according to their style. The remaining item is a copy of Singet
dem Herrn acquired on his Leipzig visit, on which Mozart noted, ‘NB miifte ein
ganzes Orchestre dazu gesetzt werden.’

Aside from the scores that have survived, there are undoubtedly many others
that did not. One of these is the set of parts that Mozart presumably wrote out
from his scores, so that the fugues could be performed atvan Swieten’s. Mozart
also possessed a copy of the WTC itself (or the fugue-only collection of it) as
reported by Thomas Attwood: ‘this volume of fugues was always lying open on
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his pianoforte.’ In fact Mozart’s estate documents do not mention any of these
except for the manuscript copies of Clavier-Ubung II — consisting of the Italian
Concerto (BWV g71) and the French Overture (BWV 831) —as well as the Small
Harmonic Labyrinth (BWV 591, possibly by Johann David Heinichen).
Inaddition to those Bachworks mentioned in contemporary sources, itis also
possible that Mozart got to know many more works by Bach. It is highly likely,
for example, that LEOPOLD MOZART or Padre MARTINTI introduced some of
Bach’s keyboard works to him. JoHANN CHRISTIAN BACH, Bach’s youngest
son and one of Mozart’s early mentors, could also have done so; his death
in 1782, which coincided almost exactly with Mozart’s awakening to Bach’s
fugues, may have played a role too.
1. The dissemination of Bach’s works in Vienna
2. Mozart’s editorial work in K405
3. Bach’s influence on Mozart

1. The dissemination of Bach’s works in Vienna

It is unclear how and when Bach’s music was first introduced to VIENNA. The
city was predominantly Roman Catholic, and for this reason Bach’s works —
especially those clearlyidentifiable as ‘Lutheran’—would not have been immedi-
ately appealing. While reports by BURNEY and Reichardt that Bach’s music was
relatively unknown in Vienna appear to supportthis, there are in factindications
that Bach’s keyboard works were already in circulation before 1770: Gottlieb
Muffat possessed a 1740 copy of the fugue in A minor (BWV go4/2),and GEORG
CHRISTOPH WAGENSEIL taught his pupils Bach’s preludes and fugues.
The real turning point, however, came in 1777 when van Swieten returned
from Berlin — then the most important centre for the promotion of Bach’s
music — with a number of Bach manuscripts, doubtless including the WTC.
Further works were acquired from C. P. E. BACH in Hamburg, including copies
ofthe Magnificat (BWV 243) and the St Matthew Passion (BWV 244). The infor-
mal musical gatherings van Swieten organized on Sundays at his residence
were typical of Viennese amateur musical life. Mozart participated regularly
from spring 1782 until at least the winter of 1783—4, making his arrangements
of Bach’s fugues (K405) for these events. There are also several other anony-
mous collections of string trio, quartet and quintet settings that feature not
only Bach’s fugues but also accompanying ‘introductions’, including K404a.
Although source evidence suggests that these may well date from after Mozart’s
death, they certainly attest to the increasing popularity of Bach’s fugues at this
time in Vienna. While van Swieten’s musical library was doubtless the primary
resource for Mozart, he probably encountered further Bach works through oth-
ers as well. Prince Karl Lichnowsky is an obvious candidate as he brought from
Gottingen to Vienna manuscript copies of Bach’s keyboard works thatincluded
Inventions and Sinfonias (BWV 772-801), English and French Suites (BWV
806-17), the Suite in E flat (BWV 819), the Fantasy and Fugue in C minor (BWV
906) and the Fughetta in C minor (BWV g61). By the mid-1780s, Bach’s key-
board works were being recognized more publicly than ever before; on 30 April
1785, a copy of Bach’s ‘Variationen per il Clavicemb’ (possibly the Goldberg
Variations) was advertised for sale by music trader JOHANN TRAEG, who was
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steadily building up hislistof Bach’sworks. There were several dedicated collec-
tors too, including Johann Georg Anton Mederitsch (1752-1835), a Viennese
copyist (known as Gallus) who established a fairly substantial collection of
Bach’s organ and keyboard works, and Franz Joseph von Hess (1739-1804). In
spite of inconclusive evidence, then, it is reasonable to infer that Mozart came
in contact with a good range of Bach’s works in Vienna.

2. Mozart’s editorial work in K405

Mozart’s letters from April 1782 provide an illuminating account of his delight
at discovering Bach’s fugues. Recent research shows that Mozart used several
sources when he wrote K405, borrowed not just from van Swieten but from
ALBRECHTSBERGER as well. These Viennese copies of Bach’s fugues con-
tained numerous errors; even before Mozart joined the van Swieten circle, the
fugues were being edited with a view to improving certain stylistic elements of
Bach’s fugal writing. K405 seems to have been Mozart’s principal contribution
to this exercise. Mozart acted responsibly to produce a playable arrangement
on the strings, while occasionally making small adjustments to Bach’s textures
and voice-leading where the composer was seen to be breaking the rules of
strict stile antico counterpoint. There is little doubt that the depth of thought
and the range of issues Mozart considered in the process taught him mat-
ters of real import, above all the powerful logic and beauty of Bachian fugal

style.

3. Bach’s influence on Mozart

Although Bach’s influence was certainly an important factor in Mozart’s artistic
development, its significance has often been overemphasized at the expense of
wider forces of influence, such as the emerging trend of the ‘Gothic Revival’
and the Sturm und Drang movement that directly relate to the increasing uses of
traditional fugal procedures in the works of Viennese composers. In response
to such a stereotyped image, some writers assert that all we witness in Mozart’s
encounterwith Bach is Mozarttrying to please his fiancée (who loved the fugues)
and to pay his respects to van Swieten, rather than a profound impact on his
musical psyche. While Mozartwrote many fugues in 1782, itis sometimes noted
thatthe great majority of them were unfinished, thus rendering them more tech-
nical experiments than works of genuine artistic expression. Recently, Robert
Marshall has made great strides towards improving our understanding of the
issue by observing four stages in Mozart’s reception of Bach’s music (transcrip-
tion, imitation, assimilation/synthesis and transcendence), a gradual process
of absorbing the essence of Bach’s counterpoint. Elaborate counterpoint is
increasingly common in Mozart’s post-1786 works, most clearly in the finale
of the ‘Jupiter’ symphony, K551.

Mozart’s visit to Leipzig in 1789 brought with it a different type of influence,
thatof'stylistic imitation. The archaicidiom ofthe Baroque s clearly identifiable
in certain late works, for example the REQUIEM, not only in fugal passages but
also in the many sections that are elaborated with strict counterpoint.

YO TOMITA
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ballets. In his memoirs, the singer MICHAEL KELLY quotes CONSTANZE MOZART
as saying ‘that great as his [Mozart’s] genius was, he was an enthusiast in
dancing, and often said that his taste lay in that art, rather than in music’.
Indeed, Mozart’s first public appearance, at the age of five, was as a dancer,
and in later years he was an eager participant in amateur balls and composer
of orchestral dances. But for a musician of his extraordinary talents, there
was little glory in composing ballet (as opposed to ballroom) music, which
during this period was often produced anonymously. Furthermore, though
some of the most important innovations in eighteenth-century dance had
occurred in VIEN NA, by the time of Mozart’s residence there ballet was at a low
ebb.

The Mozarts witnessed pantomime ballets by Angiolini and JEAN-GEORGES
NOVERRE duringvisits to VIENNAin 1762 and 1767, and one Noverre ballet, Les
Jalousies du sérail, was restaged by Charles Le Picq as an entr’acte to Wolfgang’s
opera Lucio SiLLa (Milan, Carnival 1771/2). Sketches in Mozart’s hand were
long believed to prove his borrowing of JOSEPH STARZER’s music for that
work, but they seem rather to have been copied by ear, and represent Mozart’s
keen interest in the dances that accompanied his opera.

Mozart renewed his acquaintance with Noverre in 1773, and again during
his extended PARIS sojourn of 1778, when he also produced the only indepen-
dent pantomime ballet of his career, Les petits riens, for the Opéra. The piece was
Noverre’s reworking of an earlier Viennese ballet; its Paris premiere was on
11 June 1778, with Niccolo Piccinni’s opera buffa Le finte gemelle. As its title
suggests, the ballet was hardly ambitious or heroic; rather, it was an episodic,
anacreontic piece of the sort that audiences and soloists still demanded. The
action of the ballet’s three scenes depicted, respectively, ‘Cupid caught in a net
and put in a cage’, ‘the game of blindman’s bluff, and ‘a prank of Cupid, who
introduces a shepherdess disguised as a shepherd to two other shepherdesses’.
According to Mozart, the music was not even completely his own: his contribu-
tions included ‘the Overture, and Contredanse, and in all some 12 pieces’; the
six or so non-Mozartian numbers were arrangements of ‘mere old, wretched
French tunes’ (letter of g July 1778). Recourse to such pieces was common in
French ballets, and notjust because of laziness: the tunes carried allusive value
for audiences, because of the texts associated with them. The second number in
Les petits riens, for instance, ‘Charmante Gabrielle’, was appropriate for amorous
situations, and the next air, ‘Dans un détour’, was even more apt, being about
an attempt to steal the sleeping Cupid’s arrows. The dances ascribed to Mozart
sustain the ballet’s pastoral mood, but are neither particularly suggestive of
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gestures or actions, nor any more ambitious than the arrangements of
‘wretched French tunes’.

Judging from the papers on which he wrote them, several other of Mozart’s
dances date from this same Parisian sojourn, including two sketch leaves
(K299c) for a pantomime ballet: one featuring dance numbers, and the other,
its continuation, with various simple pantomimes (‘avec le chapeau’, ‘avec
le baton’). The contrast between these single-line, fragmentary sketches and
Mozart’s nextballet composition, for his operaIboMENEO (Munich, 1781), could
hardly be more striking. For this latter music Mozart usurped the role of the
ballet composer (all too often a hack from the orchestra), in order that it be ‘by
a master’, as he wrote to his father. Indeed, the magnificent Chaconne (with
contrasting ensemble and solo sections) betrays Mozart’s close study of similar
movements in GLUCK’s Parisian operas. The seeming inevitability with which
the Chaconne follows the opera’s final chorus, and the finality of its conclusion
make problematic the placement of the other dance movements, a G major
Gavotte, and a Passacaille in E flat.

Dance comes to the fore at crucial moments also in Mozart’s LE NOZZE
DI FIGARO and Don GIovANnNI, despite the lack of a regular ballet troupe in
either of the theatres of their premieres (Vienna’s Burgtheater and PRAGUE’s
Estates Theatre respectively). In the former work Susanna passes a billet doux
to the Count during a fandango at her betrothal celebrations, and in his mem-
oirs, the librettist LORENZO DA PONTE recounts his and Mozart’s struggles
against intrigues to excise this dramatically important ballet. Court records
speak of payment to the choreographer Jean Huber de Camp only for a ‘3. mal
gestelte[n] kleinen Ballet’, and recent researches of Dexter Edge indicate that
the ballet was indeed cut sometime before or during the first production. What-
ever the fate of this scene, dance rhythms pervade much of the rest of the opera,
notablyin Figaro’saria ‘Sevuol ballare’, and in the slow, ‘theatrical-style’ minuet
as Susanna emerges from a closet and confounds the Count in the second-act
finale. A similarly noble-sounding minuet is the linchpin of the first-act finale
in Don Giovanni where it combines with dances in differing metres to evoke the
musical and social confusion of many real-life ballrooms.

Perhaps the most remarkable of Mozart’s ballets is the Faschingspantomime,
K446, that he created and performed with his in-laws the Langes and several
friends during Carnival of 1783. In writing to his father to request that he send
his Harlequin costume, Mozart proudly stated that ‘the invention of both the
pantomime, and the music for it, was by me’ (12 Mar. 1783), though the ‘old
dancing master’ Merk (playing Pantalone) had helped with the staging. Only
incomplete drafts of the first-violin part survive, annotated with rudimentary
indications for the action. Even from such meagre evidence, it is clear that
Mozart captured the vivid gestural repertory of his commedia dell’arte charac-
ters, in a fluid and varied series of movements.

Notuntil the lastmonths of Mozart’s lifewas ballet (a particular interest of the
new emperor, LEOPOLD II) again included among the offerings of the court’s
theatres. One can only speculate as to whether Mozart, had he lived, would have
contributed to the revival of Viennese ballet with scores more ambitious than
that of his informal carnival pantomime. BRUCE ALAN BROWN
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Barisani family. Physicians, active in SALZBURG, and friends of the Mozarts. Silvester
Barisani (b. Castelfranco, 1719; d. Salzburg, 25 Jan. 1810) was personal
physician to Archbishop SCHRATTENBACH from 1766; his son Sigmund (b.
Salzburg, 1 Jan. 1758 or 1761; d. Vienna, 3 Sept. 1787), from 1786 active at
the General Hospital in VIENNA, was a close friend of Wolfgang in Salzburg.
Johann Joseph Barisani (1756-1826) was LEOPOLD MOZART’s doctor in the
mid-1780s. Silvester Barisani was also an active amateur musician: in 1784 a
private orchestra regularly met at his house; its repertory included Mozart’s
‘Linz’ symphony, K425. CLIFF EISEN

G. Barth-Scalmani, ‘Vater und Sohn Mozart und das (Salzburger) Biirgertum oder “Sobald
ich den Credit verliere, ist auch meine Ehre hin”’, in Genie und Alltag. Biirgerliche
Stadtkultur zur Mozartzeit, ed. G. Barth-Scalmani, B. Mazohl-Wallnig und E.
Wangermann (Salzburg and Vienna, 1994), 173—202

E. Breitinger, ‘Die Familien Barisani und Mozart’, in Mozartiana. ‘Gaulimauli Malefisohu’:
Erhebungen von Friedrich Breitinger, ed. Prodinger (Salzburg, 1992), 177-80

Barrington, Daines (b. London, 1727; d. London, 14 Mar. 1800). English lawyer and
magistrate. The fourth son of John Shute, first Viscount Barrington, Daines
Barrington, a fellow of the Royal Society, held various public offices between
1751 and 1785 but gave up his legal career in 1785 in order to pursue his other
interests including archaeology, history, geography, natural history and music.
Earlier, during the Mozarts’ stay in LONDON in 1764—5, he examined Mozart
and set the young composer several musical tests. His report was read at a
meeting of 15 February 1770 and printed in the Philosophical Transactions for
1771; it reads, in part:

Having been informed . . . that he was often visited with musical ideas, to
which, even in the midst of the night, he would give utterance on his
harpsichord; I told his father that I should be glad to hear some of his
extemporary compositions. The father shook his head at this, saying, that it
depended entirely upon his being as it were musically inspired, but that I
might ask him whether he was in humour for such a composition.
Happening to know that little Mozart was much taken notice of by Manzoli
[MaNzuoLI], the famous singer, who came over to England in 1764, I said
to the boy, that I should be glad to hear an extemporary Love Song, such as
his friend Manzoli might choose in an opera. The boy on this (who
continued to sit at his harpsichord) looked back with much archness, and
immediately began five or six lines of a jargon recitative proper to introduce
a love song. He then played a symphony which might correspond with an
air composed to the single word, Affetto. It had a first and second part,
which, together with the symphonies, was of the length that opera songs
generally last; if this extemporary composition was not amazingly capital,
yet it was really above mediocrity, and shewed most extraordinary readiness
of invention . . . After this he played a difficult lesson, which he had finished
a day or two before: his execution was amazing, considering that his little
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fingers could scarcely reach a fifth on the harpsichord. His astonishing
readiness, however, did not arise merely from great practice; he had a
thorough knowledge of the fundamental principles of composition, as,
upon producing a treble, he immediately wrote a base under it, which,
when tried, had very good effect. CLIFF EISEN

D. Barrington, ‘Account of a Very Remarkable Musician. In a Letter from the Honourable
Daines Barrington, F. R. S. to Mathew Maty, M. D. Sec. R. S.’, Philosophical Transactions
of the Royal Society 60 (1770), 54—64
‘Experiments and Observations on the Singing of Birds’, Philosophical Transactions of the
Royal Society 63 (1773), 249-58
Miscellanies (London, 1781) [with accounts of W. A. Mozart, William Crotch, Samuel and
Charles Wesley and the Earl of Mornington]
[Obituary], Gentleman’s Magazine 70 (1800), 2914

Bassi, Luigi (b. Pesaro, 4 Sept. 1766; d. ?Dresden, 1825). Italian baritone. He sang the
role of Count Almaviva in the first PRAGUE production of LE NOZZE DI FIGARO
in 1786 and, in 1787, also in Prague, the title role in DON GIOVANNI (1787). A
student of Pietro Morandi and Pietro Laschi, Bassi had made his reputation
in operas by Anfossi (Lo sposo pereqivoco and I viaggiatori felici) before joining
BONDINT’s company in Prague in 1784, where he sang in SOLER’s Una cosa rara
and PAISIELLO’s Il barbiere di Siviglia. Widely considered a fine actor, opinions
weredivided over Bassi’s singing. Heleft Praguein 1806 and in 1815 was engaged
atDresden as both a singer and opera producer. It was during his Dresden years
thathe gaveabriefdescription of Mozart: ‘Mr Mozartwas an extremely eccentric
and absent-minded young man, but not without a certain spirit of pride. He
was very popular with the ladies, in spite of his small size; but he had a most
unusual face, and he could cast a spell on any woman with his eyes.’

According to an article published in the Allgemeine musikalische Zeitung in 1800,
‘Bassi was an excellent singer before he lost his voice, and he still knows very
well how to use what remains. It lies between tenor and bass, and though it
sounds somewhat hollow, it is still very flexible, full and pleasant. Herr Bassi is
furthermore a very skilled actor in tragedy with no trace of burlesque, and with
no vulgarity or tastelessness in comedy. In his truly artful and droll way he can
parody the faults of the other singers so subtly that only the audience notices
and they themselves are unaware of it. His best roles are Axur, Don Giovanni,
Teodoro, the Notary in La molinara, the Count in Figaro and others.’

CLIFF EISEN

Z. Pilkova, ‘Prazsti mozartovsti pevci v drazdanskych pramenech [Mozart’s Prague singers in
sources from Dresden]’, Hudebn{ veda 28/4 (1991), 299—304

T. G. Waidelich, ‘Don Juan von Mozart, (fiir mich componirt.): Luigi Bassi — eine Legende zu
Lebzeiten, sein Nekrolog und zeitgenossische Don Giovanni-Interpretationen’,
Mozart-Studien 10 (2001), 181—212

Bastien und Bastienne, K50. Singspiel, composed at VIENNA in 1768. Mozart penned
his first German opera, the charming one-act Bastien und Bastienne, during
his family’s year-long sojourn in Vienna in 1768. The libretto, by Friedrich
Wilhelm Weiskern, was not newly written for the twelve-year-old composer,
but taken from the comic repertory of Vienna’s Kdrntnertortheater. The young
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composer later altered his autograph with textual revisions provided by
ANDREAS SCHACHTNER 0f SALZBURG.

The plot, derived from Jean-Jacques Rousseau’s Le Devin du village, is simple
and pastoral. The shepherd Bastien has left his shepherdess Bastienne for
the company of a woman from the town. Bastienne visits Colas, the village
soothsayer, who recommends that she feign indifference to Bastien when he
returns. Colas intercepts Bastien on his homeward journey and warns him of
Bastienne’s new attitude. Colas recites a magic spell to make Bastienne appear.
When Bastienne materializes, the two lovers argue, but they soon make up.
Colas returns to wish them well and to take credit for the happy ending.

In his 1828 biography of Mozart, GEORG NIKOLAUS NISSEN stated that
Bastien und Bastienne was first performed in 1768 in the garden theatre of F. A.
Mesmer (see MESMER FAMILY), the founder of the hypnotic cure called Mes-
merism, who lived in a Viennese suburb. Presumably Nissen got this infor-
mation from Mozart’s wife, Constanze, who had heard it while married to
the composer. There are no eyewitness accounts or other evidence to confirm
Nissen’s claim. Some later historians have argued against the likelihood of a
performance in this outdoor theatre, citing municipal records that place the
construction of Mesmer’s house in the same year Nissen cites as the year of the
performance. But the notion of a premiere that brought together the famous
hypnotist and the musical prodigy has proven too intriguing to surrender in
the face of evidence that weakens, but does not disprove, the possibility of the
event. The first satisfactorily documented performance of the work did not take
place until 18go in Berlin.

While Bastien und Bastienne’s origins can be traced back to Rousseau’s Devin du
village, there were several intervening versions between Rousseau and Mozart.
Rousseau’s intermede, after enjoying hundreds of performances at the Académie
Royale de Musique, was parodied in 1753 in the nearby Comédie Italienne. The
parodists completely reworked Rousseau’s text, converting his recitatives and
fourteen set-pieces into forty-six ‘airs’, poetic stanzas sung to already popular
tunes. The dependence on such ‘vaudevilles’ rather than on newly composed
songs was a tradition in French musical comedy, influenced by the commedia
dell’arte.

The Comédie Italienne’s parody, entitled Les Amours de Bastien et Bastienne,
travelled from PARIS to VIENNA, where it played in French at the Laxenburg
Palace and Burgtheater. In 1764, Friedrich Weiskern, a comic writer and actor at
the Kirntnertortheater, translated the work into German. In doing so, Weiskern
converted the parody into a Viennese musical comedy, translating most of the
airsinto spoken German prose, and adapting only fourteen of them into German
poetry to be sung as airs to the original French tunes. In essence, Weiskern’s
conversion reversed what the comique writers had done in parodying Rousseau’s
text, butthe Austrian’s work was still very different from Rousseau’s, preserving
as it did the sometimes unusual poetic structure of the fourteen airs from the
parody, with humorous touches caught in slang and dialect.

It was Weiskern’s version that Mozart first set to music, and this would have
been the text allegedly performed at Mesmer’s. But the text would undergo yet
another revision, most likely after the Mozarts returned to Salzburg in 176g.
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The poet Andreas Schachtner, court trumpeter in Salzburg and a friend of the
Mozart family, made this last revision. Schachtner’s major change was to versify
the spoken dialogue so that the young Mozart could set it as recitative. (The
music survives for only four of the recitatives.) Schachtner made only small
revisions to words and phrases in the set-pieces, because the music was already
finished. He softened harsh rhymes, eliminated Viennese idioms, and brought
his own poetic polish to the aria and ensemble texts.

Mozart’s music for Bastien und Bastienne defies simple classification, and
scholars have offered an array of suggestions as to the operatic tradition Mozart
followed in it. As Hermann Abert notes, Mozart ‘returned to Rousseau’s con-
ception’ but depended as well on conventions of opéra comique, opera buffa, and
south German folksong.

Almost all of the music in the opera is characterized by relatively simple
melodies, rhythms, harmonies and textures, similar to the styles of opéra comique
and German song. Most of the melodic phrases are short and symmetrical, the
melodic movementis conjunctor triadic, and the rhythmic patterns correspond
rather strictly to the poetic metre. Mozart avoids melismatic embellishment,
long-held notes, extreme high or low pitches and elaborate accompaniment.
Hereand there heindulges in quick patter, a trademark of opera buffa, for comic
effect. There is little variety in the orchestration or in the roles the instruments
play — the violins dominate the texture, either doubling the voice or playing a
simple counter-melody. Most of the orchestral introductions consist of a brief
statement of one of the forthcoming melodies.

Colas’s incantation aria and Bastien and Bastienne’s reconciliation duet give
an inkling of Mozart’s later operatic powers. In Colas’s aria, Mozart draws on
Italian opera seria mannerisms for a mock-heroic effect. Dramatically swirling
semiquaver notes in the violins set the scene in the minor-key introduction.
Colas intones the incantation with a slow, nearly monotonic melody. Rhythmic
variety and playfulness gradually increase as it becomes clear that this is an
amiable spoof of arias about supernatural forces. The progression of the piece
from seria to buffa and the rhythmic vitality offer pleasurable glimpses into the
young composer’s operatic instincts.

In Bastien and Bastienne’s duet, Mozart moves the dramatic action along
through a series of short connected sections. As each lover brings a new point
into the argument — the possibility of other lovers, remembrance of past hap-
piness, suicidal remorse — Mozart shifts rhythmic and melodic patterns. While
theyoung composer almostnever allows the voices to sing at the same time, and
his text settings lack the breadth and distinction of later operas, his differen-
tiation of characters, moods and stages in the conversation shows his interest
and early facility in musical drama. LINDA L. TYLER

L. Tyler, ‘Bastien und Bastienne: The Libretto, its Derivation, and Mozart’s Text-Setting’, Journal
of Musicology 8 (1990), 520-52

Beaumarchais, Pierre-Augustin Caron de (b. 24 Jan. 1732; d. 18 May 1799), French
playwright, watchmaker, music teacher, judge, spy and arms dealer. After pen-
ning two Diderot-influenced drames and numerous scurrilous parades, Beau-
marchais wrote three ‘Figaro’ comedies, two of which gained fame both as
spoken plays and as operas. Le Barbier de Séville, conceived as an opéra comique,
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retained several musical numbers even when revised (1775) as a play, includ-
ing Almaviva’s serenade ‘Je suis Lindor’, on which Mozart wrote a set of piano
variations, K354. The popularity of Le Barbier in VIENNA, first as a German
play and then as an opera buffa (in PAISIELLO’s setting), paved the way for DA
PONTE and Mozart’s transformation of'its sequel, La Folle Journée, ou Le Mariage
de Figaro (1784), as LE NOzzE DI FIGARO. EMPEROR JOSEPH II had banned per-
formances of a German translation of Beaumarchais’s Figaro, on account of
its political and sexual audacity, but permitted its publication, with necessary
retrenchments. The playwright was already known in Vienna, from a dubious
pamphlet-suppressing mission in 1774 thatincluded both an audience with the
Empress and a stay in jail.

Da Ponte’s preface to the libretto of Figaro gives some notion of the difficulty
of adapting Beaumarchais’s long, complex drama. The play included various
songs, dances and even the enactment of writing a vaudeville, which Da Ponte
cleverly elaborated in operatic terms (the latter in a ‘canzonetta sull’aria . . .” -
‘songtothetuneof...’). While eliminating several characters, and compressing
five acts into four, he translated much of Beaumarchais’s text quite directly, in
recitative, or in action arias and ensembles (for example, measuring for a bed,
dressing Cherubino), which Mozart set in brilliant fashion; Da Ponte termed
the result ‘almost a new genre of spectacle’. To their credit, both librettist and
composer managed to preserve Beaumarchais’s unprecedented combination
of theatrical artifice and sentiment, while adding new layers of meaning.

BRUCE ALAN BROWN
D. Heartz, ‘From Beaumarchais to Da Ponte: The metamorphosis of Figaro’, in Heartz,
Mozart’s Operas, ed., with contributing essays, T. Bauman (Berkeley and Los Angeles,
1990
S. Castegl?/es:chi, ‘Sentimental and Anti-Sentimental in Le nozze di Figaro’, Journal of the American
Musicological Society 53 (2000), 1—24
Beecke, (Notger) Ignaz (Franz) von (b. Wimpfenam Neckar, 28 Oct. 1733; d. Waller-
stein, 2 Jan. 1803). Keyboard player and composer. Beecke was personal adju-
tant to Count Kraft Ernst Oettingen-Wallerstein who in 1774 became Prince of
Oettingen-Wallerstein, appointing him as his director of court music. Mozart
metBeeckein PARIS in 1766 and againin MUN1CH during the winter of 17745,
where they played a piano duel. In October 1777, when Mozart was at Hohen-
Altheim, he wrote to his father: ‘Well, would Papa like to know how Beecke
received me? Why, very favourably and most politely . . . We fell to talking of
various things, among them VIENNA, and how the Emperor was no great lover
of music. “Thatis true”, he said; “he knows something about counterpoint but
thatis all. I can still remember (here he rubbed his forehead) thatwhen I had to
play to him, I had not the least idea what to play. So I started to play fugues and
such-like foolery, and all the time I played I was laughing up my sleeve.” When
I heard this, I was scarcely able to contain myself and felt that I should love to
say to him: “Sir, I well believe that you laughed, but surely not as heartily as I
should have done, had I been listening to you”’ (letter of 13 Nov. 1777). Mozart
and Beecke met once more, in Frankfurt or Mainz in October 1790, where they
performed together in public. CLIFF EISEN

Ernst Fritz Schmid, ‘Ignaz von Beecke’, in Lebensbilder aus dem bayerischen Schwaben, vol. 1, ed.
G. F. von Polnitz (Munich, 1952), 343-64
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Beethoven, Ludwig van (b. Bonn, ?16 Dec. 1770; d. Vienna, 26 Mar. 1827). German
composer. Beethoven, who admired Mozart profoundly, was fully conscious
of the composer’s nascent canonic status in the musical world: recogniz-
ing the importance of studying the music of his predecessor, Beethoven
repeatedly asked publishers to send him copies of Mozart’s vocal and instru-
mental works. Mozart was, in Beethoven’s words, one of music’s ‘great
men’.

In all likelihood Beethoven and Mozart met once — in VIENNA in April
1787 — with the sixteen-year-old from Bonn performing for the established
master. But Beethoven’s trip to Vienna in 1787, cut short by the death of his
mother, is poorly documented and details of the meeting are non-existent.
Further, it is not known whether Beethoven heard Mozart perform; two of
his closest associates, Ferdinand Ries and Carl Czerny, disagree on this point.
In any case, Mozart’s supposed statement after hearing Beethoven play that
he was ‘the man to watch’ and ‘someday . . . will give the world something
to talk about’ was almost certainly fabricated for publicity purposes by early
nineteenth-century promoters of Beethoven’s music.

From an early age Beethoven’s prodigious talent was compared to that of
Mozart, as if the youngster was groomed from the outset to succeed his illustri-
ous predecessor. Beethoven’s teacher, Christian Gottlieb Neefe, stated in 1783
that ‘He would surely become a second Wolfgang Amadeus Mozart were he
to continue as he has begun’. Similarly, the Bonn intellectual Johann Heinrich
Crevelt, writing in an album presented to Beethoven prior to his move to Vienna
in November 1792, explained that ‘Mozart’s genius hovers over you and, smil-
ing atyou, lends its approbation’. Most famously, Count Waldstein, aware that
Beethoven would study with HAYDN, wrote in the same album:

Dear Beethoven. You are going to Vienna in fulfilment of your
long-frustrated wishes. The Genius of Mozart is still mourning and
weeping the death of her pupil. She found a refuge but no occupation with
the inexhaustible Haydn; through him she wishes to form a union with
another. With the help of assiduous labor you shall receive the spirit of
Mozart from Haydn’s hands. Your true friend, Waldstein.

Thus, expectation was high that the young Beethoven would match Mozart’s
remarkable artistic success in the cosmopolitan musical centre of Vienna.

There is no doubt that Mozart’s music exerted a particularly strong influence
on Beethoven in his early Viennese and his pre-Viennese years. As many crit-
ics have noted, however, the issue of influence is complicated in Beethoven’s
case by the fact that it needs to account for conventional expressive and stylis-
tic techniques and practices from the Classical period as well as Beethoven’s
motivations towards the purportedly influential works in question. In the Sym-
phony No. 1 in C, Op. 21, for example, it is likely that he chose models such
as the first movement of the ‘Jupiter’ symphony in C, K551 and Haydn’s Sym-
phony No. 97 in C with, in Elaine Sisman’s words, ‘the purpose of homage,
of placing himself within a tradition, laced with one-upmanship, and cast-
ing the result in the most brilliantly conventional and instantly recogniz-
able of eighteenth-century symphonic modes: the “C major symphony” tra-
dition with its trumpets and drums and “ceremonial flourishes™. Equally,
Beethoven will presumably have hoped to learn from Mozart’s compositional
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expertise by basing the voice-leading and harmonic structure of the first move-
ment’s development section on the corresponding section of the ‘Jupiter’
symphony.

When Beethoven modelled individual movements or entire compositions on
those of Mozart, he never did so slavishly, even in early works such as the C
major and E flat major piano quartets, WoO 36 (1785), based on Mozart’s violin
sonatas K296 and K379 respectively. Moreover, in his variations for violin and
piano on Figaro’s aria ‘Se vuol ballare’, WoO 40 (1792), and Variations for Two
Oboes and Cor anglais on Don Giovanni and Zerlina’s duet ‘La ci darem la
mano’, WoO 28 (1795), Beethoven exploits the popularity of these numbers
as much as revealing his stylistic debt to their composer. In any case, by the
late 1790s we are certainly witnessing ‘deliberate “appropriation” by a truly
major artist’ as opposed to ‘imitation by a gifted beginner’ as Lewis Lockwood
puts it. For example, the reappearance of the slow introduction to the first
movement of the Piano Sonata in C Minor, ‘Pathétique’, Op. 13 (1799) atthe end
of the movementis indebted to the corresponding procedure in Mozart’s String
Quintet in D Major, K593 (1790), but is also part of a uniquely Beethovenian
process in that the material reappears at the beginning of the development
section as well. Similarly, the String Quartet in A Major, Op. 18 No. 5 (1800),
although inspired by Mozart’s String Quartet in A, K464 (1785), reinterprets
and reshapes musical procedures from Mozart’s composition as much as it
uses them as a straightforward model.

Even though Mozart’s impact on Beethoven was strongest in his early-period
works, Beethoven continued to work with the music of his predecessor in his
middle and late periods. He wrote stylistically bold cadenzas for the first and
last movements of Mozart’s Piano Concerto in D minor, K466 (probably in
1809), was inspired by the Piano Concerto in G major, K453, when composing
his own Piano Concerto No. 4 in G, Op. 58 (1805—7), and analysed the Kyrie
fugue from the Requiem, K626, while sketching parts of the Missa solemnis, Op.
123, in 1819—20. Shortly before his death, Beethoven clarified in categorical
fashion that his admiration for Mozart was unwavering: ‘I have always counted
myself amongst the greatest admirers of Mozart and shall remain so until my
last breath’, he wrote in a letter of 6 February 1826.

After attending a 1799 performance of Mozart’s Piano Concerto in C
minor, K491, with the pianist Johann Baptist Cramer Jr, Beethoven allegedly
proclaimed: ‘Cramer, Cramer! We shall never be able to do anything like that!’
It is true that K491 had a considerable impact on Beethoven, not least in his
Piano Concerto No. 3 in C minor, Op. 37 (published 1804); it is equally true,
however, thatin many respects Beethoven fashioned compositional and perfor-
mance styles quite unlike those of Mozart. The cadenza to the first movement of
K466 in which, as Richard Kramer says, the ‘tunes are Mozart’s, but the touch,
the rhetoric, is emphatically Beethoven’s’ is a case in point. Equally, Beethoven
cultivated a style of piano performance very different from Mozart’s. Antoine
Reicha probably exaggerated about the number of strings that Beethoven broke
in a performance of a Mozart concerto for which Reicha acted as page turner,
but his account of the roughness and harshness of Beethoven’s playing is con-
sistent with early nineteenth-century criticism and identifies a style that is the
complete antithesis of Mozart’s delicacy: ‘I was mostly occupied in wrenching
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out the strings of the piano, which snapped, while the hammers stuck among
the broken strings. Beethoven insisted upon finishing the concerto, so backand
forth I leaped, jerking out a string, disentangling a hammer, turning a
page.’

Even though he forged a unique stylistic path that had a profound impact on
the subsequent course of western music, Beethoven always remained aware of
Mozart’s place in the shaping and reshaping of his compositional style. Neither
blindly in awe of Mozart nor dismissive of Mozart’s compositional prowess at
any stage of his creative development, Beethoven knew that had to get to grips
with and continue to re-evaluate this element of his compositional inheritance.
In so doing his own extraordinary position in music history would begin to take
shape. SIMON P. KEEFE

E. Anderson, ed., The Letters of Beethoven (London, 1961)

T. DeNora, Beethoven and the Construction of Genius: Musical Politics in Vienna, 1792-1803
(Berkeley, 1995)

R. Kramer, ‘Cadenza Contra Text: Mozart in Beethoven’s Hands’, 19th Century Music 15

(1991), 116-31
L. Lockwood, ‘Beethoven Before 1800: The Mozart Legacy’, Beethoven Forum 3 (London,
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E. Sisman, ‘“The Spirit of Mozart from Haydn’s Hands”: Beethoven’s Musical Inheritance’,

in The Cambridge Companion to Beethoven, ed. G. Stanley (Cambridge, 2000), 45-63

Benucci, Francesco (b. c.1745; d. Florence, 5 Apr. 1824). Italian singer. Benucci had
enjoyed a successful career in Italy before joining the Italian opera company
in VIENNA in 1783; he made his debut there as Blasio in SALIERI’s La scuola
de’ gelosi. His other roles included Titta in SARTI’s Fra i due litiganti il terzo gode,
Taddeo in PAISIELLO’s Il re Teodoro in Venezia, Trofino in Salieri’s La grotta di
Trofino, Titain MARTIN Y SOLER’s Una cosa rara, and the titlerole in Salieri’s Axur,
re d’Ormus. An outstanding singer and actor, Benucci was described by Mozart
as ‘particularly good’ (letter of 7 May 1783); he sang Figaro at the premiere of
LE NozzE DI FIGARO (1786), Leporello in the first Vienna performance of Don
GIOVANNI (1788), when Mozart composed an extra duet for him (‘Per queste
tue manine’, with Zerlina), and Guglielmo in the premiere of Cosi FAN TUTTE
(1790). In his memoirs, MICHAEL KELLY wrote that during rehearsals for Le
nozze di Figaro, Mozart ‘sotto voce, was repeating, Bravo! Bravo! Bennuci’ and that
the passage ‘Cherubino, alla victoria, alla gloria militar’ was ‘electricity itself’.
In 1789 Benucci sang with Nancy STORACE at the King’s Theatre, LONDON,
in GAZZANIGA’s La vendemmia, interpolating in the performance the duet of
Almaviva and Susanna, ‘Crudel! perche finora farmi languir cosi’ from Le nozze
di Figaro. Benucci last performed in 1795 at La Scala, MILAN, in operas by Sarti
ad Angelo Tarchi. CLIFF EISEN

D. Heartz, ‘When Mozart Revises: The Case of Guglielmo in Cosi fan tutte’, in Wolfgang Amade
Mozart: Essays on his Life and his Music, ed. S. Sadie (Oxford, 1996), 355—61

D. Link, The National Court Theatre in Mozart’s Vienna: Sources and Documents 1783—-1792 (Oxford,
1998)

Arias for Francesco Benucci, Mozart's First Figaro and Guglielmo (Recent Researches in the Music

of the Classical Era, 72, Middleton, W1, 2004)

J. Rushton, ‘Buffo Roles in Mozart’s Vienna: Tessitura and Tonality as Signs of
Characterization’, in Opera buffa in Mozart’s Vienna, ed. M. Hunter and J. Webster
(Cambridge, 1997), 406-25
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Berchtold von Sonnenburg, Johann Baptist Franz (b. Salzburg, 22 Oct. 1736; d. St
Gilgen, 26 Feb. 1801 during the French occupation). Third of eight children
of Franz Anton Virgil Berchtold von Sonnenburg and Maria Anna Elisabeth
Gschwendtner von Freyenegg; husband of NANNERL MOZART. Franz Anton
Virgil was Pfleger (administrator) of Hiittenstein and St Gilgen. Johann Baptist
studied philosophy and law at SALzZBURG University, and returned to St Gilgen
as his father’s assistant. He became Pfleger when his father died on 7 November
1769. On 8 July 1792 he was ennobled. Johann Baptist was married three times:
to Maria Margarethe Polis von Moulin (d. 10 Nov. 1779), with whom he had
four children; to Jeanette Maria Mayrhofer von Griinbichl (d. 15 Apr. 1783),
with whom he had a son; and to Nannerl Mozart on 23 August 1784, with
whom he had three children. RUTH HALLIWELL

R. Halliwell, The Mozart Family: Four Lives in a Social Context (Oxford, 1998)

Bertati, Giovanni (b. Martellago, 1o July 1735; d. Venice, c.1815). Italian librettist. The
author of mostly comic texts, Bertati was closely associated with Baldassare
Galuppi, who took him to VIENNA in 1770. Bertati wrote more than seventy
librettos, mostly concerning domestic intrigue, chiefly for the Teatro S. Moiseé in
Venicewhere hewas the principal comiclibrettist from 1771 to 1791; his texts rely
heavily on disguises, mistaken identities, class and generational conflicts, and
other devices of the Italian commedia dell’arte. In 1791 he succeeded LORENZO
DA PONTE as chief poet to the imperial theatre; his Il matrimonio segreto, with
music by Cimarosa, was an outstanding success. He returned to Venice in 1794
and from then on mostly gave up writing librettos and worked as a civil servant
in Venice. Bertati’s one-act libretto Don Giovanni, o sia Il convitato di pietra, set by
GAZZANIGA in 1787, was the model for Da Ponte’s DON GIOVANNI for Mozart;
Da Ponte took over the outlines of Bertati’s work, adding to it the Act 1 finale and
mostofthe second act. Other Bertati texts setby Mozartinclude the quartet ‘Dite
almeno in che mancai’ (K479) and the terzetto ‘Mandina amabile’ (K480), both
composed for a production of BIANCHT1’s La villanella rapita at the Burgtheater
on 25 November 1785. CLIFF EISEN

D. Heartz, Haydn, Mozart, and the Viennese School, 1740-1780 (New York, 1995)
S. Kunze, Don Giovanni vor Mozart: die Tradition der Don-Giovanni-Opern im italienischen
Buffa-Theater des 18. Jahrhunderts (Munich, 1972)

Betulia liberata, La. Mozart’s oratorio K118 (1771). See ORATORIOS

Bianchi, (Giuseppe) Francesco (b. Cremona, c.1752; d. Hammersmith, London,
27 Nov. 1810). Italian composer. Bianchi’s first operatic success was Giulio
Sabino (Cremona, 1772); thereafter he worked at PAR1S as a harpsichordist and
composer of comic operas for the Théatre-Italien. He served as deputy maestro
atthe Metropolitana, MILAN, from 1782 to 1793, and as second organist at San
Marco, Venice, from 178s5. Bianchi worked with the progressive librettists DE
GAMERRA and Sertor from the late 1770s, including action-ensemble finales,
programmatic storms and ballets, large ensembles and other innovative ele-
ments in his works. Although chiefly known as a composer of serious opera, he
wrote numerous comic ones as well, including La villanella rapita which was
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performed in VIENNA in 1785 with Mozart’s quartet ‘Dite almeno in che
mancai’ (K479) and the terzetto ‘Mandina amabile’ (K480). CLIFF EISEN

M. G. Accorsi, ‘Teoria e practica della variatio nel dramma giocoso: a proposito della
“Villanella rapita” di Giovanni Bertati’, in [ vicini di Mozart (Venice, 1987), 13963

M. McClymonds, ‘The Venetian Role in the Transformation of Italian Opera Seria during the
1790s’, in [ vicini di Mozart (Venice, 1987), 221-40

B6hm, Johannes Heinrich (b. c.1740; buried Aachen 7 Aug. 1792). Perhaps the son of
the puppeteer Johann B6hm from Lorraine, Bohm first came to notice in 1770,
when he took over Kajetan Schaumberger’s travelling troupe in Briinn (Brno).
The company specialized in a repertory of Italian and French singspiels, ballets
and German comedies and farces, though Hamlet and other Shakespeare plays
were also given. He sang in, and adapted and translated, several operas. In early
summer 1776, in collaboration with NOVERRE, he directed a season of fourteen
singspiels at the Kidrntnertortheatre, VIENNA, mainly works translated from
the French. In summer 1778 he and his wife (and some of their children) were
members of the Burgtheater company. They then played in SALZBURG (where
Bohm became acquainted with the Mozarts; he remet Mozart at Frankfurt in
September 1790), and in AUGSBURG. After 1788 the company played mainly
in Koblenz and Cologne. Bohm revived Mozart’s LA FINTA GIARDINIERA in Ger-
man in 1779, and performed it frequently in southern Germany. He chose DI
ENTFUHRUNG to open the new theatre at Koblenz in 1787, and used some of
the THAMOS, KONIG IN AGYPTEN score for incidental music to Pliimicke’s play
Lanassa; he also gave early performances of DoN GIovANNI and FIGARO in the
Rhineland. In a letter of 24 April 1780 Mozart mentioned to his cousin that he
was composing an ‘aria for B6hm’. PETER BRANSCOMBE

H. G. Fellmann, Die Béhmische Theatertruppe und ihre Zeit (Leipzig, 1928)
E. Pies, Prinzipale. Zur Genealogie des deutschsprachigen Berufstheaters vom 17. bis 19. Jahrhundert
(Ratingen, 1973), 57-8

Bondini, Caterina (fl. 1780s). Soprano; wife of PASQUALE BONDINTI. Caterina Bon-
dini, who had sung Susanna in the December 1786 PRAGUE production of LE
NOzZE DI FIGARO, created the role of Zerlina in DoN GIovANNI; according to the
Prager Oberpostamtszeitung for 12 December 1786, she particularly distinguished
herself in the former, which a few days later, on 14 December, was given for
her benefit. N1SSEN recounts that Mozart, during rehearsals for DON GIOVANNI,
taught Bondini how to scream convincingly by suddenly pinching her. Possibly
she was the sister of TERESA SAPORITI, the first Donna Anna.  CLIFF EISEN

Zdenka Pilkov4, ‘Prazsti mozartovsti pevci v drazdanskych pramenech’ [Mozart’s Prague
singers in sources from Dresden], Hudebn{ veda 28/4 (1991), 299—304

Bondini, Pasquale (b. ?Bonn, ?1737; d. Bruneck, 30/1 Oct. 1789). Italian singer and
impresario, husband of CATERINA BONDINI. Bondini was chiefly active in
PRAGUE and Dresden during the 1760s and 1770s; in 1784 he leased the
Prague National Theatre built by Count Franz Anton Nostitz-Rieneck. The
production that he mounted there in late 1786 of LE NOZzE DI FIGARO was
so successful that Mozart was invited to Prague in January 1787; while there
he was commissioned by Bondini to write a new opera, DonN GiovannI, which
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was first given on 29 October 1787. Bondini proselytized for Mozart elsewhere
too: he mounted performances of DIE ENTFUHRUNG AUS DEM SERAIL in Leipzig
in September 1783 and at Dresden in 1785. CLIFF EISEN

R. Prochazka, Mozart in Prag (Prague, 1892; 4th edn, 1938, ed. Paul Nettl as Mozart in Béhmen)
A. Campana, ‘La compagnia di Pasquale Bondini: Praga 1787’ (Ph.D. diss., University of
Rome, 1987-8)

Bonno, Giuseppe (b. Vienna, 29 Jan. 1711; d. Vienna, 15 Apr. 1788). Viennese com-

Born,

poser, mostly of opera and sacred music, and music director; Hofkapellmeister
1744-88 and president of the Tonkiinstler-Sozietit. Trained in Italy, Bonno
brought to his music, especially his settings of METASTASIO’s librettos and
oratorio texts, all the mellifluousness of the Neapolitan school.

When the Mozarts visited VIENNA in 1768, Bonno witnessed a demon-
stration of young Wolfgang’s compositional facility at his house; Leopold
announced that the twelve-year-old would set to music on the spot any aria text
thatBonnoand his guests mightchoose from the complete works of Metastasio.
The Mozarts renewed their acquaintance with Bonno in 1773 on a later visit to
Vienna; and in 1781, when Mozart came to Vienna in the retinue of Archbishop
Colloredo, he wrote to his father that one of his symphonies had recently been
performed at Bonno’s house. JOHN A. RICE

D. Heartz, Haydn, Mozart, and the Viennese School 1740-1780 (New York, 1995)

Ignaz von (b. Carlsburg or Kapnik, Transylvania, 26 Dec. 1742; d. Vienna,
24]July1791), mineralogistand Freemason, son of Ludwig Born, an army officer,
and his wife Maria Katharina. He was educated by the Jesuits in VIENNA and
became a novice in the Order in 1760, though he left after a few months and
associated with a group of young intellectuals (whose somewhat older leader
was JOSEPH VON SONNENFELS) before commencing legal studies at Prague
University. However, he was more drawn to geology and was soon devoting
himself exclusively to the sciences; in 1767 he completed mineralogical and
mining studies at the Mountain Academy at Schemnitz. By then he had married
into the wealthy Montag family of PRAGUE. He returned to Vienna in 1777 to
classify the royal and imperial collection of minerals. In 1781 he was appointed
court councillor and in 1785 was ennobled in recognition of his new method
for smelting metals; it was in celebration of this honour that Mozart wrote the
cantata Die Maurerfreude (Masonic Joy, K471).

Born had swiftly risen to prominence in Viennese FREEMASON RY, becoming
Master of the newly founded lodge ‘Zur wahren Eintracht’ (True Concord) in
1782. It attracted men of distinction from various walks of life, and published
short-lived but important journals: Physikalische Arbeiten der eintrdchtigen Freunde
in Wien (Works in Physics of the Friends of Concord in Vienna) and — of par-
ticular significance in a Mozartian context — Journal fiir Freymaurer (Journal for
Freemasons). Another of Born’s writings is the anonymous, strongly anticler-
ical satire Monachologia, first published in Latin (1783), then in German, and
translated into various foreign languages.

Following the decree of JosErH Ilin December 1785 limiting the numberand
membership of the Viennese lodges, Born became Master of the newly formed
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‘Zur Wahrheit’ (Truth), but soon resigned from Freemasonry. For this reason
it must be doubted whether, despite his lengthy contribution to the Journal ‘On
the Mysteries of the Egyptians’, he should be seen as the model for Sarastro in
DIE ZAUBERFLOTE. He died after a lengthy and painful illness.

PETER BRANSCOMBE

D. Lindner, Ignaz von Born. Meister der Wahren Eintracht. Wiener Freimaurerei im 18. Jh. (Vienna,
1986)
P. Branscombe, W. A. Mozart. Die Zauberflte (Cambridge, 1991)

Bossler, Heinrich Philipp Carl (b. Darmstadt, 22 June 1744; d. Gohlis, near Leipzig,
9 Dec. 1812). German music printer and publisher. Bossler founded his pub-
lishing firm in Speyer in 1781, opening a branch in Darmstadtin 1785. Later, in
1799, he settled in the Leipzig area. Bossler’s publications chiefly included
works by south German composers as well as the periodical Musicalische
Realzeitung (1788—90). Although there is no evidence that Mozart and Bossler
were acquainted during the 1780s, he nevertheless published the first edition
of the Flute Quartet, K28s5b, in 1788 as well as early editions of the sonata
for keyboard and violin K481 (1788) and selections from DIE ENTFUHRUNG AUS
DEM SERAIL (1790). It is likely, however, that they met in VIENNA in 1790 when
Bossler accompanied the harmonica virtuosa MARIANNE KIRCHGASSNER to
Vienna; it was for KIRCHGASSNER that Mozart composed the Adagio and
Rondo, K617, and possibly the Adagio, K365. Bossler’s Musikalische Korre-
spondenz der teutschen Filarmonischen Gesellschaft, the successor to the Musicalische
Realzeitung, published the first lengthy obituary of the composer, on 4 January
1792. CLIFF EISEN

A. Rosenthal, ‘Der fritheste lingere Nachruf auf Mozart’, in Collectanea Mozartiana, ed. C.
Roleft (Tutzing, 1988), 134-6
H. Schneider, Der Musikverleger Heinrich Philipp Bossler (1744—1812) (Tutzing, 1985)

Bretzner, Christoph Friedrich (b. Leipzig, 10 Dec. 1748; d. Leipzig, 31 Aug. 1807).
German playwright and librettist. Bretzner, a businessman in Leipzig, began
writing plays in 1771 and a set of four comic opera texts printed in 1779 quickly
established him as a fashionable librettist in Germany. More colourful than the
librettos of C. F. Weisse, they were soon taken up notonly by composers in north
Germany but in VIENNA as well. Bretzner is best remembered as the author
of Belmont und Constanze, written for the Berlin composer Johann André in 1780
and adapted by Stephanie the younger for Mozart as DIE ENTFUHRUNG AUS DEM
SERAIL. The success of Mozart’s opera notwithstanding, the text of Belmont und
Constanze was considered substandard; J. F. Schink’s Dramaturgische Fragmente
of 1782 described it as ‘one of the most inept of his lyric pieces’. Bretzner’s
disavowal of Mozart’s 1782 settingis a fabrication, although in 1783 Bretznerdid
publicly ridicule Stephanie’s textual additions. In addition to writing original
opera texts and one melodrama, Bretzner also translated several Italian texts
for the German stage, including Mozart’s COSI FAN TUTTE (as Weibertreu, oder Die
Maddchen sind von Flandern, 1794) and SALIERI’s La scuola de’ gelosi (Die Schule der
Eifersiichtigen, 1794). CLIFF EISEN

Bullinger, Franz Joseph Johann Nepomuk (b. Unterkochen, Wiirttemberg, 29 Jan.
1744; d. Diepoldshofen, Wiirttemberg, g Mar. 1810). Taught for the Jesuits until
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the dissolution of the order in 1773. Arriving in SALZBURG between 1774 and
1776 to tutor Count Leopold Ferdinand von Arco (see ARCO FAMILY), he was
soon an intimate friend of the Mozarts. He played the viola. When Mozart
resigned court service in 1777 and travelled to PAr1s with his mother, Bullinger
lent LEOPOLD MOZART a substantial sum of money and was the only person
other than NANNERL MOZART to whom Leopold unburdened his worries.
Mozart too asked Bullinger for help when he had to tell Leopold of MARIA
ANNA MozART’s death in Paris. In his letter of 3 July 1778, Mozart asked
Bullinger to prepare Leopold for the possibility that his wife was dead, but in
fact Bullinger gently broke the news himself. Writing again to Bullinger on
7 August 1778, Mozart sarcastically listed his grievances with Salzburg: the
musicians were not respected; the musical personnel was wholly inadequate
for the performance of first-rate music; and there was no opera or theatre to be
seen in the town. Bullinger left Salzburg around 1784 and was parish priest in
Diepoldshofen when he died. RUTH HALLIWELL

E. F. Schmid, ‘Der Mozartfreund Joseph Bullinger’, Mozart Jahrbuch 1952, 17-23

Burney, Charles (b. Shrewsbury, 7 Apr. 1726; d. London, 12 Apr. 1814). English com-
poser and music historian. Burney’s lasting contributions to musical scholar-
ship are his two books, The Present State of Music in France and Italy (LONDON,
1771) and The Present State of Music in Germany, the Netherlands, and United Provinces
(London, 1773). The first describes his meeting with Mozart at the church of
S. Giovanni in Monte, Bologna, on 30 August 1770: ‘I met with M. [LEOPOLD]
MozaRrT and his son, the little German, whose premature and almost super-
natural talents so much astonished us in London a few years ago’; and the
second reports a negative opinion expressed to him by Louis de Visme, the
British minister in MUNICH, who visited the Mozarts in SALZBURG: ‘If I may
judge of the music which I heard of his composition in the orchestra, he is
one further instance of early fruit being more extraordinary than excellent.’
Although Burney was familiar with Mozart’s music, in his article for Rees Ency-
clopedia (London, 1819) he under-represented its dissemination and importance
in London at the end of the eighteenth century. Nevertheless, the impression
of Mozart’s early visit to London remained vivid in his memory; when Mozart’s
pupil HUMMEL visited London in 1790, Burney wrote: ‘It is odd that 30 years
after his Master Mozart had been recommended to me, and played on my knee,
on subjects I gave him, that this little Man should also claim and merit my
kindness.’ CLIFF EISEN

K. S. Grant, Dr. Burney as Critic and Historian of Music (Ann Arbor, 1983)

S. Klima, G. Brown and K. S. Grant, eds., Memoirs of Charles Burney, vol. I: 1726-1769
(Lincoln, NE, 1988)

A. Ribeiro, ed., The Letters of Dr. Charles Burney, vol. I: 1751-1784 (Oxford, 1991)

W. Weber, ‘The Intellectual Origins of Musical Canon in Eighteenth-Century England’,
Journal of the American Musicological Society 47 (1994), 513—-16

Bussani, Dorothea (b. Vienna, 1763; d. after 1810). Austrian mezzo-soprano who
played an important role in the Viennese opera buffa troupe of the 1780s
and early 179o0s, creating the roles of Cherubino in LE NOZzE DI FIGARO and
Despina in Cost FAN TUTTE. Her maiden name, Sardi, suggests the possibility
that she was related to the Viennese keyboard player and composer Joseph
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Sardi. Shemarried the comic bass FRANCESCO BUssaN1in1786. The Grundsdtze
zur Theaterkritik, an essay on Viennese theatre published in 1790, praised Bus-
sani’s ‘beautiful and graceful chestvoice’; three years later, after she won much
applause for her portrayal of Fidalma in Domenico Cimarosa’s Il matrimonio
segreto, a reporter for the Berlinische musikalische Zeitung wrote: ‘I found her lovely
low voice especially striking . . . Her attractive figure and her unforced, natu-
ral acting prove very useful to her on the stage.’ Bruce Alan Brown notes that,
‘Paradoxically, the only unattached characters in Cosi were played by the married
couple of Dorothea and Francesco Bussani [as Alfonso]. Da Ponte, no friend
to either of them, turned the twenty-year difference between their ages into a
joke, when Despina tells Alfonso that “an old man like you cannot do anything
to a girl”.’ JOHN A. RICE

B. A. Brown, W. A Mozart. Cosi fan tutte (Cambridge, 1995)

Bussani, Francesco (b. Rome, c.1740; d. after 1796). Comic singer of remarkable
versatility and longevity for whom Mozart wrote the role of Don Alfonso in Cost
FAN TUTTE. He began his career in Rome in the early 1760s, one of several buffi
of the period who sang both bass and tenor (or high baritone) roles. Already
a veteran of the comic stage when he came to VIENNA in 1783, he frequently
portrayed fathers and other old men (‘Ho i crini gia grigi’ are Alfonso’s first
words). Bussani also played an administrative role within the troupe, a position
from which he was removed by EMPEROR LEOPOLD Il as part of this theatrical
reorganization of 1791. On his retirement from the stage he returned to his
native city, Rome, where he served, from 1796, as impresario of the Teatro
Alibert. JOHN A. RICE
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Calvesi, Teresa (fl. 1776—1801). Italian soprano. Her first known appearance was in
Genoa in 1776. At Easter 1785 she and her husband Vincenzo were engaged for
the court theatre in VIENNA. Although ZINZENDORF judged her as ‘not bad’
at her debut on 18 April 1785, her career in Vienna did not blossom. In 1788
she accompanied her husband to Naples on a year’s leave of absence, but she
did not sing there. She did not return with him to Vienna but pursued her own,
apparently successful, career in Palermo, Vicenza, London and elsewhere in
Italy until at least 18o1. DOROTHEA LINK

Calzabigi, Ranieri (de’) (b. Livorno, 23 Dec. 1714, d. Naples, ?12 or 13 July 1795),
Italian librettist. The Mozart family were in VIENNA for performances of his
and GLucK’s ‘reform’ operas Orfeo ed Euridice (1762) and Alceste (father and son
only, 1767-8), but seem not to have encountered Calzabigi directly. The libretto
of Mozart’s LA FINTA GIARDINIERA, written for MUNICH, was long thought to
be by Calzabigi, with revisions by Marco COLTELLINT, but this attribution is
mistaken, based on confusion with concurrent performances in Munich of
Antonio Tozzi’s resetting of Orfeo (as revised by Coltellini). Neither the Munich
libretto of Lafinta giardiniera, nor the original one for Rome (1774, setby Pasquale
Anfossi) is signed, but Giuseppe Petrosellini has been suggested as the actual
librettist based on mention (by the ‘Interessati’) in the Rome libretto of another
opera by that author. However, this attribution remains conjectural.

BRUCE ALAN BROWN

R. Calzabigi, Scritti teatrali e letterari, ed. A. L. Bellina (Rome, 1994)
F. Marri, ed., La figura e I'opera di Ranieri de’ Calzabigi (Florence, 1989)

Cannabich family. German musicians. (Johann) Christian (Innocenz Bonaventura)
Cannabich (baptized Mannheim, 28 Dec. 17371; d. Frankfurt, 20 Jan. 1798) was a
violinist, conductorand composer; hewasa pupil of Johann Stamitz. Cannabich
was promoted to Konzertmeister of the MANNHEIM orchestra by 1758 and in
1774 was made director of instrumental music. He followed the Mannheim
court to MUNICH in 1778 when Karl Theodor became Elector of Bavaria and
in 1788, following the death of Carl Toeschi, he became sole director of the
Munich court orchestra.

Mozart first met Cannabich in 1763 at Schwetzingen and came to know him
well during his visit to Mannheim in 1777-8, when he was a frequent guest in
the Cannabich household. He had a high regard for Cannabich’s conducting,
describing him as ‘the best conductor I have ever seen’ (letter of g July 1778). But
he was less impressed with Cannabich’s compositions; on 20 November 1777
he wrote to his father: ‘Cannabich is now a much better composer than he was
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when we knew him in PArIs. But what Mamma and I noticed at once about
the symphonies here is that they all begin in the same manner, always with an
introduction in slow time and in unison.” Apparently Cannabich took an active
part in the preparations for IDoMENEO and may have conducted the premiere.
It was about this time that Mozart wrote to his father: ‘I cannot describe to you
what a good friend Cannabich is to me’ (24 Nov. 1780).

Cannabich’s daughter Rosina (‘Rosa’) Theresia Petronella (baptized
Mannheim, 18 Mar. 1764; d. ?Breslau, after 1805) was for a while Mozart’s
pupil; it was for her that he wrote the piano sonata K309, the Andante of which
Mozart intended as her musical portrait. In a letter of 6 December 1777 he
described Rosa as ‘serious-minded, does not say much, but when she speaks,
she does so in a charming and friendly manner’. She played the piano concerto
K238 ata concert at the Cannabichs’ on 12 February 1778 and ata later concert,
on 12 March, she took part in the Concerto for Three Pianos, K242.

CLIFF EISEN

R. Miinster, ‘Mozart bearbeitet Cannabich’, in Festchrift Walter Senn, ed. E. Egg and E. Fissler
(Munich, 1975), 142-57

D. Patier, ‘Vers une meilleure compréhension de I’expression de Léopold Mozart: le
“vermanierierte Mannheimer Gott” ’, in Off-Mozart: Musical Culture and the “Kleinmeister”
of Central Europe 1750-1820, ed. V. Katalinic (Zagreb, 1995), 153-66

E. K. Wolf, ‘Mannheimer Symphonik um 1777/1778 und ihr Einfluss auf Mozarts
symphonischen Stil’, in Mozart und Mannheim Kongressbericht Mannheim 1991, ed. L.
Finscher, B. Pelker and J. Reutter (Frankfurt, 1994), 309—30

canons. By the mid-eighteenth century, stile osservato counterpoint, of which canon
was an integral part, had become a largely academic discipline, as exemplified
by JOHANN JOSEPH Fux’s treatise of 1725, Gradus ad Parnassum. Nevertheless,
canonic writing persisted in Mozart’s day, both as a pedagogical discipline
and in the form of vocal canons intended for light entertainment at social
gatherings. Mozart’s initial impetus for composing canons appears to have
been the contrapuntal studies he undertook with Padre MARTINT in Bologna
during his first visit to Italy (1769—71). Mozart also wrote out solutions to
several ‘puzzle canons’ from Padre Martini’s Storia della musica (Bologna, 3 vols.,
1757-70) (K73x) and composed four similar examples himself (K8gall), closely
modelled on those of Martini.

A notebook belonging to THOMAS ATTWOOD, who studied with Mozart in
17857, includes several canonic studies and copies of some canons by Mozart.
In addition to a group of two-voice canons (K508a, 3 June-August 1786) at
various intervals, from a unison to a seventh, there are a number of three- and
four-voice examples (such as K5o7) and a double canon for four voices (K228)
which Mozart entered in the album of his friend Josef Franz von JACQUIN on
24 April 1787.

The only canons to be found in Mozart’s thematic catalogue (Verzeichniiss),
which he began in February 1784, are K553-62, a group of ten with diverse
texts, entered on 2 September 1788. Two have sacred texts: ‘Alleluia, amen’
(K553) and ‘Ave Maria’ (K554). The former opens with a melody that closely
resembles the plainchant Alleluia for Easter Saturday. K556 (‘Grechtelt’s enk,
wir gehn im Prater’) and K558 (‘Gehn wir im Prater, gehn wir in d’Hetz’), both
in Viennese dialect, make reference to the Prater, a public park and fairground
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in Vienna. Mozart probably wrote the texts for these two canons and also for
those 0of K559 and K560a, which satirize the accent of the Bavarian tenor Johann
Nepomuk Peyerl. The nonsensical Latin of ‘Difficile lectu mihi mars et jonicu’
when sung with Peyerl’s pronunciation presumably resembled ‘O leck mich
doch geschwind im Arsch’, a phrase that occurs in K560a. Mozart clearly rel-
ished the incongruity resulting from ribald verse set as a canon, traditionally
regarded as the most learned of all compositional techniques. ‘Leck mich in
Arsch’, K231, if it is by Mozart, provides a good example of this juxtaposition,
with successive lines of the round employing different species of strict coun-
terpoint. In early editions, such as those published by Breitkopf & Hirtel, the
coarse or obscene texts of several rounds were supplanted by innocuous verses.
As a result, only the incipits of the original texts are known in many cases.
The alternately comic and pedantic associations of canonic procedures did not
preclude their achieving genuinely expressive ends, as Mozart demonstrated in
his setting of ‘Caro bell’idol mio’ (K562), a text taken from a canon by Antonio
Caldara, as well as in the Act 2 finale of Cosi fan tutte. MICHAEL QUINN

M. Ochs, ‘““L.m.i.a”: Mozart’s Suppressed Canon Texts’, Mozart-Jahrbuch, 1991), 254—61

cantata. In January 1785 Mozart received a commission from the Viennese
Tonkiinstler-Sozietit (a benevolent organization dedicated to helping musi-
cians) to write a new work for two charity concerts, to be held the following
Lent. Having accepted this project, Mozart intended to compose a new cantata
for the Sozietit, but, either because he thought the fee was too low, or because
of time limitations and prior commitments (including several performances,
an academy at the Burgtheater among them), he offered instead to perform a
psalm setting that had not yet been heard in VienNA. This offer, recorded in
the Sozietit’s archives, was evidently not accepted, and Mozart, by February,
had decided to rework his unfinished Mass in C minor, K427, as a cantata.
He adapted eight movements from the Kyrie and Gloria to an Italian libretto
and added two new arias. The authorship of the libretto, based on paraphrases
from the Book of Psalms, is not known, but it has been attributed to LORENZO
DA PONTE, whom Mozart had got to know two years earlier, and who later
collaborated with him on LE NozZE DI FIGARO, DON GIOVANNT and COSI FAN TUTTE.
Vincent and Mary NOVELLO, on their visit to Vienna in 1829 (K469) were told
by Abbé STADLER that Da Ponte was in fact the author.

The title by which this cantata is commonly known, Davidde penitente (along
with the variant spelling Davide), was not assigned to it by the composer. Mozart
entered incipits of the two newly composed arias into his thematic catalogue
(Verzeichniiss) with the brief heading ‘Zur Societits Musique’. The concert notice
announced it as ‘a completely new cantata, adapted to this occasion by Sig
Amadeo Mozart’, thereby avoiding the potentially awkward issue of the work’s
originality. The theme of the cantata was a popular one. A letter of LEOPOLD
MozART, dated 29 December 1755, refers to an oratorio to be produced in
SALZBURG on the ‘penitent David’, and in December 1785 the Tonkiinstler-
Sozietit produced Davidde il penitente set by Ferdinando Bertoni, in Vienna.

No autograph score of the cantata is extant, and it is likely that none was
produced; the autograph of the C minor mass contains several annotations by
Mozart that reflect its reworking as Davidde penitente. Autographs of the two
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new arias (Nos. 6 and 8) plus the short cadenza for the soloists interpolated
towards the end of the final chorus (No. 10, bars 186—232) are extant in sepa-
rate manuscripts. Mozart entered these two arias into his thematic catalogue
on 6 and 11 March 1785 respectively, suggesting that he was working to a tight
deadline; the general rehearsal was 12 March, with the two concerts taking
place on 13 and 15 March. On this occasion, Mozart probably used the orches-
tral material from the Salzburg performance of the C minor mass (26 Oct.
1783), with the final movement amended and parts for the two new arias newly
copied.

Mozart’s adaptation of his C minor mass for the purpose of fulfilling this
commission not only allowed him to produce a suitable cantata in a rela-
tively short period of time, but also gave him the opportunity to perform the
music from one of his large-scale (but unfinished) choral works — one, more-
over, that was unlikely to be heard in a liturgical context after the strictures
imposed by JoserH II. As with his operatic arias, he composed the two new
arias with the voices of his soloists in mind. For the tenor JOHANN VALENTIN
ADAMBERGER, Mozartwrote ‘A te, fra tanti affanni’ (No. 6), while ‘Fra’oscure
ombre funeste’ (No. 8) was added for the distinguished soprano CATERINA
CAVALIERI; both singers were already well known to the composer, having
appeared in the first performances of DIE ENTFUHRUNG AUS DEM SERAIL in 1782.

The premiere of Davidde penitente, conducted by Mozart, took place at the
Nationaltheater in Vienna, as part of a programme that also included the first
performance of JosEPH HAYDN’s Symphony in D minor (Hob. I/80). An audi-
ence of over 650 was present on 13 March, but the second concert attracted only
a third as many.

Davidde penitente has often been a neglected work in Mozart’s oeuvre, per-
haps because critics are unwilling to acknowledge that exigencies of time
required him, in this case, to reuse existing music intended for a different text.
Despite this fact, the text setting is, on the whole, convincing, and the two newly
composed arias merit further critical attention. MICHAEL QUINN

cassation. See SERENADE

Cavalieri, Caterina (Catharina Magdalena Josepha Cavalier) (b. Vienna, 18 Mar. 1755;
d. Vienna, 30 June 18o1). Soprano. A pupil of SALIERI, Cavalieri made her
debut as Sandrina in Anfossi’s La finta giardinera at the Kirntnertortheater in
1775; she later appeared in IGNAZ UMLAUF’s Die Bergknappen at the German
National Theatre and in Salieri’s La scuola de’ gelosi at the Burgtheater when Ital-
ian opera was re-established in 1783. Allegedly she was also Salieri’s mistress.
Highly praised for her beautiful voice, Mozart described her as having a ‘sup-
ple throat’ (letter of 26 Sept. 1781) and a singer of whom ‘Germany could be
proud’ (21 May 1785). She created the roles of Konstanze in DIE ENTFUHRUNG
AUs DEM SERAIL and Mademoiselle Silberklang in DER SCHAUSPIELDIREKTOR; in
1788 she appeared as Donna Elvira in the first Viennese production of Don
Grovanni and in 1789 as Countess Almaviva in the revival of LE NOZZE DI FIGARO.
In addition, Mozart composed for her the soprano part in the cantata Davidde
penitente and the role of Bettina in Lo sposo deluso. She retired from the stage
in 1793. CLIFF EISEN
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P. L. Gidwitz, ¢ “Ich bin die erste Singerin”: Vocal Profiles of Two Mozart Sopranos’, Early
Music 19 (1991), 56574

D. Link, The National Court Theatre in Mozart's Vienna: Sources and Documents 1783—1792 (Oxford,
1998)

Ceccarelli, Francesco (b. Foligno, c.1752; d. Dresden, 21 Sept. 1814). Castrato in
SALZBURG service 1777-88 (initially paid 1oo florins per month, ten times
the amount paid to the female court singers). LEOPOLD MOZART’s lukewarm
opinion of Ceccarelli’s soprano voice (letter of 27 Oct. 1777) later developed
into admiration. Ceccarelli took beginning violin lessons from Leopold, joined
the family’s shooting circle (sometimes being depicted humorously on the
target), and made music frequently with Leopold and Nannerl. These occa-
sions are important as evidence for the Mozarts’ domestic practice of playing
vastly scaled-down versions of orchestral works (see Leopold’s letter of 12
Apr. 1778).

In 1781, Mozart wrote the recitative and aria A questo seno deh vieni —Or, che
il cielo a me ti rende, K374, for Ceccarelli to sing at a concert given on 8 April
by their employer ArchbishopCOLLOREDO in VIENNA. They collaborated
again when Ceccarelli sang in Mozart’s concert in Frankfurt on 15 October
1790. RUTH HALLIWELL

H. Schuler, Mozarts Salzburger Freunde und Bekannte (Wilhelmshaven, 1995), 105-6
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. String duos and trios
. String quartets

. String quintets

. Piano trios

. Piano quartets

. Mixed ensembles
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A. String duos and trios

Mozart wrote just six extant works for string duo or trio. The duos for violin
and bass K46d in C and K46e in F, written in VIENNA (dated 1 Sept. 1768 on the
autograph), consist of an Allegro and two minuets; and the trio for two violins
and bass K266 in B flat, composed in SALZBURG (early 1777), comprises an
Adagio and a minuet. Their more celebrated successors, the violin and viola
duos, K423 in G and K424 in B flat (see also SONATAS), and the String Trio in
E flat, K563, labelled ‘Divertimento di sei Pezzi’ in the Verzeichniiss, come from
Mozart’s final decade: K423 and K424 were probably composed in Salzburg
during Mozart’s and Constanze Mozart’s three-month stay in the city in 1783,
oratleastwritten in Vienna and then taken to Salzburg, as Mozart subsequently
asked LEOPOLD MOZART to send them on to Vienna (letters of 6 Dec. and 24
Dec. 1783); and K563, perhaps intended for Mozart’s friend and fellow Mason
MICHAEL PUCHBERG, was completed on 27 September 1788, just six weeks
after the ‘Jupiter’ symphony, K551 (10 August).

K423, K424 and K563 are stylistically noteworthy in several important
respects. In the duets, for example, Mozart introduces considerable textu-
ral variety in spite of being limited to two instruments, K423/i featuring
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protracted imitation and frequent participatory parity, melody and accompani-
mentwriting, and double-stopping that creates the impression of an ensemble
of more than two players (see the beginning of the development section). K424/i
includes bothanadagio slowintroduction thatopens with a note-for-note trans-
position (B flat—-D—G-E natural-F) of the fugal theme from the G major string
quartet, K387/iv, and an eighteen-bar coda. And K424/iv, like its close contem-
porary, the D minor string quartet, K421 (June 1783), consists of a theme and
variations followed by a concluding allegro section. The six-movement K563,
widely regarded as one of Mozart’s greatest chamber works, is altogether more
imposing than K423 and K424, with two minuet and trios and a long, rich
central Andante movement. The opening of the first-movement development
section is perhaps the most remarkable passage in the work, moving between
B flat and C#7 in a mere five bars, only to return to B flat a few bars later.
This procedure invokes comparably rapid and distant modulations in approxi-
mately contemporary late works such as the piano concertos K537/iiiand K595/i
(completed in 1791 but probably begun in 1788) and the G minor symphony
Ks550/i. SIMON P. KEEFE

B. String quartets

In Mozart’s day the string quartet — often thought to represent the epitome of
Classical chamber music — was still an emerging genre. By the time Mozart
wrote his first quartet, K8o in G, completed at Lodi on 15 March 1770, flourish-
ing Italian and Austrian traditions of string chamber music with and without
keyboard continuo had been established, and JoserH HayDN had issued his
Opp. 1, 2, 9 and 17, in so doing almost single-handedly developing the quartet
into a reputable art-form. In AUSTR1A, chamber works for strings without con-
tinuo were composed by Franz Asplmayr (1728-86) among others; there was
also a tradition of performing symphonies ‘a quattro’ — one player to each of the
(usually four) principal polyphonic lines. But these various precursors to the
string quartet were still relatively new and un-coordinated; there was, as yet,
no long-established ‘tradition’ of Classical string quartets comparable to, say,
the sonata or the symphony into which Mozart’s fell, making his achievement
in the field over less than twenty years all the more remarkable.

1. The early quartets

2. The ‘Haydn’ quartets: K387, 421, 428, 458, 464, 465

3. K499 and the ‘Prussian’ quartets

1. THE EARLY QUARTETS

The G major quartet, K80, is stylistically indebted to Sammartini, whom Mozart
had met at Count FIRMIAN’s the previous month. LEOPOLD MOZART reports
this meeting with pride in a letter of 10 February 1770: ‘It would take too long
to describe in detail the evidence of his knowledge which Wolfgang has given
in the presence of Maestro Sammartini and a number of the most brilliant
people, and of how he has amazed them.” Unusually for such an Italianate
piece, K80 has four movements, beginning with a binary-form Adagio that
cries out at times for continuo filling, as does the ensuing Allegro (the tempo
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marking is in Leopold’s hand, as is often the case in the early quartets). Inner-
part textures such as that at bar g of the Allegro, and the fugato at bar 16 seem
to call for greater weight than a string quartet could muster, and are strongly
reminiscentofcontemporaryorchestral divertimenti (such as K136-8). Inshort,
K8o is something of a hybrid, showing that as yet there remained a degree of
uncertainty, or atleastambivalence, in Mozart’s mind about the precise identity
of the quartet genre.

The six quartets K155—-60 were composed in MILAN in late 1772—early 1773.
On 28 October 1772 Leopold casually remarked that Mozart was writing a quar-
tet (possibly K155) ‘to pass the time’; references to other quartets, possibly K157
or K158, appear in another letter a few months later (6 Feb. 1773). K155-60 are
arranged in a deliberate key sequence of falling fifths: D, G, C, F, B flat, E flat.
Each is in three movements, typical of contemporary Italian practice. Several
(K156, 157, 158 and 159) have notably expressive minor-key middle movements,
of which the most forceful is that of K159, featuring passages of strongly con-
trasting texture, register and mood more usual in an orchestral than a chamber
piece, including furtive chromatic lines (piano) and wild syncopations (forte) in
an idiom not far removed from the G minor symphony K183 (October 1773).
Mozart’s early quartets betray their Italian influence, particularly in their ten-
dency towards simple textures in which the two outer parts, treble and bass,
set out the melodic and harmonic framework, while the inner parts provide an
often subsidiary ‘filling’. Tonally too, the idiom is uncomplicated; the opening
paragraph of K158 in F, for example, utilizes a simple unison statement of the
opening triplet idea to implant the secondary key area, C, without ceremony.
At times the marked polarity of treble and bass is reflected in the appearance
of the extant autographs (formerly Preussischer Staatsbibliothek, Berlin, now
at Tubingen) — in the opening Allegro of K155 in D, the alignment of the first-
violin partagainstthe supporting chords atthe beginning of the first movement
strongly suggests that Mozart conceived (or at least, wrote down) the melody of
this passage first, before returning to add the accompaniment, once the essen-
tial strands, theme and bass, had been determined. Other ‘fingerprints’ of the
Italianate idiom include: the repeated-note quaver bass-line (K8o/i, K157/i,
K160/i), establishing a generally slow and uniform rate of harmonic change,
against which the primary melody stands out all the more clearly; modulation
to the dominant (or ‘secondary’ dominant) by means of a prominent chromatic
rising step in the bass just before the cadence (K80/i, bars 7-8, K155/i, bars 19—
20, K157/, bars 29—30), a procedure associated with the repeated-note quaver
bass patterns; cantabile melodies played in thirds (K155/i, bars 64-7, K157/i,
opening, Kr59/i, bars 4-6), and occasionally octaves (K155/iii, opening); an
engaging rhythmic verve, with pronounced variety of articulation (Krss/iii,
opening, K157/i, bars 31-8, K160/i, bars 16—23 and 24—9); ‘predictable’ phrase
extension by means of sequence, sometimes in a pattern akin to the falling
suspension chain so familiar in the works of Corelli, Vivaldi and, indeed, Sam-
martini (K157/i, bars 109—16); and an almost unrelieved symmetry of phrasing
in four- and eight-bar groups with relatively little concern for variation upon
reprise.

While the early quartets are predominantly light in idiom, it would be a
mistake to consider them lightweightworks. In particular, the slow movements
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contain some impressively affective melodic writing, as in the Adagio of K156,
or the Andante of K157 (which perhaps overplays its chromaticism). Elsewhere,
Mozart turns to counterpoint as a means of offsetting otherwise routine inner
parts (especially the viola’s). Fugatos occur in a variety of locations, usually
timed to coincide with the arrival of a new section or key (K80o/i, bars 16 and 36;
K155/i, bar 54; K156/i, bar 72; K158/ii, opening). Possibly, the composition of
these quartets taught Mozart some valuable lessons about musical proportion
and structure. He substantially revised his original Adagio for the G major
quartet K156, retaining the same key, tempo and time signature, and theme, but
significantly reducing the prominence of the diminished-seventh harmonies
that had saturated the original. All in all, the autographs of these early string
quartet attempts reveal a great deal about the emerging genius.

Mozart’s next six quartets, K168-73, were composed only a few months
after K155—60, in VIEN N A in autumn 1773. Unfortunately no specific mention
of their origins is made in Mozart’s surviving letters from this time. Wolfgang
Plath, in the introduction to the NEUE M0zART-AUSGABE volume of the quartets,
proposed that the idea of a new set of quartets was Leopold’s and that Wolfgang
completed these pieces in order to satisfy his father’s ambitions to have works
in this genre ready to supply to eager publishers. Whatever their true intention,
these quartets were notissued until 1785, in manuscript copies by the publisher
CHRISTOPH TORRICELLA. Clearly, a group of quartets would have been a
useful and potentially marketable addition to the young composer’s portfolio
while in the Austrian capital, and it is quite plausible that Mozart senior was
seeking preferment to a court chamber music appointment for his talented son
by way of some novel quartets demonstrating a mastery of the medium, and
more especially of the traditional skills of counterpoint.

There is a good deal more fugal writing in these pieces than in Ki55-60.
Imitative counterpoint is quite common in the first-movement development
sections (K168, K169) and also in the slow movement of K171, the minuet of
K172 and the finales of K168 and K173. In the muted Andante of K168 Mozart
shows off his canonic skill in a highly concentrated treatment of the same
theme used by Haydn in his Op. 20 No. 5 (and in the same key, F minor).
The finales of K168 and K173 are, in fact, fully developed fugues. At times,
Mozart’s fugal writing assumes the status of a technical demonstration. In
K173, the manifold stretto entries of the chromatic D minor theme during the
course of the finale, occurring in a variety of temporal and intervallic positions,
would have appealed to those Viennese musicians who esteemed a composer for
being able to handle traditional contrapuntal formulas. (A simpler, presumably
original, version of K173 survives, so we know that Mozart took great pains over
the details of this culminating movement of the set.) There is an altogether
more ‘serious’ attitude at work here than in K155-60, perhaps implying an
external, rather than internal stylistic motivation on Mozart’s part, as if he
intended these works to stand less as unified artistic statements than as a kind
of ‘sales brochure’ to be perused by a likely secular or ecclesiastical Viennese
employer.

Many commentators have remarked on the ‘influence’ of Haydn’s quar-
tets Opp. 17 and 20 on Mozart’s K168—73. It is true that in some respects,
such as the positioning of the minuet in second place, and the ‘borrowing’
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of the theme from Haydn’s Op. 20 No. 5, mentioned previously, Mozart’s
quartets appear indebted to Haydn’s. But the link, if any, remains elusive:
Haydn’s Op. 20 quartets (or ‘Divertimentos’ as they were entitled) were not
published until 1774 (the year after Mozart composed K168—73), and then not
in Vienna, where Mozart might have known about them, but in PAr1s, by La
Chevardiere. So, if Mozart had encountered Haydn’s quartets by mid-1773, he
must have done so via unauthorized, manuscript copies — unlikely, perhaps,
though not altogether impossible. (A recent attempt to sort out this problem
was made by A. Peter Brown.) In 1962, Walter Senn made a case for Mozart
having bought a set of playing parts of Haydn’s Op. 17 quartets in Vienna
in 1773, to which he made some handwritten additions; again, this has been
taken as proof positive of Haydn’s influence on the young Mozart. According
to Wolfgang Plath, however, Mozart’s additions appear not to have been made
until the late 1770s. The case for influence thus remains to be convincingly
established.

2. THE ‘HAYDN’ QUARTETS: K387, 421, 428, 458, 464, 465

The ‘Haydn’ quartets embrace some of Mozart’s most memorable melodic writ-
ing, and some of his most refined compositional thinking, often animated by
counterpoint. It is true that counterpoint had been an important factor in his
earlier quartets (Kr55—60 and K168—73), but it is arguably a weakness in these
works, rather than a strength, since no attempt is made to integrate the strictly
fugal writing into the prevailing ‘galant’ environment of elegant melodies, sup-
ported by simple harmonies, within a symmetrical, even predictable periodic
framework. The result is a rather uncomfortable mix of different expressive
types, representative of a genuine stylistic crisis during the early 1770s. This
crisis required for its resolution a new way of integrating the melodic and
harmonic elements of the emerging Classical style in such a way that neither
element was merely passive support for the other.

The ‘Haydn’ quartets run a remarkably wide range of emotions, including the
‘Sturm und Drang’ idiom of K421’s first movement, the tonal mystery 0f K428’s
hushed opening unison phrase (luxuriously reharmonized upon restatement),
the serenity of the 6/8 Andante of the same quartet, and that of the ‘Dissonance’,
K465, and the opera buffa high jinks of the finales 0of K458 (‘Hunt’), K428 and
K465, the last two of which notably introduce new counter-themes in their
concluding sections, as if to hint that the action could so easily continue beyond
the confines of the form.

The earliest mention of these quartets comes in a letter Mozart wrote to the
Parisian music publisher JEAN-GEORGES SIEBER on 26 April 1783: ‘I have
been composing six quartets for two violins, viola and cello. If you would like
to engrave these . . . [ will gladly let you have them. But I cannot allow these to
g0 . .. cheaply; I mean, I cannot let you have these six quartets under fifty Louis
d’or.’ In fact, by 26 April 1783 he had completed only one of the six quartets,
K387; the sixth, K465, was not completed until 14 January 1785. The full set of
six was subsequently published by ARTARIA in September 1785.

Ithas traditionally been assumed that these quartets were written in two rela-
tively short bursts of creative activity: K387, 421and 428 between late December
1782 and July 1783, and K458, K464 and K465 between November 1784 and
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January 1785. The manuscript of K387 is dated 31 December 1782; K458 was
entered in Mozart’s own handwritten thematic catalogue on g November 1784,
while K464 and 465 were entered on 10 and 14 January 1785, respectively. We
have no first-hand documentary evidence giving specific composition dates for
K421 and K428 besides an anecdote, reported by CONSTANZE MOZART to Vin-
cent and Mary NOVELLO in 1829, that her husband had been working on the
D minor quartet, K421 while she was in labour with their first child, Raimund,
and therefore around 17 June 1783. Manuscript evidence suggests that K428
also dates from about this time.

It is not known for certain at what stage Mozart decided to dedicate these
works to Haydn. The older composer’s approval of K387, K421 and K428 at
private performances on 15 January and 12 February 1785 evidently provided
encouragement. In the published dedication to Haydn (1 Sept. 1785) Mozart
wrote: ‘Your good opinion encourages me to offer them to you and leads me
to hope that you will not consider them wholly unworthy of your favour.” An
alternative stimulus may have been the success of the Op. 2 string quartets by
IGNAZ PLEYEL (1757-1831) that had appeared in 1784, with a dedication to his
teacher, Haydn. Mozart knew Pleyel’s quartets and recommended the Op. 1 set
to his fatherin aletter of 24 April 1784. Perhaps he felt that there was something
to be gained in the marketability of his own quartets by following suit. At any
rate, Haydn was clearly impressed by Mozart’s quartets, since at the second of
the two private performances (12 Feb. 1785) he declared to Leopold: ‘Before
God, and as an honest man I tell you that your son is the greatest composer
known to me either in person or by name. He has taste, and, what is more, the
most profound knowledge of composition.’

Fortunately, the autograph score of the ‘Haydn’ quartets survives (and is
housed at the British Library in London). Careful examination of it affords a
valuable insight into Mozart’s compositional process, and in particular bears
outa comment he made in the dedication to Haydn that they were ‘the fruits of
alongand laborious toil’ (‘il frutto di una lungha, e laboriosa fatica’). There are
a significant number of revisions in points of detail (individual notes, scorings
of chords), as well as large-scale alterations to sections and even entire move-
ments. The autograph was Mozart’s composing score and among the more
interesting revisions are: a false start for the 2/4 finale of the ‘Hunt’ quartet,
K458, featuring a more contrapuntal opening than in the final version in double
the eventual notated values (an entirely separate sheet, containing a sketch for
a polonaise-style finale that must pre-date both the duple-time versions, exists
in a private collection in Paris); a reordering of the variations in the Andante
0f K464; and, most dramatically of all, no fewer than three discarded attempts
at a section of the finale of K387. This is the passage following the exposition
that Mozart began in the main body of the manuscript, then drafted again on
a blank folio further on in the gathering, then revised still further at the bot-
tom of the same folio, before returning to the main text with a version that
was still not entirely satisfactory (though he subsequently carried on to the
end of the work, dating it 31 December 1782). K387 remained in this state for
about six months before Mozart revised the passage yet again on a separate
sheet that he tipped in to the main gathering on which the finale of K387 was
written.
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The reason we can be so sure about the final delay of six months is thanks
to the pioneering work done in recent decades on Mozart’s manuscript paper
by Alan Tyson. In this case, Tyson has shown through a careful examination of
watermarks that the additional sheet of paper bearing the final revision to this
passage of K387 is the other half of a sheet on which the concluding bars of
K421 were written (June 1783). All told, Mozart used no fewer than ten different
types of paper in the autograph of these quartets and there are several other
‘overlaps’ where the same paper type occurs in different quartets. Folio 38 of
the autograph, for example, containing the last part of K428’s slow movement,
consists of a single leaf, which was once, according to Alan Tyson’s painstaking
study of the watermarks, part of the same sheet as fols. 14-15, containing the
first movement of K421 (June—July 1783). Perhaps, then, Mozart was working
on these two quartets simultaneously. Tyson’s examinations reveal much more
thatis of interest regarding the genesis of this set of quartets, including the fact
that the first 106 bars of K458 were evidently left as an incomplete torso for over
a year (between about May-June 1783 and November 1784, when he entered
it in his catalogue) before Mozart proceeded with the rest of the movement.
Possibly Mozart got ‘stuck’ with K458, or, alternatively, became distracted by
the need to compose other works in the intervening period.

The ‘authentic’ text of these six quartets presents anumber of difficulties. The
firstedition (in separate playing parts) differs in a number of vital respects from
Mozart’s autograph. For instance, the ‘Hunt’ quartet, K458 in B flat, is placed
fourth, whereas in the print it comes third (the manuscript evidence showing
that it was probably begun before K428, but was only finished after K428 had
been complete for well over a year); there are also some discrepancies in the
movement headings and tempo markings. The minuet and trio of both K428 in
E flat and K465 in C are ‘Allegro’ in Mozart’s autograph, but ‘Allegretto’ in the
print; the finale of K464 in A is given as ‘Allegro’ in the autograph, butas ‘Allegro
non troppo’ in the first edition. Mozart probably intended these emendations,
along with a large number of minor changes in matters of articulation and
dynamics, to supersede the text of the autograph.

In these six quartets Mozartachieves that sureness of touch in the integration
of counterpoint and Classical periodicity that had characterized Haydn’s Op.
33, published in Vienna in 1782, and written, according to the composer, ‘in
an entirely new and special manner’. To some degree, this ‘new and special
manner’ can beread asametaphor forcontemporary ENLIGHTEN MENTideals,
a ‘society’ in which the capacity for individual freedom of action is tempered
by the regulation of the corporate body. In the string quartet it is achieved by
relating the four instruments in a shifting flux of texture in which individual
lines alternately come to the fore as melody and then recede into the background
as accompaniment, rather like a conversation.

There are hints even on the first page of K387 that Mozart had begun to
engage with Haydn’s ‘new and special manner’. His approach to composition
was always more overtly melodic than Haydn’s typically pithy motivic idiom.
Nevertheless, the opening theme 0f K387, first stated as a tune with accompani-
ment, is soon recast in a contrapuntal setting (bars 1oft.) in which each instru-
ment has an active and essential role, leading up to the secondary theme in D at
bar 24. Further evidence of the influence of Haydn’s motivic working on Mozart

67



CHAMBER MUSIC

is provided by the almost imperceptible genesis of an upbeat figure through
the transition (bars 10-24). Beginning in bar 13 a three-quaver dialogue evolves
between the two violins (heightened by the addition of a trill); though shifting
in intervallic shape, the three-quaver upbeat is subtly maintained through the
next several bars by exact placement of dynamics, even surviving a transition
to semiquavers in the first violin from bar 21, now accompanied by a ‘factured’
presentation, shared out in contrasting rhythmic patterns between the three
lower strings in bars 20—3 (reinforced by s and s, dynamics). There is a new
purposefulness about this kind of continuation that recurs throughout the six
quartets. It is witnessed to even greater effect in the corresponding exposition
transition of the D minor quartet, K421, a section Arnold Schoenberg memo-
rably described as ‘musical prose’ in his essay ‘Brahms the Progressive’ (1947)
published in the collection of his writings Style and Idea. Similar claims could
be made for the exposition and large chunks of the development section of the
‘Dissonance’ quartet, K465.

Another way of integrating counterpoint and periodicity is revealed in the
finale 0of K387. Here Mozart designs a sonata form whose main thematic mate-
rials are introduced as fugatos, interspersed by overtly dance-like ‘episodes’.
In the central development section the main fugue theme is worked out in
novel contrapuntal settings (as a counter-theme to a repeated staccato crotchet
pattern, for example) while moving around the circle of fifths and adapted to
the regular phrase and cadence schemes so symbolic of Classical periodicity.
The sonata reprise omits further reference to the main theme at the beginning,
launching immediately into a subdominant restatement of the first ‘episode’
(bar 175). Both fugue themes are subsequently combined from bar 209 — an
exemplary piece of ‘timing’ that lends the reprise a sense of culmination, not
just to this movement, but to the quartet as a whole. The sense of a higher
unity among the four movements of K387 is supported to some extent by
the prominence of chromaticism in each one (note the alternate piano[forte
dynamics in the minuet), though it is dangerous to read too much into ‘cyclic’
claims.

Playing a partin the definition of a movement’s form is only one way in which
Mozart exploits counterpoint in this set. Frequently, counterpoint is one factor
among several in determining the local continuity of a passage. The opening
theme 0f K458’s finale is put to contrapuntal service in the development section
(particularly from bar 140), where its role is to create textural contrast with the
strongly periodic character of the surrounding sections. In the development
section 0of K465 imitative dialogue between the firstviolin and viola at the outset
takes place within the context of a series of pedal points falling gradually from B
flat, the flattened seventh degree of the scale, to F, atwhich pointthereis aradical
change of texture (to fractured broken chord patterns) before the main theme
reappears again in the bass (against a new three-part chordal counter-theme
aboveit), givingway eventually to an energetic exchange between trebleand bass
tethered by strong syncopations from the inner parts. Though counterpoint
is the surface effect we notice most in this development it unfolds within a
carefully planned tonal frame and the transitions from one contrapuntal setting
to another are always timed to coincide with these important moments of
key change, approaching ever closer to the tonic, C, for the reprise. In K464,
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Mozart treats us to a minuet that combines three themes (stated in the opening
phrase) in a virtuoso succession of imitations, featuring stretto and inversion;
but the idiom of the dance is never forfeited. The finale 0of K464 in A is likewise
contrapuntal in character, though without losing its lightness of touch; its
opening thematic snippets soon reveal their propensity for combination in
imitation (as at bars 25ft., derived from bars 3 and 4, and bars 39ft., building
up stretto patterns over a dominant pedal). Imitation persists to the very end
of the piece, reformulating the combinations of themes once more in its coda
before dissolving in a delightful ‘throwaway’ ending.

For the first time in Mozart’s quartets the slow movements become the
‘emotional centre’ of each work. They are particularly notable for their rich
cantabile melodic writing; here Mozart departs entirely from the Haydnesque
mode, luxuriating in thematic multiplicity and rich embellishment. In K387,
458 and 465 the form is abridged sonata (with no ‘development’); in K428,
there is a full-scale sonata form, complete with extended development of the
main theme; in K421, extended ternary (ABA—aba—ABA); and in K464 a set of
variations.

Examples of thematic multiplicity abound. The first subject and transition
0f' K458 contain at least a dozen discrete themes, most of them merely stated in
passing, as if Mozart’s imagination was overflowing with more ideas than he
could make use of. Arguably, the sheer thematic saturation of this movement
is a weakness rather than a strength, focusing attention on the level of the beat
rather than the bar, and resulting in a uniformity of accent that is perhaps a
little cloying. More successful in this respect is the Andante of K421, which,
for all its embarras de richesses, never loses sight of the proportion of upbeat to
downbeat.

Melodic embellishment is a constant delight in these works. The Andante
of K465 affords an especially beautiful example at the beginning of its reprise
(bar 45), where the first-violin line illustrates how to vary an already elegant line
by means of triads, syncopation and chromaticism, without ever destroying its
essential grace. Rather more exuberant decoration is demonstrated at times in
the variations of K464, especially variation 1.

Frequently in the sonata-type slow movements Mozart enhances the restate-
ment of the tonic key in the reprise by highlighting related keys on the flat side
of the tonic, possibly as a way of compensating for the lack of any true ‘develop-
ment’. In K387, bars 58-69, for example, Mozart expands upon the transitional
phrase originally heard at bar 7, introducing the new element of antiphony
and then diverting the cello theme into darker harmonic territory (lingering
in D flat at bars 63-5) and continuing by chromatic descent in the cello (sup-
porting some diminished seventh and augmented sixth chords) towards the
extended dominant pedal at bar 7o0. Further ‘quasi-development’ is seen at bars
74—7 inwhich the firstviolin’s demisemiquavers are accompanied by a sequen-
tially founded quaver pattern in the second violin, derived from the material of
bar 58.

The minuets, while never a parallel for Haydn’s scherzos of Op. 33, are richly
varied in character. The most straightforward, retaining the courtly dance fea-
ture of a minuet, are those of K428, 458 and 465, although their phraseol-
ogy is unpredictable. In K387 and 421 the dimensions approach those of a
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sonata-form movement; indeed, elements of developmental writing and dra-
matized tonal reprise are readily apparent. Trios are normally opportunities for
contrast. Sometimes this involves a shift to the opposite mode of the minuet
(K387, 421, 465 all revert to the tonic minor and K428 to the relative minor).
That of K421, featuring delicate pizzicato and octave passages, is a perfect foil
for the tersely argued counterpoint of its minuet partner. In K387 the trio is the
more ‘aggressive’ partner; its uncompromising unison and octave writing, and
its asymmetrical phrasing may have been among those elements that caused
Leopold Mozart to describe K387 as one of the more ‘difficult’ of his son’s quar-
tets (letter of 15 Feb. 1785; K458, 464 and 465 were, he believed, ‘somewhat
easier’).

Perhaps the most ‘difficult’ movement among the six ‘Haydn’ quartets is
the Adagio introduction to the ‘Dissonance’ quartet, K465. (It is from this
section that the work acquired its nickname.) It features prominently in the
early reception history of the quartets. Detailed discussions of Mozart’s Adagio
(and some hypothetical ‘improvements’) were published in the late 1820s and
early 1830s in music periodicals such as the Allgemeine musikalische Zeitung and
La Revue musicale by, among others, GIUSEPPE SARTI and Fétis. Selections from
this debate were reprinted in translation in the London periodical, Harmonicon
(vol. 10 (1832) 243—06) including extracts from Sarti’s venomous attack (in which
he described this passage of Mozart’s quartet as ‘barbarous’). Sarti’s main
objection to the opening 0f K465 concerned false relations, for example of A flat
and A natural in bar 2 (‘a most execrable commencement’) and such chromatic
extremes as the A sharp/F juxtaposition in bars 20-1 (‘most miserable in an
adagio’).

Actually, the Adagio contains only mild dissonances, such as the briefwhole-
toneclustersatthebeginning ofbars 3and 7; otherwise the chordsin themselves
(founded on a chromatically descending bass-line that is not at all unusual in
the Classical period) are quite easy to describe in the context of eighteenth-
century notions of tonality. What is so unusual here is the shifting succes-
sion of chords in bars 1—9, which confuse, rather than clarify, our tonal per-
spective and do not establish C at all clearly from the outset. In bar 1 the
repeated cello C weakly implies a tonic, though as soon as the other strands
of polyphony begin to enter in bars 1—4 we recognize instead a first inver-
sion chord of A flat, preparing a chromatically inflected G chord in bars 3—4.
This much — a hint of C followed by several beats’ worth of G — is perhaps
enough to suggest that C is indeed the tonic — at least until bar 5, which starts
a sequential repetition of the preceding phrase one whole tone lower, seriously
undermining the tonal stability. A sense of anxiety throughout this section is
successfully achieved by the withholding of clear tonal (and for a while, accen-
tual) reference points; it resembles a blurred image eventually adjusted into
sharper focus. Functionally, it is a perfect harbinger of the sunny Allegro that
follows.

3. K499 AND THE ‘PRUSSIAN’ QUARTETS

Mozart’s nextquartetafter the ‘Haydn’set, K499 in D (the so-called ‘HOFFMETS-
TER’ — named after its Viennese publisher), was completed on 19 August 1786.
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The reason for its composition — an isolated quartet, composed during an
intense period of concerto production — is unclear. No commission for such
a work is known; the legend stemming from NIEMETSCHEK that this quar-
tet was one of a number of pieces promised to COUNT WALSEGG-STUPPACH
(in advance of the REQUIEM) is now discredited. It has been suggested by
Ludwig Finscher that it was offered by Mozart to Hoffmeister in 1786 as a par-
tial substitute for a projected series of piano quartets that failed commercially
before it could be realized. At any rate the ‘Hoffmeister’ quartet was praised
in a 1791 review of Mozart’s chamber music by the publisher Heinrich Bossler
who described it as ‘composed with the fire of imagination and craftsmanship
through which Mozart has long enjoyed the reputation of being one of the best
composers in Germany . . . It is industriously written, woven through with
[a quality of] canonic imitation, which is wanting in compositions by even
the famous masters.’ This contrapuntal manner is apparent even on the first
page, with duets for the two violins being imitated by the lower strings, and
during the course of the exposition (extended to a far greater length than is
normal in the ‘Haydn’ quartets). Mozart positions his long-limbed opening
theme in a variety of different imitative settings, at one stage in the exposi-
tion re-citing the original antecedent as a cadential suffix within an easygoing
harmonic pace and then transforming this material to turbulent effect in the
development, exploiting extremes of register conflict and inversion of the main
theme. Perhaps the minuet and trio were even more to Bossler’s taste: ‘woven
through with canonic imitation’ is an apt description for the second half of the
energetic trio.

‘Craftsmanship’ is another quality identified by Bossler, and it combines
strikingly with contrapuntal expertise in the Adagio of K499. In addition to
finely tuned melodic embellishment, Mozart inverts the opening texture at bar
11, transferring the tune — in paired thirds — to the viola and cello beneath a new
counter-theme in the violins. From this point on the basic textural principle of
this sonata design is one of florid episodic writing alternating with restatements
of the main theme, which is itself sounded in canon at the fifth between lower
and upper pairs of instruments at bar 40. ‘Craftsmanship’ may also allude to
the handling of tonal and rhythmic contrast, a vital ingredientin the quicksilver
finale thatincludes a digression into the flat mediantkey, F, atbar 237 (followed
yet again by a stretch of deft counterpoint).

The three ‘Prussian’ quartets, K575 in D, K589 in B flat and K5go in F, owe
their origins to Mozart’s visit to Berlin and Potsdam in early 1789. He began
work on the first, K575, once he had returned to Vienna in June of that year and
in his thematic catalogue described the piece as ‘a quartet . . . for his Majesty,
the King of Prussia’. Mozart originally intended this as the first of a set of six
quartets (along with a group of six ‘easy’ piano sonatas for the King’s daughter,
of which only K576, in D was ever written). He probably believed — or at least
hoped - that the dedication to Friedrich Wilhelm II of a set of quartets (like
Haydn’s Op. 50 set) would result in a position at court. Mozart soon decided
on allocating prominent parts for the cello (the King’s own instrument, on
which he was a competent player). There are several brief solos for his Majesty
within the first movementand some more extended appearances in the Andante
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exploiting the cello’s high register. A sketch of an early version of the finale was
abandoned after eight bars; Mozart’s second attempt (the one with which we are
familiar) begins with the stately ‘royal’ theme, this time for the cello rather than
the first violin (as in the original). Close analysis of the completed autograph
reveals some interesting insights into Mozart’s compositional process. At first
sight, the appearance of the very opening of this quartet in Mozart’s manuscript
tends to support the commonly held view that melodic inspiration came easiest
to him and that the harmonic and accompanimental details were filled out as a
secondary stage of work. In K575’s first subject, the ink colour, the alignment
of the four parts and the separate bar-lines for the first-violin part show that
the treble tune was written down in the score independently of the lower parts,
which were filled in once each melodic phrase had been determined. Possibly,
though, the true state of affairs was not so straightforward. While there are
numerous examples in Mozart’s autographs of pages in which the melodic line
is drafted for many bars without any chordal support, or even a bass-line, the
factthat the underlying harmony in such cases was left to a later stage of writing
out can only mean that this was already fairly obvious to him, and could safely
be written into the score at a later stage, once the melodic ‘descant’ had been
safely notated. Perhaps, then, it was melody that Mozart found more difficult to
retain in his mind since this was what he was most anxious to write down on
paper —why else would he apparently sketch forwards feverishly for bars, even
pages, atatimein his autographs unless he feared forgetting (and thus losing) a
specific melodic formulation? The evidence of the opening of the autograph of
K575 points tentatively to the conclusion that its harmonic basis — admittedly
rather slow-moving and uniform — was to some degree formulaic (that is, a
basic chordal pattern that might subsequently be elaborated in any one of
several satisfying ways), while its treble theme, containing specific intervallic
and rhythmic patterns, required the composer’s most urgent attention and
needed to be captured on paper as soon as possible. The true picture may be
impossible to paint in detail, and was perhaps a combination of both melodic
and harmonic elements in various proportions, depending on the nature of the
particular phrase. While itis conceivable that Mozart refined the melodic shape
on sketch staves now lost (or unknown), the very fact that the alignment of the
parts is not vertically exact — it is far from exact, in fact — strongly suggests that
the autograph was indeed a composing score (otherwise, all four parts would
surely have been copied into the autograph neatly, and in perfect alignment, a
bar at a time from a pre-existing sketch leaf).

Attention has understandably focused on the prominent role of the cello in
these quartets. One illustration among many is the glorious opening theme of
K589’s Larghetto. The sure handling of texture required for such a passage was
perhaps attained in part by the experience of the duet sonatas for violin and
viola, K423 and 424 (1783), in which, in order to accommodate a viola theme,
Mozart had to provide convincing accompaniments in a suitable register of the
violin — a valuable stimulus to his imagination. At the opening of K589’s slow
movementtheaccompanimentto the ‘royal’ themeis noless inventive—theviola
holds a pedal E flat while the second violin spins out an Alberti-type pattern,
filling out the harmony beneath the cello line. Other remarkably transparent
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textures in this movement include bars 32ff., in which the first violin’s delicate
tracery, in a higher register than the solo cello, is shaped in such a way as to
suggest chords. (A similar technique, though entirely different in character, is
found at bars 63ff. of the first movement of K59o0.)

In addition to prominent cello solos (sometimes attaining a considerable
degree of virtuosity, in the trio of K589, for example) Mozart has the royal
instrument participating in dialogue textures, as in its first entry in K589 (fol-
lowing an irregular, five-bar phrase) where it anticipates the viola in a brief
canon. Later in the first movement (bars 45ff.) the cello rises once again to
soloistic prominence, although this time it serves a broader plan, providing
the leading portion of a section answered by the first violin. Structurally, too,
the King’s part stands out, marking the important digression into D flat at bar
81 of the development section. Appearances of the cello do not always need to
be prolonged or particularly demanding to be of significant effect, of course.
This is especially true of the F major quartet, K5go, perhaps the most gratifying
of the three in terms of instrumentation. Within its first movement the cello
takes on a number of roles: sounding the main theme in unison at the very
beginning; announcing the second main theme in the dominant key, as well
as the first appearance of the exposition’s closing theme (bar 63); providing
a ‘ticking’ motivic bass, derived from bar 76, at the start of the development
and then swapping lines with the first violin in a passage of invertible coun-
terpoint (the same texture reappearing in the coda). Throughout this quartet,
Mozart demonstrates how a judicious blend of individual presence and social
deference may be expressed in music, most particularly, perhaps, in the finale,
whose opening melody weaves in and out of the texture like a silver thread
through all 309 bars.

Achieving a satisfying balance between concertante writing featuring the
cello and the demands of the integrated quartet ensemble may have been one
of the reasons that Mozart described his compositional task as ‘troublesome’
in a letter to MICHAEL PUCHBERG of 12 June 1790, about the same time as he
was completing the third quartet, K59o. There were evidently other difficulties
too. So far as K589 (May 1790) is concerned, there is a cancelled attempt at
a B flat minuet (KAnh 75) and another for a 2/4 finale (KAnh 71), in addition
to a first draft of a 6/8 finale preceding the eventual (different) version in the
autograph. Sketches for K59o’s minuet and for a 6/8 finale (KAnh 73) also
survive.

In the event, Mozart completed only three quartets and by June 1790 had
evidently given up all hope of dedicating them to the Prussian monarch. The
three that were completed were published at the end of 1791, after Mozart’s
death. On New Year’s Eve, 1791, Artaria placed an advert in the Wiener Zeitung
for ‘Three completely new concertante quartets . . . by Herr Kapellmeister
Mozart, Op. 18. These quartets, which flowed from the pen of this great musical
genius shortly before his death, are among the most estimable works of the
composer Mozart, ([who has] too soon departed this world), [that] have evoked
pleasure and admiration among all those with an interest in the realms of
musical art, beauty and taste, not just in amateurs, but also in the keenest
connoisseurs.’ JOHN IRVING
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C. String quintets

The origin of the string quintet is frequently traced to the Italian sinfonia and
concerto or to other soloistic ensemble music but it is also close in spirit to
the south GERMAN and AUSTRIAN symphony, including works in five parts
whose styleis often indistinguishable from one-to-a-partchamber music; itwas
first cultivated in Austria during the 1750s and early 1760s, chiefly at monastic
institutions.

Mozart’s first string quintet, K174, completed in December 1773, is a rel-
atively isolated work, not only within his early output but among SALZBURG
chamber music generally, which well into the 1760s usually counted on two
melody instruments and basso continuo. Some isolated examples of more
exotic scorings can be found among LEoroLD MozART’s works (including
trios for violin, violoncello and double bass) but on the whole, chamber music
in Salzburg was a traditional affair. MiCHAEL HAYDN seems to have been
largely immune from this tradition and his two quintets (titled Notturni) of 1773
—also isolated in the Salzburg repertory — appear to have been the immediate
stimulus for Mozart’s. Not only are there structural and thematic similarities
between them, but the contrapuntal finale of K174 was apparently revised after
Mozart became acquainted with Haydn’s example. It is clear, in any case, that
Mozart admired Haydn’s quintets, which he took on tour to MANNHEIM and
PARIS in 1777-8.

Mozart’s quintet is a work of unusual proportions: except for the small-
scale Adagio, the other movements exceed in dimensions all other comparable
movements in his early instrumental music to that time. But even though it is
a quintet, it still smacks of the old trio-sonata tradition: some of the writing
pits either the two violins or the two violas against the cello, resulting in a
succession of trio sonata textures, rather than a work in five genuine parts; it
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alsorelies heavily on thematicrepetition between firstviolin and firstviola. A. H.
King described it as ‘experimental’, a ‘mixture of styles’. Nevertheless, Mozart
thought well enough of the work to take it with him on tour to Mannheim
and Paris; he also had a copy made for his patron and later Viennese lodge
brother Freiherr OTTO VON GEMMINGEN-HORNBERG (letter of 24 Mar.
1778).

Itwas nearly fourteen years before Mozart returned to writing quintets: K515,
in C major, was completed on 19 April 1787 and K516, in G minor, on 16 May the
same year. On the whole, they are generally considered to be the finest works
of their kind; and more than that, Mozart is often credited with more or less
‘inventing’ the genre. It is more likely, however, that Mozart saw in the quintet
an opportunity not only to compose for five voices but also a genre thatsince the
early 1780s had been all the rage in VIEN N A; by the time of K515 more than fifty
quintets had been composed or printed in Vienna, including works by PLEYEL,
HOFFMEISTER, ALBRECHTSBERGER, Boccherini and Anton Zimmermann,
among others. Nevertheless, Mozart’s surpass these other examples by far
and remain the only string quintets in the repertory before BEETHOVEN’s
Op. 29.

The quintet K515 is among Mozart’s most substantial works: the first move-
ment alone is 365 bars; in this respect it is not dissimilar to the expansive
first movement of K174. But whereas the earlier quintet harks back to older
generic styles, the first movement of K515 is thoroughly modern, with dialogue
effects, sudden and unexpected changes of mode, interrupted cadences, tonal
digressions and a wealth of textural devices and variety. There is no reason to
suppose, however, that the medium itselfled to this internal expansion even if
frequent exchanges between the first violin and first viola are characteristic of
the repertory as a whole. In this respect K515 is anomalous: except for its first
movement, the first movements of the later quintets are comparable in length,
if not shorter, to the first movements of the six quartets dedicated to JOSEPH
HAayDN and the ‘Hoffmeister’ quartet, K499. Rather, it is Mozart’s deliber-
ate choice to treat the material at length that accounts for K515’s substantial
dimensions, not, as is frequently claimed, the genre’s uncertainty about its
identity as either ‘pure’ chamber music or something approaching orchestral
music. Each movement has its own special character: while the first movement
is expansive, the Adagio is full of concealed echo effects and the minuet and
trio exploit the possible combinations to which the thematic material gives
rise. The finale is no less remarkable. Its opening paragraph, castin ABA form,
suggests a rondo: a balanced sixteen-bar phrase, with a strong tonic close, is
followed by an extended dominant that eventually rises chromatically to the
return of the main theme in the home key. And the expectations aroused by the
first fifty-seven bars of the Allegro (coincidentally, the opening paragraph of
the first movement is also fifty-seven bars) are seemingly confirmed by what
follows — an episode with a new idea in the tonic followed by an aggressive
arrival at the dominant of the dominant. But it is not clear where the new idea
actually begins: in retrospect, the conclusion of this transition must repre-
sent the first bar of a ‘new theme’. In effect, then, Mozart conflates rondo and
sonata procedures, a device that he exploits to even greater effect in the late
quintets.

75



CHAMBER MUSIC

The G minor quintet (K516), unlike the C major, is a study in concision and
motivic integration, telescoping statement and development in general and
development and recapitulation in particular. The first movement struggles
mightily to escape G minor but barely manages to do so; even when it does
reach the dominant, the new key is often inflected with its subdominant minor.
And the chromaticism is pervasive: the development touches on A flat major, D
flat major, E flat minor, F minor and G minor before approaching the dominant
and the recapitulation. A particularly striking motivic gesture throughout the
Allegro is the leaps in the violin (and occasionally other voices as well), rising
through successively larger intervals to a climax on a minor ninth. The idea
of rising intervals lies behind the minuet and trio as well, including frequent
leaps of a major seventh (on the way to a minor twelfth) and, in the G major
trio, a sixth rising to an octave. By contrast, the Adagio ma non troppo appears
to be a study in the fracturing and reassembling of sonorities: at the very start,
a homophonic, five-voice texture gives way to solo first-violin and cello parts
separated by as much as three octaves before the inner voices reconstitute the
full ensemble. But even then, motivic leaps are not far away: a characteristic
gesture of the first-violin and first-viola parts is a rise through a major twelfth,
literally lifting the music into a sweeter major Key, a tonal region that is the
topic of the finale (following a pathetic Adagio introduction: the juxtaposi-
tion at the start of the last movement of minor and major seems to recapitu-
late the first movement’s attempt to break free of G minor, here successfully,
there not).

The two late quintets, K593 and K614, composed in December 179o and April
1791, respectively, are frequently dismissed as second-rate works reflecting the
composer’s straitened circumstances towards the end of his life. Hans Keller
described K614 as ‘a bad arrangement of a wind piece in mock-Haydn style’
and, adding insult to injury: ‘Mozart entered it in his diary on 12 April [1791],
and the writing looks somewhat shaky to me; perhaps he was ill.” This may
be facetious but in fact Keller appeals to a long tradition of excusing Mozart’s
late works on grounds of failing health, depression, financial anxiety or the
necessity to compose on demand. The real reason for their dismissal, however,
may be that they do not correspond to the ‘Classical’ ideal formulated primarily
on the basis of the six quartets dedicated to Haydn and the quintets of 1787.
Instead, they represent a new path for Mozart, one that sometimes eschews
surface variety for the sake of a single motivating idea that frequently governs
both the surfaces and structures of his works.

The quintet K593, for example, has a first movement in a style more spare in
texture than that of the preceding quintets but polyphonically richer, especially
in the recapitulation where the exposition material is extended and elaborated.
The same can be said of K614, the minuet of which is canonic while in the
finale the development section includes a double fugue. At the same time, both
quintets self-consciously exploit similar topics — each first-movement Allegro
begins with a passage imitating horns (in K593 immediately following the
introductory gesture) —while making use of textures in novel ways. The Adagio
of the D major quintet, unlike the earlier quintet slow movements, is a study
in sonorities: each of its five large paragraphs is similarly structured around a
recurring pattern, beginning with the full ensemble, reducing to three parts (the
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violins and first viola alternating with the violas and cello) and then returning
to five. K614 is novel in a different way. Here the first movement can be read
as a contest between the first violin and the rest of the ensemble, each vying
with the other not only to assert superiority but also to control and direct the
musical discourse, achieving rapprochement only in the final bars.

The notion of a contest in the first movement of K614 suggests that generic
play, consisting in this case of tension between the ‘brilliant’ and ‘Classical’
styles identified by early writers on string chamber music, is self-consciously
present in Mozart’s works of the late 1780s. Generic play is hardly foreign to
Mozart’s earlier style: the Quintet for Piano and Winds, K452, takes over the
ethos of the concerto, the slow movement of the Horn Quintet, K407, of 1782
is also based on the model of the concerto, and the piano sonata K333 includes
a cadenza. But in the case of K614 there is a twist: Mozart manipulates not
merely markers of genre but markers of form and procedure as well. The slow
movement, ostensibly a theme and variations (and among the most popular of
Mozart’s late variation sets as several contemporaneous arrangements for key-
board show) not only takes over characteristic gestures of the rondo, including
tonic restatements of the main theme, but of sonata as well. The passages link-
ing the variations are typically transitional, while the climax of the movement,
which includes some of the sharpest dissonances in all of Mozart, corresponds
to the increase in harmonic tension characteristic of a sonata development.
A clear return to both tonic and main theme characterizes the final variation,
which is followed by a sonata-like coda, drawing together the main procedu-
ral gestures of the movement. (The same pervasive exploitation of underlying
topics characterizes the ‘Prussian’ quartets as well —and the slow movement of
K590 in particular is reminiscent of K614: here an almost obsessive set of vari-
ations masks a sonata structure that eventually gives rise to a coda of stunning
beauty.)

The essence of the ‘late’ style, characteristic in particular of the two last
quintets, is a return to an earlier aesthetic, one of unity of affect. It is not a
return to an earlier style, one marked by uniformity of surface: for Mozart,
the surface often remains as varied as ever, sometimes more varied, more dis-
junctive. But underneath, there is a uniformity of idea or topic that motivates
and is expressed by the music. In this respect, the later quintets are strikingly
different from the quintets of 1787, where variation, change, disruption and
disjunction, even at the level of the whole, is paramount. Nor is this newly
conceived and executed unity of affect a feature of the chamber music alone: it
also informs the REQUIEM, DIE ZAUBERFLOTE, LA CLEMENZA DI T1TO and the last
concertos. CLIFF EISEN

C. Eisen and W.-D. Seiffert, Mozarts Streichquintette. Beitrdge zum musikalischen Satz, zum
Gattunskontext und zu Quellenfragen (Stuttgart, 1994)

1. Emerson, ‘A Question of Order: Andante, Minuet, Or Minuet, Andante — Mozart’s String
Quintet in C major, K. 515°, Mozart-Jahrbuch 1989/g0, 89—98

H. Keller, ‘The Chamber Music’, in The Mozart Companion, ed. H. C. Robbins Landon and D.
Mitchell (London, 1956), 132—4

H. King, Mozart Chamber Music (London, 1968)

S. Newmann, ‘Mozart’s G-minor Quintet (KV. 516) and its Relationship to the G-minor
Symphony (KV. 550)’, Music Review 17 (1956), 28798

C. Rosen, The Classical Style (New York, 1971)
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D. Piano trios

Mozart was eight years old when he first wrote for keyboard and two other string
instruments, composing six sonatas (Kro-15) for piano, violin (or flute) and
cello in 1764. Twelve years later he wrote his ‘Divertimento a 3’ for piano, violin
and cello and in 1786 and 1788 composed his six mature piano trios. These
three stages in Mozart’s life can be traced in the heterogeneity of the thirteen
works; and diversity is present even within the final group. The first and last
of the final six, K496 and K564, both in G major, are less weighty than the
central four; K564, in fact, is surprisingly slight. The second trio of the six, the
‘Kegelstatt’ trio, K498, is scored for piano, clarinet and viola.

The primary differentiating feature among the works is the shifting parity
in instrumental roles, and this reflects the evolution of the piano trio genre
beyond the work of Mozart. Basil Smallman considers Mozart’s 1786 trios
to be milestones in their genre since the potential of the medium was real-
ized here for the very first time: the piano trio was the last of the Viennese
chamber media to reach maturity. Contemporary composers writing for the
trio (CLEMENTI, JOSEPH HAYDN, HOFFMEISTER, KOZELUCH, PLEYEL,
Sterkel and VANHAL) seem to have striven for participatory equality only
fairly haphazardly: although instrumental parts were gradually becoming
more equal, some composers were still writing continuo-like cello parts
towards the end of the 1780s. The trio medium was an emerging genre and
Mozart’s six late trios are exceptional in their sophisticated handling of the
ensemble.

Mozart’s sensitivity to the trio’s capabilities was no doubt aroused by his
experiences with string quartet, violin and piano duo, piano quartet and piano
concerto; his early sonatas Kro—15 and even the divertimento K254 need not
be regarded as precursors to the mature trios. Kro—1s5, in B flat, G, A, F, C and
B flat major, were written in LONDON and published as Op. 3 with ‘optional’
cello parts. Characteristically for their time (and in line with works by ECKARD,
SCHOBERT, HONAUER andJ. C. BACH), the sonatas could even function with-
out the violin or flute, contributing to a growing repertory of keyboard sonatas
with other instruments that were added for ‘colouristic’ purposes.

J. C. Bach’s harpsichord sonatas with accompanying violin and cello (heard
by Mozart in London in 1764) may have inspired his Divertimento a 3 in B
flat major, K254; he had also enjoyed Schobert’s trios in PARIS in 1763—4.
‘Divertimenti’ (chamber works or pieces for larger ensembles), were often
written for family celebrations such as name days, although the only record
we have 0of K254’s performance is a letter in which Mozart mentions giving it at
a concert in MUNICH in 1777. The piece is in three movements (anticipating
later violin sonatas and trios), with an outer Allegro assai and final Rondeau
(Tempo di Menuetto) of the light and sparkling nature that befits a divertimento
and a central Adagio in E flat that provides complementary lyrical writing. The
violin offers significant melodic and textural interest throughout the work but
the cello barely diverges from the piano’s left-hand part.

Although the early and late works are very different types of chamber music,
they share the envisaged platform of a domestic scene. Mozart’s early trios
were ideally suited to the amateur Hausmusik market: harmony and phrasing
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are straightforward; no serious technical demands are made; instrumentation
is flexible; and the pieces overall will probably interest players more than their
audiences. Mozart’s mature trios were written in a city enjoying a trio ‘boom’:
between 1781 and 1790, seventy original keyboard trios (of which fifty-one were
first editions) and eleven trio arrangements of other works were published in
VIENNA, surpassing figures for most other genres, and reflecting the emerg-
ing Viennese bourgeoisie’s search in the 1780s for chamber music that they
could play at home. Two references to trios in Mozart’s letters suggest that they
were written for informal gatherings with or for friends. Mozart almost cer-
tainly played all the piano parts himself, however, and made no concessions for
dilettantes: the pieces demand a high level of technical and musical ability. For
this reason too, the trios stand out among contemporary works for the same
genre.

1. Piano Trios in G major, K496 and K564

2. Piano Trios in B flat major, K502, in E major, K542, and in C major K548

3. Trio in E flat major (‘Kegelstatt’ trio), for Piano, Clarinet and Viola, K498

1. PIANO TRIOS IN G MAJOR, K496 AND K564

K496’s flamboyant opening bars, consisting of an elaborated ascending G
major scale in the piano, provide a simple, energetic impulse that continues
throughout the Allegro movement. The same octave figure is grasped by the
three players in unison at the beginning of the development section and then
passed between one another in imitative ascents of C major and C minor (and
their dominants). In contrast, K564 opens with a piano theme masked by uni-
son sustained strings. The mid-bar entry of this theme establishes a gently
offset rhythmic character that pervades the movement: the second thematic
area elaborates the same rhythmic idea and the cello’s accompaniment figure
is given tenuto marks on the second and fourth beats. The extreme brevity of the
movement (117 bars) is also striking: it has been suggested that the trio was
written for ‘beginners’, like the piano sonata K545.

Overall, K496 is certainly the more sturdy of the two G majorworks, especially
from the second movementonwards, when Mozart’s cello writing becomes par-
ticularly resourceful. K564’s C major central movementis disappointingly facile
in both its Andante theme and six variations, whereas K496’s central Andante
(also in C major), takes an initially innocuous theme through an inventive
sonata development and into C minor, as well as conjuring up a brief episode
of five-part counterpoint in the coda.

The codas of several Mozart trios contain exquisite chamber-music writing
and the finales of both G majorworks are well served in this respect. In K564, the
Allegretto rondo breaks into imitative counterpoint in a movement otherwise
limited to simple allocation of melody or accompaniment to the various parts.
The final coda of K496 plays a synthesizing role in relation to its preceding
theme and variations. Variation 4 departs considerably from the light, bouncy
‘home’ atmosphere through a departure to the tonic minor and creates a sinewy
four-part texture of interweaving lines; variation 5, back in the major, provides
further contrast with its Adagio tempo and delays resolution into the Primo
tempo of variation 6 through a recitative-like link and fermata. The nineteen-bar
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coda, touching on the minor mode butalso ‘correcting’ the minor material into
the major, represents an ideal counterweight.

2. PIANO TRIOS IN B FLAT MAJOR, K502, IN E MAJOR,
K542, AND IN C MAJOR, K548

Among the opening Allegro movements of these three trios, the one with the
most obvious ‘chamber’ atmosphere is that of K542; the mellifluous nature
of'its opening piano theme and the unusually detailed and intricate shades of
dynamics marked in the score, including the marking of ‘dolce’ to the sec-
ond theme, both provide chamber-like intimacy. K502, on the other hand,
opens with a piano solo suggestive of an intrepid piano concerto soloist;
such commanding piano writing (contrasted with ‘tutti’ strings in dialogue
with it) shapes the entire movement. K548’s unison opening of bold ascend-
ing arpeggios in dotted rhythms initially evokes the more cohesive world of
the string quartet, before shifting in similar fashion into more concerto-like
textures.

Much of the restrained K542 is shaped by gentle interruptions from the cello
part. When the strings enter after the piano’s twelve-bar theme, they repeat it,
but the cello interpolates an imitation of the piano’s ‘sigh’ motif after ten bars,
through which the unitis extended; and this ‘sigh’ to which the cello has drawn
attention will be the first material presented in the development section. Also
in the exposition, the cello pre-empts the close of theme 2 with a stretto entry
of this theme — in a surprise turn towards G major (bar 74).

The central Andante grazioso of K542 employs the cello in a manner that
is fundamentally linked to the movement’s harmonic structure, and recalls
Mozart’s autograph scores (for the keyboard quartets and piano concertos)
in which the cello is notated on a stave beneath that of the piano. The first
presentation of the movement’s stately theme s in the piano alone; in the second
presentation the cello and the violin surround the piano. The cello’s provision
of the bass-line in bar 13 in particular is a potent registral and harmonic feature
of the altered theme.

There is one moment in this movement that the cello is given an authen-
tic melody, in a repetition of a section in which the piano left hand takes a
similarly infrequent melodic turn (bars 64—7). More commonly in the trios as a
whole, link passages and accompaniment figures provide the cello with its most
interesting contributions. Accompaniment figures are particularly effective in
Ks502’s central Larghetto, in which a sustained eb’ in the alto range contributes
to the special atmosphere of the middle section, one that seems to occupy a
different realm from the rest of the movement (bars 57-62). In contrast the
cello breaks into one of the most beautiful ‘tenor’ melodies in all of Mozart’s
trios in the central Adagio cantabile of the C major K548 (bars 16—20).

This middle movement of K548 provides a weighty core to the trio as awhole:
melodic, harmonic and textural invention is woven together in a particularly
rich and intricate fashion. The outer Allegro movements contrast significantly
with the Adagio and with each other as well. The rondo is in a lilting 6/8 metre,
is playful in spite of a central minor episode, and features regular phrase struc-
ture and understated chromatic inflections. While these qualities are essentially
small-scale ones, the opening Allegro polarizes two dramatic characters in its
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first theme and seems to want to burst out of the trio medium. Aside from the
common tonality, the most striking point of comparison between the move-
mentsis theirlack ofthe sortofintense thematic developmentthatcharacterizes
K502 and K542.

Thematic development in K502 and K542 can even be observed between
movements. InK542, forexample, thereare several motivic ‘types’ thatappearin
the themes of the outer movement: descending parallel thirds in both crotchets
and quavers; descending quaver runs (often phrased in pairs); a group of three
quavers used as an upbeat; and a ‘mordent plus turn’ figure. The prominence of
the ‘sigh’ motif of the first movement finds a relation in a slow three-note figure
inthe third movementthatis used in the contextofa plethora of differentaffects.
Such inventiveness in characterization and subtle motivic linking highlights
Mozart’s remarkable ability to create unity with variety and vice versa.

A close examination of motivic development also illuminates similarities
between works: K542’s ‘turn plus mordent’ figure plays a prominent role in
both outer movements of K502. The final Allegretto rondo of this trio provides
such a profusion of thematic evolution and overlap that tracing ‘origins’ of note
groups to particular themesyields adazzlingly complicated picture. The listener
isalso dazzled, initially by the discontinuities of the movement (strikingly open-
ended phrases, abrupt shifts in register and disruption to bar structure) and
then by the plethora of thematic references in the magnificent synthesis of the
collage-like coda.

3. TRIO IN E FLAT MAJOR (‘KEGELSTATT’ TRIO), FOR PIANO,
CLARINET AND VIOLA, K498

K502, 542 and 548 were written shortly after Mozart had composed what is
arguably the most beautiful of all his trios; indeed, it is tempting to think of the
‘Kegelstatt’ (‘Skittle-Alley’) of August 1786 as a catalyst for Mozart’s further trio
explorations. It may indeed have been so, but Konrad Kiister points out that the
ensemble has a different heritage from that of the traditional violin and cello
combination. Neither viola nor clarinet functions in the bass register: clarinet
and viola are associated less with accompaniment than with melody, although
neither instrument at this stage had a tradition of duo sonatas with keyboard.
A trio of two melody instruments plus keyboard finds its nearest relative in the
‘enriched’ trio sonata of the Baroque.

Mozart’s two melodyinstruments were probably selected fora circle of people
meeting at the weekly musical gatherings of his friend Professor Nikolaus von
JACQUIN. Anton STADLER, a friend of both Mozart and Jacquin, very likely
played clarinet and Mozart may well have played the viola on this occasion,
with Jacquin’s daughter Franziska, a favourite piano pupil of Mozart, on the
piano. The unusual instrumental combination was played down in Artaria’s
1788 publication of the work for keyboard, violaandviolin (or clarinet), pointing
perhaps towards a conservative attitude on the part of the trio-buying public.

Thereis no evidence that Mozartactually wrote the piece while playing skittles
(as he himself claimed for the horn duos K487), in spite of its nickname. The
precise origin of the name remains obscure, but it reminds us that Mozart was
advised by his doctor to take some exercise in the summer of 1786; and, as we
know, he was fond of both billiards and skittles.
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The opening Andante, with its notably fluid, conversational style, appears to
evoke the informality of Jacquin’s soirées and the cordial relationships between
Stadler, Franziska and Mozart. The first theme, for example, comprises short
rhetorical ‘question—answer’ phrases between viola and piano, separated by
rests, followed by a more extended melodic passage on clarinet, which is then
echoed by the piano. The second theme, introduced on the clarinet, draws on
the opening figure of the first theme in its third phrase: boundaries between
the two are thus broken down. When the first theme returns in the tonic in
the recapitulation, the opening ‘question’ phrase is passed between the piano’s
two hands and then to viola and clarinet in stretto. The rests before the ‘answer’
are thus filled in by the harmoniously concurring voices, to the extent that the
‘question—answer’ construct has now been dissolved.

K498]i is the only first movement among Mozart’s trios that is an Andante.
The middle movement is equally unusual: it is a minuet and trio. Rather than
consisting of simple binary units, moreover, both minuet and trio are expan-
sive sections. The minuet’s repeated units are of 12 bars and 29 bars; the trio
falls into 23-bar and 32-bar repeated sections, followed by an eight-bar link
passage; the recapitulated minuet is slightly compressed, but followed by a
15-bar coda. In terms of texture, too, the movement breaks out of conventional
moulds. The piano uses octaves in the lefthand in areas of both accompaniment
and melody, creating a sturdy, solid minuet that would be less conspicuous if
a cello had done the equivalent doubling. This potentially lumbering effect
is avoided when a contemporary fortepiano is used for performance; it also
stands in stark contrast to areas of more obviously dance-like music and to
the trio.

The clarinet’s warmly melodious theme sweeps gentle conflicts away in the
ensuing Allegretto. The two principal players in the first section of this rondo
are the clarinet and piano; the viola tends only to fill out the alto range with
accompaniment figures. In the first reprise, however, the viola introduces the
main theme, a prominent role for which the first episode gives ample prepara-
tion. This episode is in C minor and is dominated by vigorous viola statements
and later, viola triplet figuration. This writing highlights the difference between
Mozart’s viola and cello material: he wrote no such dramatic material for the
cello. In the A flat major second episode the clarinet is back in its prominent
role and many of the melodic lines resemble the main theme, but when it finally
returns properly, it is elaborate and florid. The surfeit of creative ideas in the
closing pages brings about a joyous conclusion to the work.

RACHEL BECKLES WILLSON

K. Kiister, Mozart: A Musical Biography, trans. M. Whittall (Oxford, 1996)
B. Smallman, The Piano Trio (Oxford, 1990)

E. Piano quartets

According to Mozart’s early biographer GEORG N1KOLAUS NISSEN the pub-
lisher FRANZ ANTON HOFFMEISTER commissioned three piano quartets
from Mozart, but cancelled the agreement (with the composer’s consent)
after poor sales of K478 in G minor (16 Oct. 1785); K493 in E flat (3 June
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1786) subsequently appeared with ARTARIA as Op. 13 in 1787. Initial lack of
success in VIEN N A, however, did not preclude a mini craze for one of the piano
quartets (probably K493) elsewhere in GERMANY. Reporting the popularity
of the work soon after its publication, a correspondent for the Weimar-based
Journal des Luxus und der Moden (1788) also explained that it was a work for the
musical professional rather than the fashionable amateur:
The cry soon made itself heard: ‘Mozart has written a very special Quartet
and such a such a Princess or Countess possesses and plays it!” and this
excited curiosity and led to the rash resolve to produce this original
composition at grand and noisy concerts and to make a parade with it. . .
Many another piece keeps some countenance even when indifferently
performed; but this product of Mozart’s can in truth hardly bear listening to
when it falls into mediocre amateurish hands and is negligently played. —
Now this is what happened innumerable times last winter . . . What a
difference when this much-advertised work of art is performed with the
highest degree of accuracy by four skilled musicians who have studied it
carefully, in a quiet room when the suspension of every note cannot escape
the listening ear, and in the presence of only two or three attentive
people!
Thecritic herebyhits on one ofthe mostimportantaesthetic features of Mozart’s
piano quartets that has influenced their reception ever since, namely that they
intersect with the musical spheres of public and private. While the work in
question featured at the kind of ‘grand and noisy [public] concerts’ at which
orchestral works such as symphonies and concertos were regularly performed,
it was much better served (according to this critic at least) by being played in a
private, chamber-music setting of ‘a quiet room’ with ‘only two or three’ people
in attendance.

Stylistically, too, K478 and K493 can be regarded as hybrids of the public
and private realms of Mozart’s piano concertos and string chamber music;
Mozart treats K478, Alfred Einstein explains, ‘as the purest and most charac-
teristic chamber music, making just as exacting demands on the virtuosity of
the pianist, however, as many a concerto of the period’. It is revealing to probe
stylistic matters further. In the development section of K493/i, for example,
Mozart retains the technique of piano—orchestra confrontation from corre-
sponding sections of piano concertos such as K449/i, K466/i and K493/i, but
transforms it in such a way as not to run completely counter to the cooperative
spirit of late eighteenth-century chamber music. Two-bar units of transition
material heard in unison in the viola and cello contrast forcefully with two-bar
units of flamboyant semiquavers in the piano (bars 106-17), but confrontation
is tempered by the first violin playing the transition material simultaneously
with the piano semiquavers. As a result, the piano is pitted against only one
segment of the string group, not the group in its entirety as in the strongest con-
frontations in the piano concertos. The hybrid stylistic status 0f K493 is equally
evident elsewhere in the movement as well. On the one hand, the transition
has an affinity with the corresponding sections of both the piano concertos —
showcasing piano passage-work that is ever present in this section of Mozart’s
1784-6 concertos — and the string quartets (featuring dialogue among partic-
ipants, but not all the participants, as is the case in Mozart’s ‘Haydn’ quartet
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first movements, as the cello is not involved); on the other hand, Mozart avoids
pronounced soloistic virtuosity between the end of the secondary theme and
the close of the exposition (bars 79—95), in similar fashion to the quartets but
in contrast to the piano concertos.

On 30 November 1791, just a few days before Mozart’s death, one critic
remarked that K493, like the ‘Hoffmeister’ String Quartet, K499, was ‘written
with that fire of the imagination and that correctness, which long since won
for Herr M. the reputation of one of the best composers in Germany’. Over two
hundred years later few would surely deny that K478 and K493 both represent
masterpieces of creative and cerebral compositional activity. sIMON p. KEEFE

A. Einstein, Mozart: His Character, his Works (New York, 1945)
K. Kiister, Mozart: A Musical Biography, trans. M. Whittall (Oxford, 1996)
B. Smallman, The Piano Quartet and Quintet: Style, Structure and Scoring (Oxford, 1996)

F. Mixed ensembles

Mozart’s mixed chamber ensembles involving winds include seven works for
one wind instrument with strings (the flute quartets K285, K28sa and
K285b — if they are by Mozart — and K298; the Oboe Quartet, K370; the Horn
Quintet, K407 and the Clarinet Quintet, K581) and two works with keyboard
(the quintet K452 for piano, oboe, clarinet, horn, and bassoon as well as the
trio K498 for piano, clarinet, and viola). He composed each of these for par-
ticular performers or special occasions and with the exception of the flautist,
the players were accomplished professionals. Mozart was also responding to a
local trend. In the context of late eighteenth-century VIEN NA mixed quartets
and quintets were popular and fashionable (over 400 are listed in the publisher
JOHANN TRAEG’s 1799 catalogue alone) as were accompanied keyboard gen-
res. Both types of ensembles, as well as other chamber-music genres, were in
demand for the private musical gatherings and salons so important to Vien-
nese musical life. At the same time, the proliferation of mixed wind/string
quartets and quintets paralleled the establishment during the 1770s and 1780s
of the string quartet as the predominant chamber-music genre and the most
widely published composers of the mixed quartet/quintet repertory were those
who actively composed string quartets and quintets: PLEYEL, HOFFMEISTER,
WRANITZKY, Krommer and GYROWETZ. The majority of mixed works were
for flute, an instrument popular with the dilettantes (the hundreds of operas
and ballets arranged for flute quartet further attest to this ensemble’s vogue).
But unlike Mozart’s works, those of his contemporaries catered principally to
amateur consumers of music; they were galant in style, easy in both execution
and comprehension. Piano trios were the most widely cultivated accompanied
keyboard genre in the late eighteenth century; the repertory of quartets and
quintets was considerably smaller. While the majority of the ensembles were
for piano and strings, publishers’ catalogues also included a selection of vari-
ous scorings involving winds. The only mixed piano/wind/string ensemble to
appear with regularity was the piano trio with flute as an alternative to the cus-
tomary violin. As far as we know, the scorings of Mozart’s K452 and K498 were
unprecedented and unique.
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The quality of being ‘mixed’ affected the reception of the mixed instrumenta-
tion chamber works. The pre-eminence of the string quartet and the valuation
of'its ideal attributes, including equality of partnership among the four instru-
ments, pureness of sound, and homogeneity of timbre, had a powerful effect
on closely related genres. Thus mixed quartets and quintets were often seen
as weak alternatives to string quartets and the mixed instrumentation under-
stood to create an undesirable timbral imbalance at odds with string quartet
values. According to one nineteenth-century critic from the Allgemeine musikalis-
che Zeitung (16 May 1810): ‘The effect of quartet music is based in part on the
beautiful unison of four instruments . . . On account of the diversity of timbres,
acombination of wind instruments never gives as beautiful and pure a result as
four string instruments, with which sustained notes flow together in a single
harmonious sound.” Chamber music with keyboard was also held to a different
standard since in the late eighteenth century it was composed primarily for
amateurs (Liebhaber), whereas string quartets were intended increasingly for
connoisseurs (Kenner).

Mozart’s mixed works, as well as those of the Viennese repertory generally,
exhibita range of styles, textures and approaches to instrumental balance. They
are also ‘mixed’ with respect to genre, incorporating a blend of features from
other types of works; an evaluation of Mozart’s wind/string works, for example,
invites comparison with his STRING QUARTETS and STRING QUINTETS and
with the wind cONCERTOS. Compared to his string works, the mixed works
have shorter cyclic structures of three or two movements (except for K581),
and are simpler in texture and style. While solo versus tutti textures and other
concerto-style gestures, as well as an occasional highlighting of the wind instru-
ments, demonstrate concerto influence, the overall hierarchical arrangement
of instruments resembles the string chamber works more than the concer-
tos. Structurally, the piano/wind works are similar to the piano quartets and
trios; stylistically they are influenced to differing degrees by public-style piano
concertos and private-style chamber pieces.

The flute quartets K285 and K285a probably stem from a commission
for ‘three little, easy, and short concerti and a pair of quartets for the flute’
Mozart received while in MANNHEIM (1777-8) from the amateur flautist
FERDINAND DEJEAN. Current opinion is that K285b may be inauthentic
and date from 1781 while Mozart most likely composed K298 in 1786—7 pri-
vately for the JAcQUIN rFamiLy. All four flute quartets are galant in style. The
flute part dominates K285 in a way that the first violin does not in Mozart’s
string quartets, an indication that he already viewed the two quartet types
differently. Though written to an amateur’s specifications the parts are not
especially easy. Concerto style influences the other movements, a pizzicato-
accompanied aria for flute, and an ebullient rondo. The remaining three quar-
tets are short, easy and appropriate for amateurs of modest ability. K285a
and K28sb are each in two movements. The light style and use of popular
contemporary tunes in each movement of K298 has prompted some scholars
to suggest that Mozart intended it as a light-hearted parody of the Parisian
quatuors d’airs variés cultivated by his contemporaries. The movement types are
also simple in style: a moderate-tempo variations movement, a short min-
uet and trio, and a monothematic rondo with the jocular heading Rondieaoux.
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Allegretto grazioso, ma non troppo presto, non troppo adagio. Cosi-cosi-con molto garbo ed
esspressione.

Mozart wrote the Oboe Quartet, K370, in 1781, while in MuNICH, for
FRIEDRICH RAMM, principal oboist in the orchestra of the Elector of Bavaria.
Mozart provided Ramm with ample opportunity to display his talent in this
quartet while at the same time integrating the parts: the result is equality-
minded chamber music rather than miniature concerto. While not as texturally
dense as many string quartet movements, the principles of thematic distribu-
tion are similar. For example, in the opening of the first movement the oboe
is the leader rather than the soloist and while it carries the tune, the violin and
viola contribute material with rhythmic and contrapuntal interest. The final
two movements draw generically upon the concerto. The Adagio treats the
oboe throughout like a vocal soloist: the string opening evokes an aria ritor-
nello while the oboe’s messa di voce entrance, virtuosic flourishes, wide leaps
and cadenza recall soloistic gestures of the sorts found in opera arias. The
light-hearted rondo almost exclusively treats the oboe as soloist and includes
an impressive polymetric section with the virtuosic oboe part in 4/4 and the
strings in 6/8 time.

Of the mixed works with one wind, K407 has the greatest kinship with the
concerto. Mozart’s friend IGNAZ LEUTGEB, principal horn in the Archbishop
of Salzburg’s court orchestra, was the likely recipient of the quintet as well as
the four concertos K412, K417, K447 and K495, all of them composed during
the 1780s. Thus it is not surprising that the quintet shares a stylistic language
with the concertos and that the horn plays a soloistic role, especially in the first
movement. In contrast to the equality-minded texture at the outset of K370,
K407 heightens the effect of the horn’s lyrical entrance by preceding it with
tutti fanfares in the strings, a gesture evocative of a concerto’s preparation for
the soloist’s entrance. However, the horn does not act exclusively as soloist but
also acts as concertante partner with the violin in the first movement, sharing
responsibility for conducting the musical argument. While the slow movements
0f K285, K370 and K581 feature the wind as concerto-type soloist, the intimate
chamber writing and frequently changing instrumental groupings of K407’s
middle movement promote balance within the ensemble and downplay soloistic
display.

Mozart wrote the Clarinet Quintet, K581, for ANTON STADLER, who pre-
miered the work on 22 December 1789. The original version (now lost) was
for Stadler’s special ‘Bassettklarinette’, an instrument with a downward exten-
sion of four semitones. Among Mozart’s mixed works K581 is the only one in
four movements; it is also the only one to replace the usual rondo finale with
a theme and variations movement. A significant departure from other works
is its synthesis of concertante and equality-minded chamber styles. As with
his string quintets, there is antiphonal writing between various groupings of
instruments and with the exception of the concerto-like slow second movement
(written in the same vein as the slow movement of the Clarinet Concerto, K622),
the clarinet does not predominate; each instrument receives concertante treat-
ment. An interesting and subtle feature is the way in which the opposition of
wind to strings is a topic of the work. For example, the opening foregrounds
the inclusion of a heterogeneous element into the homogeneous string quartet
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ensemble: the idiomatic four-part textured string passage accentuates the tim-
bral homogeneity of that group while the clarinet’s soloistic and ornamental
flourishes following the complete phrases of the tune accentuate its outsider
status. The clarinet continues its distance from the strings; the full ensemble
does not play together until bar 36. In the course of the movement the ensemble
integrates the clarinetinto the texture and the group so thatin the recapitulation
all five parts play the opening theme.

Mozart entered the Quintet for Piano and Winds, K452, in his thematic cata-
logue on 30 March 1784; itwas first performed, with the composer at the piano,
on 1 April 1784 at a benefit concert in the Burgtheater, together with the piano
concertos K450 and K451. In a letter of 10 April Mozart reported to his father:
‘I composed two grand concertos and then a quintet, which received enthu-
siastic applause. I myself consider it to be the best work I have ever written.’
The four dissimilar wind timbres pitted against the piano in this extraordi-
nary work must have posed Mozart with a compositional challenge. He con-
tended with the instrumental balance by constructing themes easily divisible
into small motifs and by changing textural groupings every few bars for a
kaleidoscopic array of tone colours. The quintet shares with the contempo-
raneous piano concertos the integral feature of dialogue and close interplay
between the winds and piano. Yet, while it was written in the spirit of the
piano concertos and the piano partis occasionally virtuosic, the piano does not
predominate; each of the wind instruments receives concertante and idiomatic
treatment. An explicit reference to concerto style is the final movement’s
‘cadenza in tempo’ for all five parts that yet remains within the bounds of
chamber style.

While the otherlate piano trios exhibit the influence of concerto style, the Trio
for Piano, Clarinet and Viola, K498, completed in August 1786 (and discussed
in detail in CHAMBER MUSIC: PIANO TRIOS), remains within the sphere of
chamber music. Its relaxed pace, close interplay between parts, and the absence
of virtuosic display reflect the intimate domestic setting for which it was proba-
blywritten: the Jacquin family musical circle. According to Karoline von Pichler,
Mozart composed the piano part for his pupil, Franziska von Jacquin; the first
performance may have included Mozart on viola and Anton Stadler on clar-
inet. Its unique instrumentation may have determined its unique scoring and
form. It is the only work to modify the fast-slow—fast cyclic structure with
two outer movements of moderate tempo and an interior minuet, the only
minuet in Mozart’s trios. With one member each of the strings, winds and
keyboard families — three contrasting timbres — none stands out as potential
soloist; each instrument is treated as a melody instrument, leading to complete
independence of the three parts. The distribution of thematic material is most
equitable in the rondo finale, which devotes each return of the theme after the
first and each episode to a different instrument. SARAH ADAMS
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church sonatas. The church sonatas, also known as ‘epistle sonatas’ or ‘organ
sonatas’ were written for the liturgy of SALZBURG Cathedral, where Mozart
was appointed Konzertmeister on g August 1772. The autograph copies are
entitled ‘sonatas’, and the term Sonata all’Epistola is found in a letter written
by LEorOoLD MOZART (in Wolfgang’s name) to PadreMARTINT (dated 4 Sept.
1776). They were intended for performance during Solemn Mass while the cel-
ebrant, after reading the Epistle, moved from the south side of the choir to
the north, in order to read the Gospel. Formally, they comprise sonata allegro
movements, all in major keys, with an abbreviated development section.

The majority of the seventeen church sonatas are scored for two violins and
bass (marked ‘Organo e Basso’ in the original sources). The size of forces
intended is not specified, but a complement of one player per part, in the
manner of an Italian sonata da chiesa is a possibility; archival sources from
Salzburg Cathedral suggest that two-to-a-part performance was the norm for
string players. Three sonatas are scored for larger ensembles, which include
oboes, horns, trumpets and timpani. The designation ‘basso’ for the bass part
also occurs elsewhere in Mozart’s oeuvre; here it probably implies violone
(with cello and bassoon ad libitum). The organ usually functions as a continuo
instrument, with its part either notated as a figured bass or fully written out.
The later sonatas feature obbligato organ solos, which, in the case of K336,
result in a concerto-like movement. Contrary to the editorial suggestion of the
NEUE MOZART-AUSGABE, the source for this sonata implies a performance with
one organ (rather than two), which alternates between soloistic and continuo
roles.

The continuo function of the organ, together with the chamber-like scoring
of many of these sonatas, indicates that they were intended for performance on
one of the smaller cathedral organs. This is corroborated by Leopold Mozart’s
account of church music in Salzburg for Marpurg’s Historisch-critische Beytrdge
zur Aufnahme der Musik of 1757, which details the size and disposition of instru-
mental forces in the cathedral. In addition to the main organ, used exclusively
for solo preludes, there were smaller organs in each of four galleries at the
cathedral crossing, together with one at ground level, which accompanied the
choir.

The only indication for registration given in the sources of these sonatas is
the marking ‘Copel allein’ in the autograph of K244 and 245; this refers to a
stopped flute register of 8-foot pitch, fuller-toned than its modern equivalent.
The pedals are used sparingly, in order to sustain bass notes, and only required
in K245, 274, 328 and 329.

Mozart’s church sonatas, composed between 1772 and 1780, were the only
such works written in Salzburg after about 1760 and suggest that he had a
keener interest in instrumental music than in the vocal music expected of a
musician employed as Konzertmeister to the Archbishop of Salzburg.
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Clementi, Muzio (b. Rome, 23 Jan. 1752; d. Evesham, Worcestershire, 1o Mar. 1832).
Keyboard player and composer. Although Italian born, Clementi was chiefly
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based in England from 1766, when he was brought there by Peter Beckford.
He had a highly successful career as a pianist and composer, as a teacher (his
most important pupils were J. B. Cramer and John Field) and as a publisher.
Clementi undertook several continental tours, including one to VIENNA in
1781, where on 24 December he played a piano duel with Mozart that was
arranged by JoserH II; the contest included improvisation, sight-reading and
performances of their own works. Clementi later wrote of Mozart: ‘I had never
before heard anyone play with such spirit and grace.” Mozart, however, was
less generous, writing to his father: ‘He is an excellent keyboard player, but
that is all. He has great facility with his right hand. His star passages are
thirds. Apart from this, he has not a kreutzer’s worth of taste or feeling; he is a
mere mechanicus’ (12 Jan. 1782). The next year he wrote of Clementi’s sonatas:
‘anyone playing or hearing them will realize that they are worthless composi-
tions’ (7 June 1783). It seems likely, given Mozart’s continuing need to justify
himself'and to demean Clementi, that the Italian pianist was a more challeng-
ing opponent than he had anticipated and that the contest may have been a
draw. CLIFF EISEN

K. Komloés, ‘Mozart and Clementi: A Piano Competition and its Interpretation’, Historical
Performance 2 (1989), 3—9
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clemenza di Tito, La, K621 (The Clemency of Titus). Serious opera in two acts on a
libretto by PIETRO METASTASIO adapted by CATERINO MAZZOLA; first per-
formed PRAGUE, 6 September 1791.

1. Genesis
2. Text and music
3. Reception

1. Genesis

On 8 July 1791, less than two months before the premiere, DOMENICO
GUARDASONT, impresario of the Italian opera in Prague, signed a contract
with representatives of the Estates of Bohemia (essentially the nobility and
clergy) in which he agreed to present a new opera seria to celebrate the forth-
coming coronation of LEoroLD Il as King of Bohemia. He promised to engage,
in addition to a musico and a prima donna of the highest quality, ‘a distinguished
composer’ who was to set to music one of three librettos. The only one of these
librettos identified in the contract was the one chosen: La clemenza di Tito.

Guardasoni’s contract refers repeatedly to his intention of going to Italy
to engage singers. If he did so, he probably stopped on his way in VIENNA,
where he asked ANTONIO SALIERI, imperial-royal court music director, to
compose the coronation opera. When Salieri, occupied with the responsibilities
of running the court opera and perhaps also lacking confidence in his ability to
satisfy theItalianate tastes of the imperial couple, turned down the commission,
Guardasoni went to Mozart, who accepted it.

In 1959 the Czech musicologist Tomislav Volek suggested that Mozart
began composing Tito before he received the commission, and that the opera
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was consequently not the product of haste that earlier scholars and critics
had found easy to dismiss. Although Volek’s thesis contributed to a remark-
able revival of interest in the opera on the part of both scholars and per-
formers, the preponderance of evidence now supports the view (argued per-
suasively by Sergio Durante) that Mozart did not begin composition until
after accepting the commission, probably around the middle of July 1791.
Caterino Mazzola, house poet to the court theatre in Dresden, served briefly
in the same capacity in Vienna during 1791. Guardasoni or Mozart turned to
him for the task of bringing Metastasio’s fifty-seven-year-old libretto up to
date.

Mazzola’s revision was extensive. He reshaped Metastasio’s three-actlibretto
into two acts. He cut much dialogue, replacing some of it with orchestrally
accompanied ensembles. He omitted several arias, replacing some of them
with new aria texts. His most remarkable innovation, the finale with offstage
chorus that ends Act 1, was crafted out of fragments of Metastasio’s dialogue
and arias. Mozart must have approved of Mazzola’s work. When he entered Tito
into the catalogue of his works he noted that the libretto had been ‘reworked
into a true opera’.

For most of the cast Guardasoni called on members of his own troupe in
Prague. In addition to the tenor Antonio Baglioni (Tito) he engaged Carolina
Perini (Annio), Gaetano Campi (Publio), and Antonia Miklaszewicz (better
known under her married name Campi; Servilia). For the prima donna role
of Vitellia he engaged Maria Marchetti Fantozzi, a singer of leading roles in
some of Italy’s biggest theatres, and for the role of Sesto, Domenico Bedini, a
distinguished and experienced musico.

Pressed for time, Mozart probably departed from his normal practice of wait-
ing until he knew the vocal qualities or even the identity of some of these singers
before beginning to compose their music. Some sketches of Sesto’s music show
that Mozart, at this early stage in the compositional process, believed that Sesto
would be portrayed by a tenor. Perhaps he thought that Baglioni, whom he knew
from having written the role of Don Ottavio for him in DoN GiovAaNNI, would
sing Sesto, and that the musico required by Guardasoni’s contract would take
the role of Tito. Mozart may also have written some of Vitellia’s music before
he knew Marchetti Fantozzi’s voice. The trio ‘Vengo . . . aspettate.. . . Sesto’ and
the fast section of the rondo ‘Non pit di fiori’ do not match the vocal profile of
Marchetti Fantozzi that emerges from music written for her by other composers
in the 1780s.

Mozart and his wife arrived in Prague on 28 August, accompanied by FRANZ
XAVER SUSSMAYR, the student and assistant who came to Prague probably
to help with copying, proof-reading and rehearsals. The next few days must
have been full of last-minute composing for Mozart, and probably also for
Siissmayr. With the exception of a few bars, Mozart’s autograph score contains
no simple recitative. A report published shortly after the premiere in a Berlin
journal claimed that ‘only the arias and choruses were by his [Mozart’s] hand;
the recitatives were by another’. It is likely that Siissmayr was the unnamed
composer of the simple recitative. Mozart’s compositional labours continued
to the day before the premiere: he entered the opera in his thematic catalogue
under the date 5 September.
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2. Text and music

Mozart’s coronation opera takes place in Rome in AD 79, ten years after the
famous ‘year of the four emperors’, when Vespasian had become emperor by
defeating the upstart Vitellius, brutally killed by a mob of victorious soldiers.
Now Vespasian’s son Titus (Tito in the opera) is emperor. Vitellius’ daughter
Vitellia— goaded by a confused mixture of desire for revenge for the death of her
father, political ambition and love (she says that Tito’s greatest crime is that he
has seduced her ‘almost into loving him’) — hopes to become empress as Tito’s
wife. But Berenice, the Judean princess whom Tito loves, blocks her way to the
throne and inflames her jealousy.

Thebriefbutbrilliant overture establishes C major as the opera’s framing key.
Its pomp bespeaks both the grand occasion for which the opera was composed
and the imperial subject matter. The drama begins with a heated conversation
between Vitellia and Sesto, a young nobleman who loves her. She has exploited
his passion by persuading him to lead a rebellion against Tito and to assassi-
nate him. But now Sesto has second thoughts, and reminds Vitellia of Tito’s
virtue. Enraged, she absolves him of his promise and is about to leave when
Sesto relents. He begins the duet ‘Come ti piace, imponi’ by telling Vitellia that
he will do whatever she commands; she responds that he must kill Tito before
sunset. In their contrasting musical statements — Sesto’s sweetand lyrical, Vitel-
lia’s angular and emphatic — we hear a musical depiction of their contrasting
characters that complements the verbal depiction provided by Metastasio in
the preceding dialogue.

Sesto’s friend Annio enters with news that Tito, yielding to his subjects’
unwillingness to have a foreign princess on the throne, has broken off his
relations with Berenice; she has left Rome. Vitellia sees an opportunity for
herselfin this news and tells Sesto to postpone the rebellion. When he protests
ather manipulation ofhis feelings, she teases him with her charming aria ‘Deh,
se piacer mi vuoi’, in which she expresses the combination of imperiousness
and the flirtatiousness so characteristic of her powerful personality. The aria
begins with two bars borrowed from an aria in Salieri’s Il talismano (1788),
‘Guida I'industre amante’.

Annio loves Sesto’s sister Servilia. After Vitellia has left the stage, Annio
asks Sesto to help him obtain Tito’s approval of his marriage to Servilia. Sesto
promises to do so, and the two men celebrate their friendship in a gently amiable
duet, ‘Deh prendi un dolce amplesso’. This is the first of many short numbers
in La clemenza di Tito (mostly for characters of secondary importance), a feature
that keeps the action moving forward at a satisfying pace and the audience’s
attention focused on the principal characters.

The imperial ambience alluded to in the overture returns with a march that
beginswith a fanfare for trumpets and drums. This musicaccompanies achange
of scene (the Forum) and announces the arrival of Tito, Publio (commander
of the praetorian guards), other officers of state and a great throng of people,
who sing a joyful chorus, ‘Serbate, o Dei custodi’. Tito expresses his virtue by
refusing to allow a temple to be built in his honour; let the money be used
instead, he orders, for the relief of those affected by the eruption of Vesuvius
that recently destroyed Pompeii. The people and officers disperse, leaving Tito
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alone with Sesto and Annio. The Emperor tells Sesto that since his subjects wish
him to marry a Roman, he has decided to marry Sesto’s sister. Annio, stunned
and heartbroken, can think of nothing to do except to praise the Emperor’s
choice of Servilia. When Sesto warns Tito that too much generosity will make
his subjects ungrateful, he responds, in the aria ‘Del pit sublime soglio’, that
benevolence is his only source of happiness. Sesto and the audience know, how-
ever, that in blessing Sesto’s family the Emperor will make Annio and Servilia
miserable.

Annio, alone, is soon joined by Servilia, whom he tells of Tito’s intentions.
Momentarily forgetting that she is Tito’s bride-to-be, he calls her his beloved.
He begins the lovely duet ‘Ah, perdona al primo affetto’ by asking Servilia to
forgive this lapse in decorum. As a woman, Servilia is less afflicted than Annio
by the contradictory claims of romantic love and loyalty to the Emperor. Her
love for Annio comes first. She goes immediately to Tito and tells him the truth.
The Emperor welcomes her honesty and blesses the union. He declares, in the
aria ‘Ah se fosse intorno al trono’, that he would be happy to rule if only all his
subjects were as honest as Servilia.

Vitellia comes upon the overjoyed Servilia, and congratulates her sarcastically
for having been chosen as Tito’s bride. When Servilia, leaving, tells Vitellia that
she has reason to hope that Tito will marry her, Vitellia thinks that Servilia is
mocking her; her anger rises to a new level of intensity. Sesto arrives, and to him
she directs all her fury. In a long harangue she breaks down his resistance. He
promises again to lead a rebellion against Tito, but on the point of leaving he
asks for buta loving glance from her. His exit-aria ‘Parto, ma tu, ben mio’, with
the gorgeous clarinet solo that Mozart wrote for his friend ANTON STADLER,
builds in energy and excitement as it accelerates in tempo from Adagio to
Allegro to Allegro assai.

Immediately after Sesto leaves to start the uprising, Publio and Annio arrive
to tell Vitellia that Tito has chosen her to be his wife and to ask her to go to him.
The news puts her in a state of confusion and horror, which she expresses in
‘Vengo! aspettate! Sesto!’—a trio, or, perhaps better, an aria for Vitellia in which
Annio and Publio are pertichini or bit players. Many leaps in Vitellia’s vocal line,
its fragmentation into small phrases separated by rests, together with frequent,
abrupt shifts in dynamics in the orchestra, all contribute to this depiction of
emotional turmoil, which is enhanced by irony as Annio and Sesto express their
belief that Vitellia’s excitement arises from joy at her impending marriage to
the Emperor.

A change of scene takes us from Vitellia’s indecision to that of Sesto, whom
we find standing before the Capitol. (Although this scene is sometimes depicted
on stage as taking place at night, there is nothing in the opera’s stage directions
ordialoguetosuggestthis.) Inan emotionally tense monologue, Sesto struggles
with his conflicting desires to win Vitellia and to remain loyal to Tito. He finally
decides in favour of loyalty to the Emperor; butjustat that moment he sees a fire
breaking out on the Capitol and hears the sound of crashing arms. He realizes,
with a cry of agony, that his change of heart has come too late. Throughout
this scene Sesto’s plight is intensified for the audience by its knowledge that
Vitellia is desperately trying to find him in order to tell him to call off the
rebellion.
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In the great finale of Act 1, Mazzola presented on stage events only described
in Metastasio’s libretto, giving wonderful opportunities for theatrical display
not only to Mozart but to the scenic designer Pietro Travaglia (whose design
for this scene was recently identified by Durante) and to the technical crew of
the National Theatre in Prague. The fire that consumes the Capitol may have
reminded the audience in Prague of another fire first staged in the same theatre:
the one into which the hero fell at the end of Don Giovanni. (Leopold and his
court had attended a revival of Don Giovanni just four days before the premiere
of Tito.)

The finale begins with Sesto praying to the gods to save Tito. Annio enters,
followed by Servilia; at about the same time Sesto disappears into the fray.
Excitement increases as the music moves from E flat major to C minor, whose
arrival isaccompanied by string tremolos and the sound of trumpets and drums.
The people of Rome, in the form of an offstage chorus, express their horror by
crying out ‘Ah! on a diminished seventh chord. Tonal instability, syncopations
and abrupt shifts of dynamics all help to convey an atmosphere of menace and
violence.

Sesto returns, announcing that Tito has been killed. Servilia, Annio and
Publio askwho committed this crime; Sesto isaboutto confess his responsibility
when Vitellia interrupts him and tells him to keep quiet. The finale ends with
a mournful ensemble — almost a funeral march — for soloists and chorus, ‘Oh
nero tradimento’. To end an act with a slow movement was rare in eighteenth-
century opera; in doing so Mozart earned the disapproval of Salieri, whose
student Anselm Hiittenbrenner remembered his teacher arguing ‘that Mozart
completely mishandled the final scene of the firstact of Titus. Rome is burning;
the whole populace is in tumult; the music should also storm and rage. But
Mozart chose a slow, solemn tempo and expressed more horror and shock. I
did not allow myself to be led into error by Salieri, and agree even today with
Mozart’s view.’

At the beginning of Act 2 Annio tells Sesto that the rebellion has been sup-
pressed and that Tito has survived unharmed. Sesto, happy and relieved at the
news, admits his guilt and tells of his intention to flee Rome. Annio urges him
to stay, to confess everything to Tito and to trust in his clemency. His aria “Torna
di Tito al lato’ expresses the tenderness of his feelings for both Sesto and the
Emperor.

After Annio leaves, Vitellia enters; she tells him to take just the opposite
course, to flee. She still hopes for the crown, and she is afraid that Sesto,
if he stays in Rome, will ruin her chances by confessing everything to the
Emperor, including her part in the plot. They are interrupted by Publio, who
takes away Sesto’s need to make a decision by arresting him and informing
him that the man whom Sesto stabbed was not Tito but the conspirator Lentulo
dressed as Tito. Having survived the wound, Lentulo has implicated Sesto in the
rebellion.

The trio ‘Se al volto mai ti senti’ conveys beautifully the evolving feelings of
Sesto, Vitellia and Publio. Like so many of his melodies, the tune with which
Sestobids Vitellia farewell is gentle and sweet. (Itis preceded by an instrumental
introduction for solo winds, depicting the breeze to which Sesto refers in his
opening words.) Vitellia, in contrast, is accompanied by more active rhythms
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and tonal instability—aviolent turn to the minor—and several sudden drops into
her low register. Publio repeats the command ‘Vieni’ with stony indifference to
Sesto’s plaintiveness and Vitellia’s confusion. The tempo shifts from Andantino
to Allegretto and Sesto addresses Vitellia with a sentimental tune, ‘Rammenta
chi adora’ that causes even Publio to feel pity for his prisoner.

In an audience chamber in the imperial palace, patricians, praetorian guards
and citizens of Rome thank the gods for Tito’s survival in the chorus ‘Ah grazie
sirendano’. Awaiting the Senate’s investigation of Sesto’s role in the rebellion,
the Emperor expresses confidence that his friend will be found innocent. Publio
warns him thatLentulo’s testimony is damning. In his onlyaria, ‘Tardis’avvede’,
the commander of the praetorian guards reflects on the inability of the virtuous
to see treachery in others; but Tito’s faith in Sesto is unshaken.

Annio enters, followed by Publio, who hands Tito a document. In response
to Sesto’s confession the Senate has sentenced him, along with the other con-
spirators, to be thrown to the wild beasts in the arena. Annio pleads for mercy
for his friend in the aria ‘Tu fosti tradito’, and he and Publio leave Tito alone to
express his horror and disappointment. His orchestrally accompanied recita-
tive begins with an instrumental cry of pain: a repeated, syncopated diminished
seventh chord in the orchestra’s highest register. Tito is about to sign the death
sentence when he changes his mind, deciding he must give Sesto a chance to
explain his actions. As he waits for Sesto to appear, his anger dissipated, he
meditates on the unhappy fate of rulers, without the peace of mind that even a
simple peasant, in his rustic cottage, enjoys.

Publioreturns, followed shortly by Sesto. Tito and Sestolookinto each other’s
faces — Tito’s is angry, Sesto’s shameful — and begin the trio ‘Quello di Tito &
il volto’ by expressing surprise at how recent events have transformed them.
Publio perceives not only anger in Tito’s face but also the emotional conflict
stemming from the factthat he still loves Sesto, anidea that Mozart conveys with
a strikingly beautiful cadence (at ‘lo seguita ad amar’). The change of tempo
from Larghetto to Allegro accompanies a change of focus from Tito to Sesto,
who sings a melody (‘Non puo chi more’) whose frequent rests suggest that he
is gasping for breath. Publio and Tito, linked together in a canon, comment on
the prisoner’s distracted state.

Left alone with Sesto, Tito asks his friend if he has really betrayed him. Sesto,
kneeling, admits his guilt once again and begs for death as the only suitable
punishment for his crime and the only thing that will end his suffering. Moved
by Sesto’s anguish, Tito pleads for some explanation of Sesto’s actions; if he
understood Sesto’s motivation, he might be able to help find a way to justify a
pardon. Sesto cannot tell Tito the truth without betraying Vitellia. He becomes
increasingly desperate, and Tito finally reaches the end of his patience. Sesto
will die, if that is what he wants. He calls the guards to take away Sesto, who
begs to be allowed to kiss Tito’s hand for the last time and launches into the
touching strains of his rondo ‘Deh per questo istante solo’.

Tito, alone, returns to the death sentence that awaits his signature. His anger
brings him almost to the point of signing it; but again he hesitates, struggling
between the claims of friendship, which urge him to pardon Sesto, and respon-
sible government, which encourage him to follow the recommendation of the
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Senate in approving the execution of a man clearly guilty of trying to overthrow
the government. He signs; but then he tears up the death sentence. Clemency
has triumphed. But this is a secret that Tito shares with the audience only. When
Publio enters, asking the Emperor if Sesto’s fate has been decided, Tito says yes,
leading Publio to conclude that the Emperor has approved Sesto’s execution.
For the next several scenes all the characters in the drama except Tito act in the
belief that Sesto is about to die.

Tito celebrates his decision to pardon his friend in ‘Se all’impero, amici dei’,
his last and greatest aria. Like all of Tito’s aria texts, this one is by Metastasio;
and the music too partakes of venerable traditions. The opening melody has the
shape—three phrases, the first phrase a setting of the firstline of text, the second
and third phrases settings of the second line of text — that composers of opera
seria had exploited since the 1730s. The large-scale form also looks to the past:
it has the symmetrical shape characteristic of the da capo aria, but a tonal plan
characteristic of sonata form. The opening A section, an exposition, modulates
to the dominant; the ‘second theme’ is a brilliant display of coloratura. The
B section, a development, evokes the darker and more serious side of Tito’s
personality with a slow tempo and a turn to the minor mode. The A" section, a
recapitulation, differs from the first A section in staying in the tonic.

Tito goes off to the arena. Publio follows, but not before telling Vitellia
of Sesto’s fate. She believes Sesto has given away her role in the conspiracy.
But when Annio and Servilia tell her that Tito still plans to marry her, she
realizes that Sesto has remained silent. Moved by his love and fidelity, she
decides immediately to follow Annio and Servilia to the amphitheatre. But
when, overcome by tears, she hesitates, Servilia tells her that tears alone will
not help Sesto. ‘S’altro che lacrime’, Servilia’s only aria, is a beautifully crafted
little piece whose repeated crescendos in the orchestra convey the same sweetly
prayerful tone as the Ave verum corpus (in the same key of D major) that Mozart
wrote a few months earlier.

After Tito and Sesto have faced so many moral dilemmas and expressed so
much indecision, it is only fair that Vitellia, finally, is forced to face herself and
to open her heart. The orchestral motif thatintroduces her monologue reminds
us of the motif that dominates Sesto’s monologue near the end of Act 1: both
are three bars in length, with the harmonic plan tonic-dominant-tonic. Both
begin with a forte unison and continue with a rest, a sudden shift to piano, a trill,
and a bar of staccato notes, and a tonic chord on the following downbeat. The
musical parallel seems to suggest that Vitellia is finally going through the kind
of torment she imposed on Sesto and, through him, on Tito.

Looking inward, Vitellia realizes that she must confess her part in the plot
and, in so doing, give up her chance to become empress. In her rondo ‘Non piu
di fiori’ she continues to remind us of Sesto’s earlier experiences. As a rondo,
of course, it represents a response to Sesto’s rondo. If ‘Deh per questo istante
solo’ depicted Sesto at his most tragic and pitiful impasse, ‘Non pit di fiori’
shows that Vitellia could fall even lower. Her melodies are even more moving;
the modulations through which Mozart leads her are even more dramatic. The
clarinet solo in Sesto’s ‘Parto, ma tu ben mio’, finds an echo here in the basset
horn solo. In ‘Parto’ Sesto bids farewell to Vitellia; in ‘Deh per questo istante
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solo’ he bids farewell to Tito. Here Vitellia says ‘addio’ not only to her dreams
of power and marriage, but to life itself.

The orchestral drive to the final cadence is interrupted by a transition whose
dotted rhythms and trumpets and drums — unheard since the finale of Act 1 -
announce a change of scene. The arena has been referred to several times in
previous scenes. Shortly after the chorus ‘Ah grazie si rendano’, much earlier in
the act, Publio says to Tito: ‘The hour of the public games has arrived. . . All the
people have assembled in the festive arena, and they wait for nothing but your
presence. Everyone longs, after the danger known to all, to see you safe. Do not
delay your Rome’s enjoyment of such happiness.’ The very considerable delay
that follows (including arias sung by all six characters) intensifies the dramatic
effect of the audience’s first glimpse of the amphitheatre and its unnaturally
patient crowd.

The people praise Tito and celebrate his escape from danger in the chorus
‘Che del ciel, che degli dei’, whose old-fashioned sequences and suspensions
give it something of an ecclesiastical quality. The majestic dotted notes in the
orchestra and the oft-beat entry of the chorus remind us in particular of ‘Rex
tremendae majestatis’ in the REQUIEM (in G minor, the parallel minor of this
chorus’s G major). Since the people sing of Tito’s resemblance to the gods, it
makes sense that the music should call to mind music written in praise of the
king of heaven.

To Annio and Servilia, who ask for mercy, Tito says, a little teasingly: ‘If you
come to ask it for Sesto, it is too late. His fate has already been decided.” He
addresses Sesto, listing his crimes, and is about to pardon him when Vitellia
rushes in. To the astonishment of all she confesses her guilt. Tito expresses
indignation and frustration in his third and final monologue, but his anger
quickly yields to generosity and forgiveness. He orders the conspirators to be
freed. Although he does not mention Vitellia, we have to assume that he forgives
her too. Mazzola left out an amusing exchange between Tito and Vitellia in
Metastasio’s original libretto:

Tito: Vitellia, I promised you my hand in marriage, but. . .

Vit:  Tunderstand, Caesar: it is no longer mine. After such an error, the match
would be unthinkable.

Tito: Iwantyou to be at least partly happy. You will not see a rival on the throne:
that I promise you. I want no other wife than Rome.

With the final ensemble and chorus, ‘Tu, ¢ ver, m’assolvi, Augusto’, Mozart
returned to C major, the key of the overture. The ensemble gradually builds in
strength. Solos for Sesto and Tito are followed by a trio for Vitellia, Servilia and
Annio, and finally the chorus, accompanied by trumpets and drums, enters to
pray to the gods to protect Tito.

3. Reception

COUNTJOHANN KARLZINZENDORF, a Viennese bureaucrat and tireless the-
atregoer, left us in his diary a reference to the first performance of La clemenza di
Tito: ‘At 5 o’clock to the theatre in the Old Town, the spectacle that the Estates
are presenting. [ was putinaboxin the firsttier. . . The court did notarrive until
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half past seven. We were presented with the most boring spectacle, La clemenza
di Tito . . . Marchetti sings very well; the emperor is enthusiastic about her. It
was extremely difficult to get out of the theatre.’

That Zinzendorf found Tito boring does not mean that the entire audience
did. He seems have been uninterested in opera seria in general and equally
unresponsive to the serious operas that Leopold II presented a few months
later in Vienna. But it is true that Zinzendorf was not the only member of the
coronation-day audience disappointed by Tito. Empress Maria Luisa also found
Mozart’s opera tedious. ‘Porcheria tedesca’ — German rubbish: this judgement
of Tito has long been attributed to the Empress, but the words have been traced
back no further than 1871. Confirmation of her opinion, however, survives in
the form of a letter that she wrote the day after the premiere to her daughter-in-
law Maria Theresa. Writing in French, the normal language of correspondance
among many of the rulers of Germany, Austria, and Italy, she made her opinion
of Tito quite clear: ‘In the evening to the theatre, the grand opera is not so grand,
and the music very bad, so that almost all of us went to sleep. The coronation
went marvelously.’

If Tito failed to please part of its first audience, later audiences began to
appreciate it quickly. Performances continued through September, and the
opera seems to have won increasing applause. Mozart wrote to his wife on
7 October that the final performance was a great success. He reported news
he had received from his friend Stadler, for whom Mozart wrote the opera’s
clarinet and basset horn solos:

And the strangest thing of all is that on the very evening when my new
opera [ DIE ZAUBERFLOTE] was performed for the first time with such success
[30 Sept. 1791] Tito was given in Prague for the last time with tremendous
applause. Bedini sang better than ever. The little duet in A major [‘Ah
perdona al primo affetto’], which the two girls [Carolina Perini as Annio
and Antonia Miklaszewicz as Servilia] sing was repeated; and had not the
audience wished to spare Marchetti, a repetition of the rondo [“Non pit di
fiori’] would have been very welcome. Cries of ‘Bravo’ were shouted at
Stodla [Stadler] from the parterre and even from the orchestra. ‘What a
miracle for Bohemia,” he writes, ‘but indeed I did my very best.’
Mozart’s statement that ‘arepetition of the [Marchetti’s] rondo would have been
very welcome’ is of special interest in view of the lack of any kind of musical
closure after ‘Non piu di fiori’, and consequently the lack of an occasion for
the audience to applaud and to cry out for an encore. One wonders if Mozart
allowed the aria to come to a full stop so that Marchetti could reap the applause
that her performance deserved. That would help to explain marks on the last
page of the autograph score of ‘Non pit di fiori’ that mightindicate thatat some
point Mozart called for the aria to end before the beginning of the transition to
the chorus that follows.

During the first two decades of the nineteenth century La clemenza di Tito
was one of the most frequently and widely performed operas by Mozart,
although many of these performances, in common with those of other opere
serie of the time, involved the omission of numbers and the insertion of
music by such composers as WEIGL and Portogallo. Audiences throughout the
German-speaking part of Europe heard Tito often until 1820. It was the first of
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Mozart’s operas to be performed in London, in 1806, as a vehicle for Elizabeth
Billington. W. T. Parke wrote: ‘I was highly gratified with the refined science,
elegant taste, and natural simplicity displayed in this fine production.’ The fol-
lowing year a highly bowdlerized version was presented in Naples; Paris heard
Tito in 1816; Milan and St Petersburg in 1817. Thereafter it began gradually to
fall from favour, and during the second half of the nineteenth century and the
first half of the twentieth it was rarely performed.

A new appreciation for La clemenza di Tito in the last third of the twentieth
century coincided with a reappraisal of opera seria in general, which scholars,
performers and opera lovers discovered to be not quite as moribund as they
had read in books. Several skilful and successful productions of Tito (especially
those of Jean-Pierre Ponnelle in the late 1960s and early 1970s and the one at
Covent Garden in 1974) inspired fruitful research by musicologists, revision-
ist thinking by critics and many subsequent productions. In the 198os alone
Tito was performed over twenty times in many parts of the world. Although it
will probably never be as popular as LE NOzzE DI FIGARO, Don Giovanni and Die
Zauberflgte, few will now share Edward Dent’s opinion, expressed half a cen-
tury ago, that ‘for the stage of today it can only be considered as a museum
piece’. JOHN A. RICE
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Closset, Thomas Franz (1754-1813). Physician. A well-regarded doctor who set up his
own practice in 1787, Closset included among his patients PRINCE WENZEL
ANTON KaUNTIZ, Count Johann Philipp Cobenzl and Mozart; he attended
on the composer during his final illness, in consultation with MATHIAS VON
SALLABA. According to Mozart’s sister-in-law, SOPHIE HAIBEL, Closset, on
the night Mozart died, would not immediately leave the theatre to attend on his
patient and when he did arrive, ‘he ordered cold compresses to be put on his
burning head. These affected him so greatly that he lost consciousness, and he
remained unconscious until he died’ (letter of 7 Apr. 1825). CLIFF EISEN

A.]J. Werner, ‘Seine Arzte, seine Krankheiten, sein Tod’, in Wolfgang Amadeus: Summa
summarum, ed. P. Csobadi (Vienna, 1990), 101-18

Colloredo, Hieronymus Joseph Franz de Paulavon (b. Vienna, 31 May 1732; d. Vienna,
20 May 1812). Prince-Archbishop of SALZBURG from 1772 to 1803. Son of the
Reichsvizekanzler in VIENNA, Colloredo was educated in Vienna and Rome,
became a Salzburg canon in 1747, and Prince-Archbishop of Salzburg on 14
March 1772. This election was bitterly controversial — Salzburg’s political posi-
tionwas sensitive, and both AusTR1A and Bavaria had favourite candidates. Col-
loredo was Austria’s choice; Bavaria’s was Ferdinand Christoph von Waldburg-
Zeil, the popular Dean of Salzburg.

Colloredo inherited huge debts from his predecessor SCHRATTEN-
BACH, and immediately tried to reduce them. He also began to imple-
ment his ENLIGHTENMENT reforms, a task of bewildering enormity, since
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Schrattenbach had been ultra-conservative. Colloredo had to establish like-
minded people in each institution — ecclesiastical, educational, legal, medical,
fiscal, administrative and publicistic — and persuade the reluctant populace to
change its entire mentality. Colloredo ruled Salzburg for thirty years and was
ultimately successful in his main aims, but the struggle was a perpetual one.
He was hampered by shortage of funds and his inability to be popular, as he
was both sarcastic and misanthropic — a typical view was represented by the
slogan ‘Enlightenment and love of mankind on paper’.

Colloredo was no puppet of Vienna’s. He drew on Enlightenment models
from Protestant Germany, Rhineland-Franconia, Italy, the Austrian Nether-
lands, Swabia, and Bavaria as well as Austria. Recognizing and defending
Salzburg’s historical position as a Catholic state, he pursued his reforms within
the broad structures of the Church, attracting European-wide admiration for
his efforts.

Colloredo’s pastoral letter of 1782 shunned outward pomp, espousing sim-
plicity and tolerance of other creeds. Pilgrimages and superstitious practices
werebanned, processions wererestricted, church decoration was limited, musi-
cal settings of the Mass were shortened, and sacred German hymns introduced.
Purely instrumental music was discouraged in church. These changes led to
deep resentment, and Colloredo and the architect of the pastoral letter, Johann
Michael Bonike, were called ‘secret Lutherans’.

In 1775 Colloredo opened a public theatre, and in 1778 the university theatre
was closed, depriving Salzburg musicians of an important outlet for musical
performance. The church music reforms represented another restriction, and
Colloredo’s strict financial policies also limited musical opportunities at court.

Mozart was given his first Salzburg salary under Colloredo. Nevertheless,
the Mozarts strongly disliked him. Travel leave was difficult to obtain, and they
complained that extra presents of money for compositions were stingy, and
that Colloredo was scathing about Mozart’s abilities. After Mozart’s second
resignation in 1781, Leopold continued to bemoan the failure to replace musi-
cians who had left or died, and the consequent shambles in the court music.
Colloredo was himself a music lover as well as an intellectual, and sometimes
played the violin in the court orchestra, but he had larger concerns.

In 1800 Colloredo had to flee Salzburg, because of the turbulent political
situation in Europe. He resigned as head of state in 1803 and Salzburg was
secularized. RUTH HALLIWELL

H. Dopsch and H. Spatzenegger, eds., Geschichte Salzburgs: Stadt und Land (Salzburg, 1988)
C. Eisen, ‘Salzburg under Church Rule’, in The Classical Era. From the 17405 to the End of the 18t
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Coltellini family (1) Marco (b. Livorno, 13 Oct. 1719; d. St Petersburg, Nov. 1777), Ital-
ian librettist, whose text Mozart used for LA FINTA SEMPLICE. He began writing
librettos in Livorno in 1761, moved to VIENNA (where he produced his most
significant work) in about 1763, and was appointed to the Russian court in
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1772. Like RANTERI DE’ CALZABIGI, Coltellini contributed to the revitaliza-
tion of Ttalian serious opera by incorporating French elements — ballet, chorus,
scene complexes and multiple ensembles — into the dramatic framework of
opera seria. His most celebrated collaborators were Tommaso Traetta (Ifigenia
in Tauride, 1763), CHRISTOPH WILLIBALD GLUCK (Telemaco, 1765), FLORIAN
LEOPOLD GASSMANN (Amore e Psiche, 1767), and ANTONIO SALIERI (Armida,
1771). JOSEPH HAYDN made a setting of his text L'infedeltd delusa in 1773. (2)
Celeste (b. Livorno, 26 Nov. 1760; d. Capodimonte, Naples, 24 July 1829),
soprano, daughter of Marco, active mainly in Naples. Her career intersected
with Mozart’s the first time she was engaged in Vienna, for the 17856 sea-
son. She was the soprano in FRANCESCO BIANCHTI’s La villanella rapita who
sang in the trio and quartet supplied by Mozart (K479—80). As Tonina in Anto-
nio Salieri’s Prima la musica, poi le parole, she competed for the title of first
soprano not only with the Italian company’s NANCY STORACE but also with
the German company’s CATERINA CAVALIERI and ALOYSIA LANGE in GOT-
TLIEB STEPHANIE’s and Mozart’s companion work DER SCHAUSPIELDIREKTOR.
A return engagement in Vienna in spring 1788 was prematurely terminated
after only three months, owing to differences between her and the manage-
ment. Back in Naples she created one of the most famous roles of the period,
Nina, in PAISIELLO’s opera of that name (1789). (3) Anna (fl. 1780-93), sister
of Celeste, almost invariably sang in the same productions as her sister at the
Teatro dei Fiorentini in Naples. DOROTHEA LINK
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romanao impero nei secoli 17. e 18.: Loveno di Menggio 1997 nei secoli XVII e XVIII (Como,
1999), 205-12

compositional method. Even a mere overview of Mozart’s compositional processes
requires a basic clarification of certain assumptions. What do we mean when
we talk about compositional creativity, the process of musical creation or com-
positional method? What is its object? If it is tangible, where does it reside?
Does it lend itself to historical research or to depiction by scholarly treatment?
The questions are elementary, but the answers are complicated.

The general usage of the word ‘creative’ in connection with the production
of musical works of art betrays in itself a tendency to mythologize. Practically
no one would talk about the creative process of a tailor, even when referring to
highly crafted work, for example the completion of a well-fitting lady’s coat.
The portrayal of composers as creators or musical artists in a categorical sense
is really a feature of the modern era, to be seen in close conjunction with the
new definition of the genius in the course of the eighteenth century. Mozart
does not anywhere indicate that he regards himself as a creator or a genius in
this sense. He simply says of himself that he has genius (not that he is one),
meaning that he has a superior talent for making music. This ‘making of music’
was only mythologized as a creative actin the nineteenth century. Subsequently,
anyone engaging with the creative process was also dealing with a myth; and,
whether consciously or unconsciously, the enquiries and the language used to
formulate them were guided by this myth. In Mozart’s case, doubtless because
of his history of early compositional activity and the consequent stylization of
his person and work, the myth of impulsive and improvisatorial composition
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as an almost vegetative act of creation has become closely and lastingly linked
with him.

The tangible result of a compositional procedure is the written score, a
material product. However, the significance of Mozart’s ‘Jupiter’ symphony for
our musical understanding does not consist only in the forty-seven sheets of
music written by the composer, butis formed in our consciousness as a fleeting
sound event at its performance. As readers of music and as historians we can
describe the special features of the material product by reference to the manner
ofwhatiswritten, and the way in which itwas written down. In this way we create
for ourselves a point of departure for conclusions about the ‘inner’ procedures
of the composer, which led to the tangible results. These conclusions about
‘inner’ or intellectual procedures form the core of the pronouncements that
musicologists can make about the compositional process of a composer. The
processis not, however, actually rendered accessible: it cannotbe ascertained by
a scholar working with historical methods. For this reason, it is not reasonable
tospeak here primarily of the creative process, but of the creative or compositional
method.

Questions about Mozart’s compositional method are, first of all, matter-of-
fact: they concern habits, routines and rituals in the composer’s workshop. Itis
recognized that Mozart himself saw composition as conscious work, work that
had to be actively pursued and that could be accomplished according to neces-
sity. Waiting for inspiration, or the self-assurance that he was a medium through
which an external force composed, plays no recognizable role in this. Obviously
Mozart’s general psychological predisposition (for example his mood, his plea-
sure in the work or his inner aversion to a commission) is not denied by the
expression of this kind of conscious work, and neither are thought processes
and the activities of his fantasy, which elude conscious regulation.

Mozart’s contemporaries had no experience of the composer’s working pro-
cedures. They presumably only observed that Mozart (like other musicians)
wrote a lot, and published a series of works in quick succession, something
which merely corresponded to general expectations. Only as a child prodigy,
occasionally urged to give spontaneous proof of his creative abilities, did he
cause a stir (see, for example, a representative report in LEOPOLD MOZART’s
letter to Lorenz HAGENAUER of 10 Nov. 1766). Mozart’s outstanding gift for
improvisation was well known and could give the impression that he composed
extemporaneously, as indeed he himselfreported (see his letter of 24 Oct. 1777).
But individual reports of this kind did not grow into a realistic conception of
Mozart at his compositional work.

The first ‘idealistic’ portrait of Mozart was drawn during the first quar-
ter of the nineteenth century, partly through the publication of anecdotes
whose essentially factual kernels are overgrown with groundless decorations.
And the man chiefly responsible for this process was the Leipzig author and
music publisher FRIEDRICH ROCHLITZ. As editor of the Allgemeine musikalische
Zeitung, he disseminated the most influential document about Mozart’s cre-
ative processes: the ‘letter from Mozart to Baron . . .’ (AMZ 17 (1815), 561-6).
This ‘authenticated’ letter — in fact based on no authentic source whatsoever
and proving by its style in the published version that it cannot possibly have
been written by Mozart — developed a veritably overpowering effect far into
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the twentieth century. Three key statements took hold in the public conscious-
ness and still have some effect today. First, Mozart simply composed in his
head, without any compositional aids (for example, an instrument, or written
notes); second, the work in question rapidly reached its completed form in this
way in the composer’s imagination and was recorded as such in his memory,
never to be forgotten; third, ‘fixing’ the composition on manuscript paper was
then merely a mechanical act, which proceeded very quickly, uninfluenced by
external circumstances. Modern scholarship has a markedly different view of
Mozart at work although one point remains uncontroversial: Mozart was in
fact capable of extraordinary feats of intellect and memory. As his statement
concerning the Prelude from K394 shows, he could compose one work in his
head while writing down another which was already finished (see his letter to
his sister of 20 Apr. 1782). On the other hand, there are equally uncontroversial
reports indicating very carefully considered procedures, planning and labori-
ous progress. Mozart’s high level of intellectual consciousness when dealing
with musical form in the broadest sense is clearly expressed in his own words:
‘you know that I immerse myself in music, so to speak — that I think about it
all day long — that I like experimenting — studying — reflecting . . .” (letter to
Leopold, 31 July 1778).

Based on an assessment of all the authentic sources, Mozart’s composi-
tional processes can be broken down into four ‘ideal/typical’ phases. The first
phase begins before any writing takes place, with the composer’s concentra-
tion on a concrete idea for the work and the engagement of his fantasy, aimed
at realizing this idea. As well as purely mental processes, trying things over
at the keyboard was important to Mozart. We can infer this from repeated
reports of occasions when Mozart had no instrument available, and for this
reason could not compose — or, if he could, only with difficulty. Apart from
later statements to this effect by third parties such as CONSTANZE MOZART or
FRANZ XAVER NIEMETSCHEK, Mozart himself twice explicitly mentions the
significance of the keyboard for his work. In 1778, he reports regularly leav-
ing his own Parisian lodgings in order to compose at the house of the concert
impresario JOSEPH LEGROS, ‘because there’s a keyboard there’ (letter from
MARIA ANNA MOZART to Leopold of 5 Apr. 1778). Three years later Mozart
mentions new lodgings in VIENNA in connection with his current work on
DIE ENTFUHRUNG AUS DEM SERAIL, K384: ‘My room that ’'m moving to is being
prepared; — I'm just off now to hire a keyboard, because I can’t live there until
that’s been delivered, especially as I've got to write just now, and there isn’t
a minute to be lost’ (letter to Leopold, 1 Aug. 1781). A further strand to his
‘experimenting — studying — reflecting’ was his engagement with the compo-
sitions of other musicians, with works that were taken as models for his own
plans. Analytical research in this area is not yet far advanced, but there are
several striking examples of this type of model, including the double chorus
‘The people shall hear’ from Handel’s oratorio Istael in Egypt for the ‘Qui tollis’
of the C minor mass, K427, and the slow movement of Joseph Haydn’s sym-
phony Hob. I:75 for the Andante variations movement of the Piano Concerto in
B flat, K450.

The second phase is undoubtedly the first notated ‘fixing’ of the musical con-
tent in a shorthand and fragmented form, its full sense only comprehensible
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to the composer. Mozart always maintained these jottings in an unmistakably
private script and partly cryptic form, thereby denying their communication
to others — his sketches therefore belong wholly to the sphere of his private
workshop. A clear appraisal of the significance of Mozart’s sketches is hin-
dered by the highly differentiated quantity of the notations to be observed in
the manuscripts. From barely decipherable individual notes embracing mere
splinters of thought, through melodic or polyphonic parts extending to several
bars, to completely fixed passages of one or more voices amounting to regular
sketched-out scores, all conceivable manner of forms make their appearance.
There is a large gap between a musical event that is merely hinted at, and whose
larger context was known to the composer but remains completely hidden from
the outside observer, and a sketch that can be reconstructed unambiguously in
its intended significance. Those who would orient themselves in this field seek
adescription and categorization of the sketches that satisfies atleast pragmatic
considerations. Such a description resides in the simple demarcation between
‘running sketches’ and ‘sketches-in-extract’.

The main purpose of a ‘running’ sketch is to fix the overall disposition of a
work, part of a work or one of the constitutive formative lines (for example, the
voice partofanaria). Itcanbe forone partonly—this predominates with Mozart—
or for several parts (inwhich case, as arule, the number of parts is smaller than it
is for a performance of the composition). The purpose of the ‘sketch-in-extract’
is to master a particular musically striking factor in an excerpt which is shortin
relation to the whole work (perhaps concerning the harmony, the counterpoint,
the form or some other element), concentrating on the requirements of each
individual compositional task. It is usually encountered in several voice parts.
In any system of categorization, it needs to be considered if both the ‘running
sketch’ and the ‘sketch-in-extract’ should be given further reference to whether
they are for vocal or instrumental works, and within these groups whether they
are for one or more voices.

With the third phase, public or atleast potentially public manuscripts start to
be produced. Mozartnotates the musical passage emerging from its constituent
parts as a ‘draft score’. This forerunner of the complete score is characterized
(like the finished manuscript) both by ‘public’ handwriting and by every possible
external feature of the structure. This consists of both the part carrying the
melody and substantial sporadic additional details germane to the motivic and
harmonic progression as well as the bass part over whose harmonic foundation
the upper part unfolds. When the draft score is finished, the work counts in
Mozart’s parlance as composed, something which comes across clearly in his
letters; not infrequently an entry was then made in the Verzeichniiss aller meiner
Werke (Catalogue of all my Works) that he kept from 1784 onwards.

The concluding fourth phase transforms the draft score into the completed
score. The most important task here is the amplification of the main instru-
mental part by means of the inner voices. This includes all the parts which
are not designated as melody parts (in the narrower sense), above all the parts
through which the harmony unfolds and which determine the sonority. Mozart
called the process in this fourth phase ‘the writing’. Among relevant references
to the relationship between composing and writing down, a remark by Mozart
concerning IDOMENEO is particularly significant: ‘I must finish now, because
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I've got to write at breakneck speed — everything’s composed — but not written
yet — (letter to Leopold, 30 Dec. 1780). Mozart emphatically does not mean
(something which is often misunderstood) that he had composed everything
‘in his head’ but not yet committed a single note to paper; as his consistent
use of the words ‘compose’ and ‘write’ in this context shows, he distinguishes
between music written in the draft score and the filling out of the complete
score. In general, Mozart’s practice was not a matter of individual custom, but
followed a procedure observable in the work of other composers as well. And
the differentiation of the two written procedures in Mozart’s work is in many
cases made clear by the different shades of the ink he used.

Mozart’s compositional process cannot be demonstrated in the ideal/typical
form described here by the example of any single work. The reason for this
is obvious: all of the procedures belonging to the first, ‘pre-written’, phase
are invisible. The length and intensity of this phase can at best be estimated by
assumptions. Forexample, the absence of sketches for solo keyboard works may
be explained by the composer’s close relationship to the instrument; improvisa-
tion or the actual trying out of particularly challenging imaginative possibilities
could compensate in these cases for the lack of sketches. Moreover, the possi-
bility mustbe entertained that the purely mental processes and the sketched and
then final written ones did not happen in vector-like sequence, but in a sort of
jerky movement back and forth. Several facts support this assumption: Mozart
composes in clearly defined units of musical meaning, perhaps according to the
end point of a modulating section, or perhaps according to the formal function
of an extract; sketches do not begin or break off at any old place, but demarcate
these units of meaning (for example, the initial and final context of a theme, the
bridge section between the first and second themes in a sonata movement, or
a section from the development); sketches-in-extract refer to material already
composed, and are therefore linked to something preceding them, and develop
as a continuation from that point. It is very difficult to establish which pas-
sages Mozart composed in his head in advance, and any attempt at this can be
based only on a precise analysis of the longer running sketches or sketches-
in-extract. (The development of the first movement of the ‘Prague’ symphony,
K504, may perhaps show how the final form of this passage, and the path by
which it was reached, was only reached via a number of sketched stages: the
writing down of the sketch breaks offjust at the point where a passage already
composed for the exposition can be linked up as the concluding block of the
development.)

In the compositional endeavour of any composer, unfinished works offer
significant insights. In this respect, Mozart takes a special place: no composer
of the same rank left so many fragments as he did. What is the significance of
this fact? Any attempt to answer this question depends on looking first at the
stage of the work where a fragment breaks off.

Mozart’s pieces which can be described as fragments are products of the
third phase of the creative process. Expressed quite simply, they are character-
ized by something lacking, by the fact that they did not complete the transition
to the fourth phase. But although this is fundamentally true, the situation in
the majority of cases is somewhat more complicated. For the draft score does
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not necessarily indicate the complete course of the composition in the main
part, but rather it often indicates merely one or more of the musical elements.
And in the majority of cases, it even breaks off long before the end. Equally
typical are the features shared by the fragments with completed compositions,
for example the external construction and the form of writing. Precisely these
external features lead us towards the profound insight that Mozart’s music
recorded in the fragments is ‘finished’, that the notated version is final. They
count as independent works, and are to be understood not as early or alter-
native forms of compositions that will eventually be completed, but as pieces
potentially ‘finishable’ by Mozart. This characteristic feature is the reason why
the composer, as far as we can see, never used the unfinished pieces as raw
material for other works. Rather, it can be shown that many completed works
(for example, the keyboard concertos K449, 488, 503 and 595, or the Clarinet
Concerto, K622) remained fragments for a long time before Mozart completed
them.

Mozart’s surviving fragments are spread over practically all genres and the
kernel of the collection consists of about 150 manuscripts. The available stock
may once have been more comprehensive: Constanze spoke of having destroyed
‘unusable’ ones; what is more, numbers written on the autographs by GEORG
NIKOLAUS NISSEN suggestsubstantial gaps in places when compared with the
collection known today. Nevertheless, it was Constanze who first articulated
the suggestion ‘to append such fragments to the end of each genre’, that is to
say, to publish the fragments in each genre together with the corresponding
completed compositions: ‘They will surely always be educational, and their
ideas can even be used and followed through by others’ (letter to Breitkopf &
Hirtel, 15 June 1799). Mozart’s legacy of ideas was thus envisaged as a kind of
quarry for posterity.

The question of why so many compositional beginnings were not seen
through to the end has provoked much general speculation about Mozart’s
creative processes. Until very recently, the fragments seemed to bear witness
to the composer’s creative abundance. Erich Hertzmann expressed this view of
the situation in 1957: ‘The existence of these numerous fragments proves once
again the overflow of his musical inventiveness. His wealth of melodic ideas, a
manifestation of his creative exuberance, never seemed to diminish throughout
his lifetime.” Nevertheless, there yawns a great gap, in terms of explanation,
between the factual establishment of a permanently active musical fantasy,
and the sheer presumption that this must have given vent to the same driving
force even in mere beginnings. For that which is evaluated in positive terms by
Herzmann and others could easily be turned to negative ones: was then
Mozart not capable of controlling his creative forces, to see through his inven-
tive gift confidently to the end? What is the use of musical ideas if they do
not progress beyond the beginning? Moreover, according to the view that
Mozart had always completed his works in his head before he wrote them
down, should not the fragments stand for at least 150 imagined completed
compositions?

Similarscepticismis appropriate in the face of Alfred Einstein’s older ‘spring-
board theory’. According to this, Mozart often began by writing the opening
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of a work, then noticed the inadequacy of his attempt, and next, through this
insight, succeeded in writing a different, final, form. The opening of the work
created the point where the ‘filo’ or thread was established, the thread with
which the urgent musical train of thought was spun (the image comes from
Leopold Mozart, in his letter to Mozart of 13 Aug. 1778). According to Ein-
stein, Mozart followed this thread, which was ‘critically dependent on the right
opening: theopeninghad tobe “on the highestlevel”’. Butprecisely herelies the
weakness of the theory. Einstein, perhaps subconsciously, assigns a low value
to the pieces that remained fragments — they were not on the highest level,
and qualitatively it was not worth Mozart’s while to finish them. Yet against
this speaks the fact that there are completed compositions which existed for
a long time as fragments. All this is quite apart from the insoluble claim of
recognizing criteria for the definition of artistic heights.

For the fragments as for the sketches, Mozart displayed austere judge-
ment in every case, oriented towards concrete compositional commissions.
In the first place, it must be borne in mind that composition plans remained
unfulfilled if the opportunity for performance lapsed: for example, Mozart
began to notate an ambitiously scored concerto for himself and the violin-
ist Ignaz Frinzl in Mannheim in November 1778. This double concerto for
violin and keyboard, KAnh 56, failed to thrive beyond the opening ritor-
nello and the soloists’ exposition: presumably it became clear to Mozart
that in view of his urgently expected return to Salzburg, there was no
realistic chance of completing the piece for performance at a concert yet
to be organized. A similar observation applies to the stage works ZAIDE,
K344, L'ocA DEL CAIRO, K422, and Lo sposo deluso, K430, all begun without a
commission.

A completely different point of view is provoked by a striking observation
arising from the allocation of the fragments to particular types of movement.
Many of the uncompleted manuscripts contain beginnings to middle and final
movements rather than to first movements. Considering Mozart’s usual prac-
tice of composing cyclical works forward from the beginning, these fragments
must be seen in connection with something preceding them: they do not stand
alone. (This observation does not necessarily apply to operas.) Mozart did not
arbitrarily place together three or four movements in concerto or sonata form.
He had a very precise sense of the way movements suited each other as musi-
cal characters. To be sure, it seems that this sense only served him reliably
when retrospectively judging the relationships between movements — he did
not always succeed with the placements the first time, and therefore a further
attempt had to be made. If this assumption is right, the frequent occurrence
of second and third movements in the fragments would find a plausible expla-
nation. Furthermore, it could be established that a misjudgement in the sense
described would only have to be applied to the element of cyclical form, but not
to the musical success of the individual fragment. An attemptata movementcan
thereforebe seenas ‘wrong’ina certain larger context, butartistically successful
in itself.

To take a closer look at what this means, let us consider the string quartet
fragmentin B flat, KAnh 68. For a long time it was considered to be the opening
of the final movement of the second ‘Prussian’ quartet, K589, and was dated
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to 1790. But paper and handwriting permit no doubt that the fragment should
actually be assigned to 1783 and seen in conjunction with the string quartet
K458, the ‘Hunt’. Are there any conclusions that can be drawn from a com-
parison of the fragment and the completed last movement that would explain
Mozart’s decision to give up the first beginning? Even the external state of the
fragment makes clear the chief feature of his musical creation: after notating
the eight-bar theme in score, Mozart continued only with the leading melody
part of the first violin as far as bar 57. This dominance, and the consequent
complete subordination of the other parts, sits badly with the style of the other
movements of the quartet. The strongly Polonaise-like theme, and its related
construction in the fragmentata fairly moderate tempo, poses a strong contrast
with the turbulent 6/8 first movement. Did Mozart see this contrast as a danger
both to the balance within the larger form, and to the harmony of the move-
ments’ characters? At any rate, the accepted finale is clearly related in mood
and musical gesture to the first movement, and rounds off the whole work
satisfactorily. At all events, when listening to the fragment and the finale of the
‘Hunt’ quartet one after the other, it is possible to feel how far the ramifications
of Mozart’s creative thought processes could stretch.

The fragments may hold a yet further significance to Mozart’s creative pro-
cess. Asurvey of the genres covered by the transmitted manuscripts shows infor-
mal groupings, concentrating on the one hand on chamber music, keyboard
concertos and masses, but on the other also showing time-specific ‘nests’:
these groupings suggest a strong interest by Mozart in particular genres dur-
ing certain periods. Perhaps Mozart created for himself something akin to a
stock of musical material by turning his musical attention purposefully to the
mastery of genres which had a claim on him, or which particularly attracted
him —as, for example, with the string quartet during his Viennese years, or with
forms of sacred music towards the end of his life. In that case, the fragments
could be understood as a ‘fixing’ of departure points, as a delineation of intel-
lectual places to which Mozart could return as necessary, and from which he
could strike out on the road to the final works. This would speak above all for a
productive economy, which emphatically did not result in an overflow of ideas
aimlessly fizzling out, but consciously secured for itself the cultivation of areas
of thought.

The description of the features of Mozart’s creative processes, above all of
the relationship of the purely mental to the written constituents of his compos-
ing, must be based on an adequate infrastructure of sources. Obviously it has
to be conceded that even given this, scholars and historians cannot answer or
explain all the questions, or even all the observable pieces of evidence in indi-
vidual works. But it has not yet been shown whether other disciplines, such as
psychology or the physiology of the brain, might advance further with respect
to these points. Psychological examinations in particular suffer in Mozart’s
case from an uncritical evaluation of questionable transmissions, or from over-
valuing secondary reports from contemporary witnesses. Recent progress in
understanding has therefore only been achieved where scepticism with respect
to the myths has been married to strict methodical procedures for the inter-
pretation of the primary documents.

ULRICH KONRAD (Trans. RUTH HALLIWELL)
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concertos. Mozart’s prolific contribution to the concerto genre includes twenty-seven
works for piano, five for violin, four for horn, two for flute, and one each for
bassoon, oboe, clarinet and flute and harp. Admired from the late eighteenth
century onwards for their musical intricacies, expressive subtleties and dra-
matic force, Mozart’s concertos remain among his most popular works and
landmarks in the history of the genre.
1. Violin Concertos and the Sinfonia concertante
2. Concertos for wind instruments
3. Piano concertos

1. Violin concertos and the Sinfonia concertante

The five violin concertos, K207 in B flat, K211 in D, K216 in G, K218 in D
and K219 in A, were all written during Mozart’s years in SALZBURG, following
his third and final trip to Italy. Although traditionally assigned a date of April
1775, K207 is now thought to have been completed two years earlier (April
1773), making it in all likelihood Mozart’s first original concerto; the remain-
ing four date from June, September, October and December 1775 respectively.
The majority of late eighteenth-century concertos were written for composers
themselves to perform and Mozart, a violinist of considerable talent, certainly
used these works as a showcase for his compositional and performance skills.
After playing one of them in AUGSBURG in October 1777, he wrote to his father
(23 Oct. 1777) that it ‘went down a treat. Everyone praised my beautiful, pure
tone.” But it is equally likely that Mozart wrote the violin concertos for initial
performance by one of the virtuoso violinists of the Salzburg court orchestra,
Antonio Brunetti. In any case, the Adagio in E major for violin and orchestra,
K261, was written for Brunetti as a substitute for the original middle movement
of K219: LEOPOLD MOZART reports on g October 1777 that the latter ‘was
too studied for [Brunetti’s] liking’. The Rondo in B flat for violin and orches-
tra was probably also intended for Brunetti to replace the original finale of
K207. The association between composer and performer continued for several
years — Brunetti premiered the Rondo in C major for violin and orchestra, K373,
for example, at a concert at Prince Rudolf Colloredo’s residence in VIENNA on
8 April 1781, shortly after Mozart moved to the city.

Viewed collectively, Mozart’s violin concertos are characterized by formal
and affective ingenuity and by strong links to his contemporary operas. There
are surprises in abundance in the rondo finales of the final four concertos:
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a G minor Andante is brusquely interjected into K216; two musette themes
featurein K218; and, mostfamously, an ‘alla turca’ section —itselfincorporating
Hungarian folk material — appears in K219. There is a deft touch in the first
movement of K219 too, when Mozart introduces his soloist. Instead of bringing
back the orchestra’s first theme at this juncture Mozart gives the violinist new
material in a six-bar Adagio and concludes it with the opportunity for a cadenza,
thus drawing attention temporally, thematically and affectively to this crucial
juncture of the work.

Stylistic correspondences between Mozart’s violin concertos and LucIo SILLA
(1772), LA FINTA GIARDINIERA (1775) and [L RE PASTORE (1775) are not surpris-
ing given the chronological proximity of these works. Aminta’s ‘Aer tranquillo’
from Il re pastore has gestures and expressive features similar to those in K207
and K216; and Giunia’s ‘Ah, se il crudel periglio’ from Lucio Silla demonstrates
close formal and procedural parallels with the first movement of K219. The
cross-fertilization of musical materials and procedures between these two
genres was, in any case, a compositional reality for Mozart throughout his
career.

Mozart’s final complete concerto-related work for strings, the Sinfonia con-
certante in E flat for violin and viola, K364, dates from 1779—80. It was not
Mozart’s first orchestral work for two or more string soloists — the Concertone
in C for two violins, K1go, pre-dates K364 by five years and a 134-bar fragment
of'a Sinfonia concertante in A for violin, viola and cello, K320e is contempo-
rary with it — but is certainly his best known. A concerto in all but name, K364
prefigures Mozart’s piano concertos of the 1780s in several important stylis-
tic respects: the soloists engage in subtle interaction with the orchestra; the
orchestral and solo expositions of the first movements diverge considerably in
thematic terms (like several later works); and the expressive minor-key slow
movement sets the stage for similarly expressive minor-key middle movements
in K456, 482 and 488.

2. Concertos for wind instruments

Mozart wrote concertos for all of the principal wind representatives of the late
eighteenth-century orchestra — flute, oboe, clarinet, bassoon and horn. The
Bassoon Concerto in B flat, Kigr, was completed on 4 June 1774, just five
days after the Concertone, K1go, and the Flute Concerto in G, K313, if it is
by Mozart, four years later in MANNHEIM to fulfil a commission from the
Dutch amateur musician FERDINAND DEJEAN, ‘a great friend and admirer’,
according to Mozart. The Oboe Concerto in C, K314 (1777), written for the
virtuoso GIUSEPPE FERLEN DIS and subsequently performed on several occa-
sions in 1778 by the equally renowned German oboist FRIEDRICH RAMM, was
transcribed, presumably early in 1778 at Dejean’s request, as the Flute Con-
certo in D (as with K313, it is not certain that the transcription derives from
Mozart). The Concerto in C for Flute and Harp, K299, dating from Mozart’s
six-month stay in PARIS in 1778, derives from his association with the flautist
Adrien-Louis Bonnieres de Souastre, Comte de Guines and his harpist daughter
(who also took composition lessons with Mozart). All of these concertos fea-
ture carefully crafted writing for the soloists, demonstrating Mozart’s striking
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ability, even relatively early in his career, for writing highly idiomatically for
instruments with which he was unacquainted as a performer. Late eighteenth-
century theorists and aestheticians often counselled concerto composers to
consult specialist performers when writing technically challenging passages
for instruments with which they were unfamiliar as players, and it seems likely
that Mozart followed this advice.

Mozart’s fruitful musical relationship with Anton STADLER provided the
stimulus for his last wind concerto — indeed his last completed instrumental
work — the Clarinet Concerto in A, K622 (1791). A clarinet technician as well
as virtuoso performer praised by the playwright Johann Friedrich Schink for
performing on an instrument that ‘has so soft and lovely a tone that no one with
a heart can resist it’, Stadler pioneered the development of the basset clarinet,
which extended the standard range of the instrument down by four semitones;
it was for this particular instrument that Mozart wrote K622. The work was
recognized as a ‘masterpiece’ in the 1804 issue of the Allgemeine musikalische
Zeitung, which carried a lengthy review of the Breitkopf & Hirtel edition. The
reviewer remarks that it is a genuine challenge for the soloist, but certainly
worth the effort, as ‘good execution. . . will bestow honourand admiration upon
every able clarinettist as it will bestow pleasure upon every listener, whatever his
sensibilities and whichever type of music he may love most’. He goes on to praise
the ‘splendidly crafted’ first movement, drawingattention to canonic alterations
and imitations in double counterpoint, the ‘incomparably beautiful adagio,
which transports one to a tender melancholy’ and the witty and humorous
rondo finale, lamenting the fact that space constraints require him to reproduce
musical examples in short score rather than in full orchestral score: ‘What
extraordinary effects Mozart could achieve through the most precise knowledge
ofallthe customaryinstruments and their mostadvantageous employment; that
especially in this respect Mozart has been equalled by nobody: this everyone
knows.’

The qualities of the Clarinet Concerto identified in 1804 are still central to
our appreciation of the work 200 years later. Although implicit and explicit
twentieth-century links between the work’s perceived melancholy, transcen-
dence and resignation and Mozart’s impending death are ultimately unsustain-
able biographical tropes, the beautifully serene and seemingly effortless effects
in the work are hard to ignore, combining masterful writing for the soloist with
inspired deployment of orchestral instruments. In the development section of
the first movement, Mozart moves with magical smoothness from the dominant
of F sharp minor to D major in the space of just six bars, in the process bringing
together simple clarinet-orchestra imitation of a three-crotchet figure, sus-
tained notes in the winds and strings and modestly flamboyant solo arpeggios;
in the coda of the famous Adagio the flutes, bassoons and horns are omitted
and brought back right at the end to offer up a pristinely rounded final chord;
and in the second episode of the finale, a six-bar sequence alternates calmly
between the upper and lower ranges of the clarinet, with delicate support from
tied notes in the flutes and bassoons and repeated quavers in the upper strings.

Mozart’s association with another prominent Austrian instrumentalist,
JOSEPH LEUTGEB (1732-1811), produced four horn concertos, K417 in E flat
(1783), K495 in E flat (1786), K447 in E flat (1787) and K412 + 514 in D
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(1791), allwritten in Vienna. Leutgeb was admired across Europe afteracclaimed
performances in the 1760s and 1770s in Vienna, Paris, Frankfurt am Main
and M1LAN and became particularly friendly with Mozart in the early 1780s.
Their friendship is witnessed, unusually, in jovial remarks Mozart writes in the
autograph scores of the concertos. ‘Wolfgang Amadé Mozart has taken pity
on Leutgeb, ass, ox and fool at Vienna, 27 March 1783’ appears on the first
page of K417; elsewhere, comments such as ‘Now over to you, Sir Donkey’,
‘And don’t you ever finish? Oh, you infamous swine!’ ‘take a break!” and ‘You
beast — oh, what a dreadful noise — Oh dear!’ litter the scores. Mozart played a
more conventional practical joke on Leutgeb in June 1791, announcing himself
as a ‘good friend from Rome’ and roaring with laughter when Leutgeb arrived
in perfect formal attire. ‘I always need to make a fool of someone’, he explained
to CONSTANZE MOZART.

Musically, Mozart’s horn concertos are characterized by considerable atten-
tion to the technical demands of the solo instrument and by gestural and stylis-
tic similarities to his other Viennese concertos. Mozart skilfully accounts for
the limitations of the natural horn (which did not have valves and relied on
techniques of over-blowing and hand-stopping in the bell of the instrument
to achieve a wide range of notes) and incorporates frequent rests in order to
allow the soloist adequate recovery time. K412 + 514, a two-movement work
whose second movement was completed by FRANZ XAVER SUSSMAYR in April
1792, is particularly interesting in reference to the latter point. The soloist plays
for only ten bars in the development section. The contraction of the horn’s
role in this section is complemented by the expansion of the orchestra’s role,
including a leisurely six-bar statement of the main theme at the beginning and
a twelve-bar tutti immediately preceding the recapitulation. In contrasting the
terse and expanded thematic statements, Mozart aligns this section procedu-
rally with the development sections of the first movements of his late Piano
Concerto in B flat, K595, and his Clarinet Concerto, K622, both of which also
incorporate prominent stylistic contrasts (textural and harmonic disjunction
followed by smooth, mellifluous interactionin K595and harmonicleisureliness
followed by the aforementioned compressed modulation in K622). Elsewhere
in the horn concertos, echoes of the Viennese piano concertos abound: the
first movements of K447 and K495 contain similar ritornello material to
the corresponding movement of K482 in E flat (1785); the secondary theme of
the first movement of K447 is similar to the same theme in the first movement
0f' K467 (1785); and the run-up to the recapitulation of the opening movement
0f K495 is procedurally and thematically close to the corresponding passage in
K450 in B flat (1784).

3. Piano concertos

Mozart’s piano concertos span almost his entire compositional career, from
1767 to 1791, collectively providing a rich account of his stylistic develop-
ment. As a leading pianist of his day and a master of orchestral writing,
Mozart’s prodigious talents were naturally suited to the genre. The resulting
works, in particular the seventeen written in Vienna, are a landmark in musical
history.
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Mozart’s earliest works in the genre are transcriptions of solo keyboard
sonatasand accompaniedviolin sonatas by prominentmid- and late eighteenth-
century composers. K37, 39, 40and 41 (1767) draw on movements from sonatas
by HERMANN FRIEDRICH RAUPACH (1728-78), LEONTZI HONAUER (1737-
90), JOHANN SCHOBERT (c.1740-1767), JOHANN GOTTFRIED ECKARD
(1735-1809) and CARL PHILIPP EMANUEL BACH (1714-88), while Kro7/1—
3 (1772) are based on three solo keyboard sonatas by JOHANN CHRISTIAN
BACH (1735-82), his Op. 5 Nos. 2—4. All of the works produce the requisite
formal contrast between soloist and orchestra by adding tuttis (usually four for
the sonata-form first movements) to the transcribed sonata material, thus pro-
viding fascinating evidence of the birth of Mozart’s piano concerto style from
the sonata genre. Leopold’s handwriting is present in the autograph scores of
the concertos; as his markings include notational and harmonic corrections
of Mozart’s work, it would appear that these works partially detail Leopold’s
tutelage of his son as well.

K175 in D, Mozart’s first original piano concerto, dates from December 1773.
Mozart held itin high regard, performing itin Mannheim in February 1778 and
onatleastfouroccasions in Vienna between March 1782 and March 1783, where
he reported it was a real ‘favourite’. The Viennese performances substituted a
new finale, the Rondo in D, K382 (actually a theme and variations) for the
original sonata-form finale, and Mozart remarked to Leopold on 23 March
1782 that the new movement made ‘such a furore’ in the city. He continues: ‘I
beg you to guard it like a jewel and not to give it to a soul to play . . . I composed
it specially for myself and no one else but my dear sister must play it.’

Late eighteenth-century composers were justifiably concerned about pirated
editions of their works appearing without their consent — hence Mozart’s
strongly articulated request not to circulate K382 — but this did not usually
discourage them from writing concertos for performers other than them-
selves. Three of Mozart’s next four piano concertos in fact, K242 in F for
three pianos (1776), K246 in C (1776) and K271 in E flat (1777) were writ-
ten in the first instance for other distinguished pianists — Countess Antonia
LoDRON and her daughters Aloisia and Josephina, COUNTESS ANTONIA
LUTzOow, and Mademoiselle JENAMY (formerly thought to be ‘Jeunhomme’)
respectively. Mozart knew the Lodron family and Liitzow, a pupil of Leopold, as
fellow Salzburg residents, but only became familiar with the French virtuoso
Jenamy and her reputedly splendid playing when she performed in Salzburg
in December 1776. Mozart subsequently performed all three works — as well
as K238 in B flat (1776), a work probably intended from the outset as a solo
vehicle for the composer — in October 1777 in Augsburg and MUNICH. A
review of the K242 performance in Augsburg, featuring JOHANN MICHAEL
DEMMLER (an organist) and JOHANN ANDREAS STEIN (a renowned piano
maker) in the solo roles in addition to Mozart, was published in the Augsburgis-
che staats- und gelehrten Zeitung on 28 October 1777 and was effusive in its praise
of work and performers alike. The composition as a whole was ‘thorough,
fiery, manifold and simple; the harmony so full, so strong, so unexpected, so
elevating; the melody so agreeable, so playful, and everything so new; the ren-
dering on the fortepiano so neat, so clean, so full of expression and yet at the
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same time extraordinarily rapid, so that one hardly knew what to give attention
to first, and all the hearers were enraptured. One found here mastery in the
thought, mastery in the performance, mastery in the instruments, all at the
same time.’

K271, the last of the four 1776—7 piano concertos, is a landmark in Mozart’s
piano concerto oeuvre. Its stylistic boldness is signalled right at the outset,
with the orchestra presenting the antecedent phrase of the main theme, but
handing over to the piano for the consequent phrase; the process is repeated
and the piano then sits out the remainder of the section. Thus, the soloist
enters unexpectedly at the beginning of the work, rather than waiting for its
appointed place at the onset of the solo exposition. Its re-entry fifty bars later
is as subtle as its initial entry is strident, with a quietly evocative three-bar trill
that accompanies tonic—dominant articulation of E flat leading to a poignantly
expressive four-bar solo phrase that directs us back to the reappearance of
the main theme. Overall, K271 is characterized by a conciseness of thematic
development, a depth of expression (in the Andantino in particular) and a
level of exuberant virtuosity (especially in the finale) that surpasses anything
witnessed in his preceding piano concertos.

Mozart’s next piano concerto, and his last in Salzburg, is K365 in E flat
for two pianos (1779), probably written for him to perform with his sister
NANNERLMoOzART. Whiletheaccompanyingorchestraislarge— two clarinets,
two trumpets and timpani in addition to two oboes, two bassoons, two horns
and strings —it has notyet been proven beyond doubt that the clarinet, trumpet
and timpani parts are Mozart’s work. Neither the autograph nor early German
editions of the work from ANDRE in 1800 and Breitkopfin 1804 contain these
parts, butitis entirely possible that Mozart added them for concerts in the early
1780s. It is known from Mozart’s correspondence that he played the work with
his student JOSEPHA AUERNHAMMER (1758-1820) at her family residence in
Vienna on 23 November 1781 and again at the Augarten, a prominent Viennese
concert venue, on 26 May 1782. Irritated by Auernhammer’s amorous inten-
tions in 1781, Mozart nevertheless admired her ‘enchanting’ playing (albeit
with the qualification that ‘in cantabile playing she has not got the real del-
icate singing style’) and dedicated to her his set of six violin sonatas (K296,
376-80, published in 1781). ABBE MAXIMILIAN STADLER, an Austrian the-
ologian and musicologist who knew Mozart and Constanze, was ‘enchanted by
the playing of master and pupil’ in these sonatas. Such charm would surely
also have characterized their performances of K365, a work that contains
numerous instances of dialogue and other delicate interaction between the two
soloists.

About a year and a half after his move to Vienna in March 1781, and with
a successful production of the opera DIE ENTFUHRUNG AUS DEM SERAIL behind
him, Mozart returned to the piano concerto genre with a set of three works
composed in the autumn and winter of 1782—-3, K414 in A (completed first),
K413 in F and K415 in C. Still a new resident of the city who needed to gener-
ate a substantial income from his freelance musical activities, Mozart offered
manuscript copies to the general public on subscription, placing an advertise-
ment to this effect in the Wiener Zeitung on 15 January 1783. They are ‘three new,
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recently finished piano concertos’ that ‘will not appear until the beginning of
April this year, and will be issued (finely copied and supervised by [Mozart])
only to those who have subscribed thereto’. Mozart was keen to explain that
these concertos could be performed in two different ways, ‘either with a large
orchestra with wind instruments or merely a quattro, viz. with 2 violins, 1 viola
andvioloncello [i.e. one to each part]’, thus maximizing the number of potential
purchasers of the scores. A famous letter to Leopold on 28 December 1782 also
clarifies thatthese works werewritten with broad appeal in mind: ‘These concer-
tos are a happy medium between what is too easy and too difficult; they are very
brilliant, pleasing to the ear, and natural, without being vapid. There are pas-
sages here and there from which the connoisseurs alone can derive satisfaction;
but these passages are written in such a way that the less learned cannot fail
to be pleased, though without knowing why.” It would appear, however, that
Mozart’s subscription scheme was not particularly successful, certainly not at
the price at which he initially advertised them in the Wiener Zeitung (four ducats
for the set): he failed to attract the requisite number of subscribers by April,
subsequently negotiating sales of the works through the publishers STEBER,
TRAEG and ARTARIA, and on each occasion lowering his price.

Mozart almost certainly began another piano concerto alongside the so-
called ‘subscription’ set in 1782—3, K449 in E flat, but completed only the first
half of the first movement. He returned to it about a year later, finished it off
and made it the first entry in the catalogue of his works, the Verzeichniiss aller
meiner Werke, on g February 1784, completing the piano concertos K450 in B flat,
K451in D and K453 in G on 15 March, 22 March and 12 April 1784, respectively.
K449 is, in fact, a fascinating stylistic hybrid of K413—15 and K450/451/453. In
letters to his father Mozart explained the difference between K449 and the later
concertos: it was, like K413-15, ‘composed rather for a small orchestra than
for a large one’ and ‘can be performed a quattro without wind instruments’.
In a similar fashion to K450/451/453, however, the orchestra assumes a newly
prominent position, witnessed (in K449 at least) in powerful confrontations
between the piano and the orchestra in the development and recapitulation sec-
tions of the first movement. The confrontations are themselves intensifications
of mildly disjunctive musical procedures from K413-15 and are subsequently
reshaped in K450/451/453. Mozart’s description of K449 as ‘a concerto of an
entirely special manner’ should be taken literally — it is indeed a unique work
and one of considerable significance to his future development as a concerto
composer.

Alongside K450 and 451, K449 initiated a new venture for Mozart the
composer-performer in spring 1784, a series of subscription concerts, held in
a private hall of the Trattnerhof'in Vienna, the residence of JOHANN THOMAS
VON TRATTNER (1717-98). Instead of selling manuscriptcopies of his new con-
certos to raise revenue, Mozart put on a series of three orchestral concerts on
17, 24 and 31 March 1784, showcasing his piano concertos above all, and invited
Viennese residents to subscribe. It was clearly a very successful venture, in both
financial and artistic terms. On 20 March he sent a complete list of subscribers
to Leopold containing 176 names, boasting that the number represented ‘thirty
more than [Ludwig] Fischer and [Georg Friedrich] Richter combined’. The

114



CONCERTOS

first concert, he explained, ‘won extraordinary applause’ and had the hall ‘full
to overflowing’. Spring 1784 was, in any case, one of the high points of Mozart’s
career in Vienna. He had an extraordinary twenty-two engagements between
26 February and 3 April alone, including a ‘most successful’ concert at the
high-profile Burgtheater (the National Theatre) that included performances of
K450 and 4571 as well as the Quintet for Piano and Winds, K452.

Justas K449 established an elevated, forceful role for the orchestra (asasingle
entity) in Mozart’s piano concertos, so K450 initiated a special, inimitable role
for the winds. Mozart described K450, 451 and 453 as ‘grand concertos’ with
‘wind-instrument accompaniment’ and, symbolically, signalled the obligatory
nature of their participation at the very opening of K450. Here the oboes and
bassoons present the first part of the main theme without the support of the
strings, thus establishing the winds as independent interlocutors in their own
right. These three works are characterized throughout by prominent writing
for the winds, especially dialogue with the piano (for example split phrases and
themes, full themes passed from one part to another, imitations and echoes
and segues from one phrase to the next).

K453 and Mozart’s next piano concerto, K456 in B flat (dated 30 Sept. 1784)
were written for two distinguished female pianists, BARBARA VON PLOYER
(1765—c.1811) and MARIATHERESIAVON PARADIES (1759-1824), respectively.
Ployer (to whom K449 was also dedicated) was Mozart’s student in 1784. She
is known to have performed K453 on 13 June 1784 at the home of Gottfried
Ignaz von Ployer (her father’s cousin) in Dobling on the outskirts of Vienna.
Paradies, blind from infancy, toured Europe twice between 1783 and 1786,
perhaps performing K456 in Paris, LONDON, Brussels or Berlin in October
1784. Mozart also played K453 and 456 himself, of course, the latter in a con-
cert on 13 February 1785 given by the Italian soprano and original Countess
Almaviva in LE NOzZE DI FIGARO, LUISA LASCHI (c.1760—c.1790). Leopold, who
visited Mozart in Vienna between 11 February and 25 April, attended this con-
cert and reflected poignantly on the experience in a letter to Nannerl. K456
is ‘a glorious concerto . . . I was sitting only two boxes away from the very
beautiful Princess of Wiirttemberg and had the great pleasure of hearing so
clearly all the interplay of the instruments that for sheer delight tears came
into my eyes. When your brother left the platform the Emperor waved his hat
and called out “Bravo Mozart!”’ One can well imagine Leopold’s delight at
witnessing such a successful performance by his son, compounding the joy
he must have felt only one day earlier (12 February) when JOSEPH HAYDN
told him, after playing through the three string quartets K458 in B flat, K464
in A and K465 in C (‘Dissonance’): ‘Before God and as an honest man, I tell
you that your son is the greatest composer known to me either in person or
by name. He has taste and, what is more, the most profound knowledge of
composition.’

Leopold had plenty more opportunities towitness Mozart’s ‘profound knowl-
edge of composition’ during his visit to Vienna, not least at the six subscription
concerts at the Mehlgrube Casino from 11 February 1785 onwards and at the
Burgtheater academy event on 1o March. Mozart’s next three piano concertos,
K459 in F (11 Dec. 1784), K466 in D minor (1o Feb. 1785) and K467 in C (9 Mar.
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1785) were all performed at these concerts, with K466 premiered at the first of
them. Leopold reported proudly that ‘a great many members of the aristocracy
were present’ at this concert, that it was ‘magnificent’ and that ‘the orches-
tra played splendidly’. The demands on the orchestra — especially the wind
instruments — are such that ‘splendid’ playing is, indeed a sine qua non for a
successful rendition of these works. The first and second movements of K459
contain particularly rich dialogue between the piano and winds, quickly estab-
lishing and maintaining an atmosphere of intimate collaboration in the solo
exposition, through sensitive and delicate exchanges of material, and rendering
theatmosphere more intimate still in the recapitulation through the inclusion of
additional dialogue and even more subtle exchange. K466 and K467 are scarcely
less significant in terms of interaction between the soloist and the orchestra,
the famous slow movement of K467 in particular containing a seamless flow
of melodic and triplet-quaver accompaniment figuration between the piano,
winds and strings, starting with as sensitive an introduction of a soloist as one
finds even in a Mozart concerto — sonorous full-wind triplets are passed to the
left hand of the piano and an F major pizzicato string arpeggio foreshadows in
outline the singing theme in the right hand.

Although poles apart in affect and mood, K466 and K467 are similar to
each other — and to all of the piano concertos from K450 onwards in fact —
in carefully balancing ostensibly contrasting aesthetic and stylistic features
of grandeur (represented primarily by orchestral tutti sections and tutti inter-
jections), brilliance (solo virtuosity) and intimacy (dialogue and other subtle
solo/orchestra interaction). Both the ominous, dark and strident tutti mate-
rial in the first movement of K466 and the bright, bold and upbeat tutti
material in the corresponding movement of K467, for example, are offset by
interaction of great delicacy and poignancy, and solo passage-work of great
brilliance.

Mozart’s next three piano concertos date from the winter and spring of
1785-6 and bring to an end his most productive period in the genre. K482 in
E flat (entered into the Verzeichniiss on 16 Dec. 1785) was probably premiered
at the Burgtheater on 23 December and K488 in A (dated 2 Mar. 1786) at a
subscription concert in the spring. While K482 is broad in scope (especially in
the first movement) and K488 more intimate, both are beautifully orchestrated
and, for the first time in a Mozart concerto, scored for clarinets in preference
to oboes. Both also contain minor-mode middle movements (K488’s is in the
extremely unusual key of F sharp minor) that demonstrate soloistic fragility
and elegance in equal measure.

In many respects the awe-inspiring K491 in C minor (completed on 24 Mar.
1786 and first performed in all likelihood on 7 April) is a climactic work in
Mozart’s piano concerto cycle. It contains the longest and most formally com-
plex first movement (including an extended solo exposition section punctu-
ated by a piano cadential trill at the mid-point) and the largest accompanying
orchestra (flute, two oboes, two clarinets, two bassoons, two horns, two trum-
pets and timpani in addition to strings). The scale of the orchestra enables
Mozart, in the first movement of the work at least, to write music that is both
grander and more intimate than hitherto — the gravitas and noble magnificence
of the sequentially spiralling confrontation between piano and orchestra in
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the development section and the volume and sophistication of organization
of piano—orchestra dialogue in the recapitulation are simply unmatched. With
the exquisite wind writing from the middle movement and the unremittingly
intense theme and variations finale factored in as well, it is difficult to avoid the
conclusion that, even by Mozart’s extraordinary standards, K491 is one of his
greatest instrumental works.

K503 in C, completed on 4 December 1786, is hardly less impressive than
K491. The first movement, for example, is certainly as bold, broad, majestic
and technically demanding as that of its predecessor. After the apotheosis of
dialogic sophistication and confrontation in K491 it is perhaps not surprising
that there are signs of stylistic change. The combination of intimacy, brilliance
and grandeur at the piano’s entry in the first movement and in the immedi-
ately ensuing passages is unprecedented — the piano creeps in innocuously in
alternation with cadence-making in the strings, progresses through sweeping,
brilliant semiquavers to the return of the orchestra’s archetypically grand main
theme, decorates the continuation of the main theme with magical, exquisite
semiquavers and — in dialogue with the winds — transforms the theme to convey
poignant intimacy. Unusually for Mozart, too, the first half of the development
section is a tour de force of collaborative dialogue among the strings, winds
and piano.

Mozart’s last two piano concertos, K537 in D (nicknamed the ‘Coronation’
on account of Mozart’s performance of it at the festivities for LEoroLD II in
Frankfurt in October 1790) and K595 in B flat, completed on 24 February 1788
and 5 January 1791, respectively, continue the theme of stylistic experimenta-
tion initiated in K503. They remain fundamentally misunderstood works, K537
gratuitously dismissed by generations of critics as uneven, empty and generally
second-rate (Arthur Hutchings, in a famous book on Mozart’s piano concertos
from 1948, wished he ‘had the end seats’ regretting ‘that Mozart stooped so
low’) and K595 regularly described as nostalgic, resigned, reticent and intro-
spective, implicitly assuming that Mozart was somehow aware that this would
be his last piano concerto and decided to sign oftf with an exquisite swansong.
In fact, the first movements of K537 and 595 together represent a systematic
attempt at stylistic reinvention. Passages such as the contrapuntal rumination
of the solo piano after the secondary theme in the solo exposition and recapit-
ulation of K537 and the stuttering, harmonically disjunctive dialogue followed
by mellifluously flowing dialogue in the development section of K595 move
away from Mozart’s standard modus operandi in a search for new stylistic
paradigms.

It is still not known exactly why Mozart wrote only three piano concer-
tos in the last five years of his life (K503, 537 and 595), after having writ-
ten fourteen in the previous four years, although the increasing demand of
opera on his compositional time surely offers at least a partial explanation.
(LE NozzE DI FIGARO, DON GIOVANNI, COSI FAN TUTTE, DIE ZAUBERFLOTE and LA
CLEMENZA DI TITO were all completed after K491.) In any case, K537 and 595
do not bear witness to a loss of interest in the piano concerto, as many crit-
ics have suggested, but rather to an active reappraisal of its stylistic features.
Had Mozart lived beyond 1791, it is highly likely that he would have conti-
nued to write works in the genre that served him so well. SIMON P. KEEFE
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Consoli, Tommaso (b. c.1753; d. after 1808). Italian castrato. Consoli was active at
the MUNICH opera from 1773 to 1778; he probably took the part of Ramiro
at the first performance of Mozart’s LA FINTA GIARDINIERA (Munich, 13 Jan.
1775). That April he sang in SALZBURG as Adone in DOMENICO FISCHIETTI’S
Gli orti esperidi and, on 23 April, as Aminta in the premiere of Mozart’s IL RE
PASTORE; both works were composed to celebrate the visit there of ARCHDUKE
MAXIMILIAN. Mozart met Consoli again in Munich in 1777 but the next year
his contract was cancelled by the new Elector, Karl Thomas, and he returned to
Italy, where he was active in Turin and Rome. CLIFF EISEN

‘Coronation’ concerto. Mozart’s Piano Concerto in D, K537 (completed 24 Feb. 1788).
See CONCERTOS

‘Coronation’ mass. Mozart’s Mass in C, K317. See MASS

Cosi fan tutte, ossia La scuola degli amanti, K588 (Women are all the Same, or The School
for Lovers), dramma giocoso per musica in two acts, libretto by LORENZO DA
PONTE; first performed VIENNA, Burgtheater, 26 January 179o.

1. Genesis
2. Music and text
3. Reception

1. Genesis

We know little about the genesis of the last of three operas that Mozart produced
in collaboration with Da Ponte, who called Cosi fan tutte ‘the drama that holds
third place among the sisters born of that most celebrated father of harmony’.
Da Ponte always referred to the libretto by its subtitle; he probably conceived
it originally for SALIERT, for whom it could have represented a kind of sequel
to his La scuola de’ gelosi. But Salieri, having composed one trio and written the
vocal lines for another, gave up the opera. Much later CONSTANZE MOZART
was to remember, as paraphrased by VINCENT NOVELLO, that ‘Salieri first
tried to set this opera but failed, and the great success of Mozart in accom-
plishing what he could make nothing of is supposed to have excited his envy
and hatred, and have been the first origin of his enmity and malice towards
Mozart’.

By the end of December 1789 rehearsals were already in progress. Mozart
wrote to his friend PUCHBERG, asking for a loan and promising to pay it back
when he received payment for the opera. After cancelling an engagement, he
wrote (December 1789): ‘ButI invite you (and you alone) to my apartment at 10
in the morning on Thursday for a little opera rehearsal — I’'m inviting only you
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and [Joseph] HAYDN.’ The 200 ducats that he told Puchberg he was expecting
from the theatrical management may have been an over-optimistic prediction.
Payment records show that Mozart received only 1oo ducats, the normal fee,
for Cosi fan tutte.

As several critics have pointed out, Cosi fan tutte is an opera about opera: a
tightly knit, gorgeously variegated web of allusions to operatic traditions, to
individual works, and even to individual operatic numbers of the past. The
symmetrical layout of the plot recalls METASTASIO’s drammi per musica, as does
Da Ponte’s use of six characters, common in Metastasio and his followers. In
the trio ‘E la fede delle femmine’, Da Ponte had Don Alfonso parody an aria
by Metastasio; and the decorous vocabulary and diction of opera seria is main-
tained through much of the opera. Yet Da Ponte chose for his characters names
that clearly suggest opera buffa. Dorabella, Fiordiligi and Despina may have
sounded to some early audiences like a scrambling of Doralba and Fiordispina,
two characters in Cimarosa’s L'impresario in angustie, a comedy first performed
in Rome in 1787 and very frequently and widely thereafter (though notin Vienna
until 1793).

In superimposing the title Cosi fan tutte over the one that Da Ponte preferred,
Mozart alluded to a tradition of derogatory generalizations about the opposite
sex that goes back to the librettos of GoLDONT, whose works are full of arias
and dialogues in which men criticize all women and women criticize all men.
Such generalizations sometimes found expression in phrases that anticipate
the title of Mozart’s opera. In Francesco Puttini’s libretto La vera costanza, set
by Anfossi in 1776 and Joseph Haydn in 1778, Rosina complains to Lisetta, a
servant, of Count Errico’s attentions: ‘I fled every encounter, but he followed
me to the mountains, the seaside, the forest.’ Lisetta responds: ‘All men act like
that’ (‘Fan cosl tutti gli uomini’). In Mozart’s own Ficaro, Count Almaviva’s
discovery of Cherubino hiding in Susanna’s room causes Basilio to comment:
‘Cosi fan tutte le belle, | Non c¢’¢ alcuna novita.’

Opera buffa frequently explored themes of seduction and jealousy, faithful-
ness and sexual betrayal. Several librettists before Da Ponte used a plot device
involving a man who hopes to demonstrate or to test the virtue of his fiancée
by disguising himself and trying to seduce her, or by arranging for someone
else to try to seduce her. In Antonio Sacchini’s comic opera La contadina in
corte (performed in Rome during Carnival 1766 and then, over the next twenty
years, all over Europe, including Vienna), Baron Ruggiero decides to test the
faithfulness of the peasant girl Sandrina, his wife-to-be. He persuades another
peasant girl to disguise herselfas a nobleman and to try to seduce Sandrina. The
attempt, which involves a beautiful duet for the two sopranos, fails. Satisfied
with his bride’s virtue, Ruggiero looks forward to wedded bliss. Closer to Cosi
is an episode in Goldoni’s libretto Le pescatrici in which the fishermen Burlotto
and Frisellino test the fidelity of their girlfriends by disguising themselves as
noblemen. The women quickly succumb to their advances.

Mozart wrote his opera for a cast that, to the extent that we know their
special skills and experience, must have inspired him and helped shape the
individual roles. Alfonso, an old man whose ‘philosophical’ outlook on life
comes from many years of experience, was created by the baritone FRANCESCO
BUSSANI, a comic singer near the end of a thirty-year career that had
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demonstrated extraordinary dramatic and vocal versatility. The comic bass
FrRANCESCO BENuUCCI sang Guilelmo (as his name is spelled in Mozart’s
autograph score and in the libretto printed for the first production). Having
earlier created the role of Mozart’s Figaro, he impressed Viennese audiences
not only with his big voice and comic talents but also with a subtlety of char-
acterization rarely found in those Italian male singers known as buffi caricati —
caricature comics. ‘He never exaggerates’, marvelled a critic in 1793. The tenor
Vincenzo Calvesi, who took the role of Ferrando, was a so-called buffo di mezzo
carattere, amale singer in comic opera who specialized in the portrayal of young,
often noble, lovers. ‘Calvesi has a silvery tenor voice, and he enunciates with
astonishing clarity’, wrote COUNT ZINZEN DORF in 1780; one of his Viennese
admirers found that he combined ‘a voice that is naturally sweet, pleasant, and
sonorous with a technique that, without being too refined or studied, cannot
but please our audience’.

The role of Fiordiligi was created by the prima donna of the Viennese troupe,
ADRIANA FERRARESE DEL BENE, a young singer who brought with her to
Vienna when she arrived in 1788 experience in both serious and comic opera.
She excelled in bravura singing, but could also act. Singing in comic opera in
London in 1786, she had won praise not only for ‘the inexpressible feeling and
pathetic manner’ in which she sang a serious aria, but for giving her whole part
‘the most lively colouring by her action’. Of LOUISE VILLEN EUVE, who sang
the role of Dorabella, we know little except that she had enjoyed a short career
in comic opera in Italy before joining the Viennese troupe in 1789. Although
she had sung in a couple of opere serie (in the minor theatre of Pavia in 1787)
she clearly was no match for Ferrarese in the heroic style. Despina, finally,
was created by Bussani’s wife DOROTHEA SARDI BUSSANTI. The only Viennese
native in the cast, this mezzo-soprano had sung, among other roles, Cherubino
inFigaro. She musthavebeen alivelyand charmingactress. The Gazzetta universale
of Florence praised her portrayal of Lisotta in Salieri’s La cifra, another role that
required excellent acting. She ‘showed herselfin this opera, as in many others,
worthy of universal applause’.

2. Music and text

The overture presents twice, in the slow introduction and near the end of the
scurrying Presto, the distinctive cadence to which Don Alfonso will pronounce
the opera’s motto near the end of the opera. The Presto alludes to Basilio’s ‘Cosi
fan tutte le belle’ by an almost literal quotation of the music to which he sang
these words.

In a Neapolitan coffee-house two young military officers, Ferrando and
Guilelmo, and an older civilian, Don Alfonso, are involved in a heated dis-
cussion. ‘La mia Dorabella’ is the first in a series of three trios that together
represent the opera’s introduzione, the ensemble (which often includes finale-
like changes of tempo and metre) with which opere bufte of the second half of
the eighteenth century frequently begin. The officers boast that their fiancées,
the sisters Dorabella and Fiordiligi, are as faithful as they are beautiful. Alfonso,
speaking from long experience, tells them that any woman is capable of
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infidelity. The young men insist that he prove his statement. He prefers not
to do so, but they threaten to challenge him to a duel. He reacts philosophically,
reflecting on the absurdity of man’s desire to discover things that are sure to
make him unhappy.

Alfonsotries to soothe hisyoung friends’ feelings; he has no intention to fight
duels, butasks only that they keep in mind that their fiancées are not only human
beings, with all the frailities of the species, but also women. In the second trio,
‘E la fede delle femmine’, a parody by Da Ponte of an aria text from Metastasio’s
Demettio, Alfonso tells Ferrando and Guilelmo that constancy in a woman is like
the legendary Phoenix: something that one talks of frequently without finding
it. Each claims that his fiancée is the Phoenix, and in the following recitative
they reject Alfonso’s Metastasian paraphrase as ‘nonsense written by poets’ and
‘the foolish talk of old men’.

When Alfonso asks them what proof they can offer of their beloveds’ eter-
nal constancy, they respond with a list of empty clichés they probably read in
books: ‘long experience’, ‘noble education’, ‘lofty thoughts’, ‘analogous tem-
peraments’ and so on. The old man laughs at their naivety. He offers to bet
that Dorabella and Fiordiligi are just like other women. Ferrando and Guilelmo
accept. The amount wagered, 100 zecchini, perhaps involved an inside joke
between Da Ponte and Mozart, since this was exactly the fee that Mozart was
later to receive for composing Cosi fan tutte. (Italians frequently referred to ducats
as zecchini.)

In the third and final trio, ‘Una bella serenata’, Ferrando and Guilelmo are
more clearly differentiated than earlier, both in words and music. Ferrando
emerges as tender, romantic and artistically inclined. With a lyrical and noble
melody, he says that with his share of the winnings he will organize a serenade
for Dorabella. Guilelmo is more down-to-earth; he will give a dinner party in
honour of Fiordiligi, he sings to a melody dominated by the two-bar phrases
and disjunct contours typical of music written for buffi caricati. All three men join
togetherin anticipation oftoasts to the goddess oflove, which they sing to music
similar to that which Mozart would later use in another piece expressing mas-
culine joy: ‘Laut verkiinde unsre Freude’ in the Freimaurerkantate, K623. Mozart
returned in ‘Una bella serenata’ to the key and to much the same orchestration
(with trumpets and drums) as the overture. The cadential material at the end of
this number resembles that at the end of the overture (note the characteristic
drum-roll that continues while the rest of the orchestra is silent), encouraging
one to hear ‘Una bella serenata’ as the end of a musical unit that began with the
overture.

The shift to a key a third below C, A major, accompanies a change of scene
to a garden by the sea and a move from the masculine to the feminine sphere.
In its length and change of tempo the duet ‘Ah guarda sorella’ resembles an
introduzione. If the three trios that preceded it can be thought of as an intro-
duzione for the men, this duet can be thought of as a separate, parallel one
for Dorabella and Fiordiligi. The sisters look at portraits of their husbands-to-
be and praise their handsomeness with music that conveys the sensuousness
and sweetness of erotic desire. In the Allegro that follows they unknowingly
allude to future events when they pray to the god of love to make them suffer
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if they ever fall in love with someone else. The high-pitched horns in A playing
in octaves in the orchestral postlude, by alluding to cuckoldry, undercut the
women’s protestations of constancy.

Talk of the forthcoming weddings is interrupted by Alfonso, who announces,
in ‘Vorrei dir, e cor non ho’, a very short aria in F minor (Allegro agitato) that
he has bad news. Ferrando and Guilelmo have been called to active duty. The
young men enter. In the quintet ‘Sento, o Dio’, they address the women in the
formal, tragic language of opera seria. The women respond in the same high
tragic style, demanding that their lovers run them through with their swords.
The young men express, in the short duettino ‘Al fato dan legge’, their hope
that they will soon return to the beloveds’ arms. In an aside, Alfonso declares
his approval of their performance, referring to the deception that he has set in
motion as a ‘delightful comedy’.

Suddenly the sound of a military drum in the distance calls the men to arms.
The chorus ‘Bella vita militar’ begins with a long orchestral introduction that
serves as a march accompanying the arrival of troops. Civilian men and women
assemble to watch, and a ship pulls up to shore. Clearly Alfonso has organized
this charade on a grand scale, and at great expense. Even if he wins the bet, he
will make no money; but it was to teach his young friends a lesson rather than
to make money that he made the bet in the first place.

In the quintet ‘Di scrivermi ogni giorno’ the women ask their lovers to write
to them every day, the men promise to do so, and they bid one another a final
farewell. It is tempting to laugh at Dorabella’s request that Ferrando write
to her two times a day; but Da Ponte may not have intended this as comic
exaggeration. Only a few years after the composition of Cosi fan tutte Emperor
Francis of Austria and his wife Marie Therese sometimes corresponded twice
a day; she once wrote, in the midst of a campaign against Napoleon that was
going disastrously for the Austrians: ‘Dearest, best husband. Still no news
from you. Today is the fourth letter-less day. Have you entirely forgotten me?’
Out of the simplest harmonic material the quintet gradually blossoms into
music of exquisite beauty, whose pathos, parodoxically, is intensified rather
than undercut by Alfonso’s aside: ‘I'll burst if T don’t laugh.’

The quintet’s contemplativeness is swept aside by a repetition of the chorus
(thistimewithoutthe orchestralintroduction) as the boatdeparts with Guilelmo
and Ferrando on board. Don Alfonso joins the women in the terzettino ‘Soave
sia il vento’, a prayer for calm winds and a safe voyage. The muted violins
depict the sea’s gentle surface with a rippling stream of semiquavers. Instead of
simultaneously expressing his pointof view in an aside, as he did in the previous
quintet, Alfonso waits until after the women have left before congratulating
himself (‘I'm not a bad actor’) and looking forward to a quick and favourable
conclusion to his plot. Perhaps prompted by the view of the sea and the maritime
imagery of the previous trio, he quotes the Renaissance poet Sannazaro to the
effect that trusting a woman’s heart s as futile as ploughing the sea (the strings
here serve as musical quotations marks).

A change of scene reveals a room inside the sisters’ house. Their servant
Despina complains, like many operatic servants before her, of all the work she
has to do. She is astonished when her mistresses enter, removing all their jew-
ellery and other adornments. Fiordiligi asks for a sword, and Dorabella begins a
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violent orchestrally accompanied recitative, ordering Despina to close the win-
dows and then to leave her alone. The aria that follows, ‘Smanie implacabili’,
is reminiscent of Alfonso’s ‘Vorrei dir, e cor non ho’ not only in tempo (Allegro
agitato) but in its almost constant use of a single rhythmic motif'in the violins
that features a rest on the beat. Despite this aria’s heroic trappings, Dorabella’s
agitation sounds like something imitated rather than sincerely felt.

Despina, on hearing that the young men have gone off to battle, consoles the
sisters. Their lovers are likely to return home safe and sound; but should they
die, there are plenty of equally good men to take their place. In the meantime,
since they cannot trust the men to be faithful, why should the women notamuse
themselves while the men are gone? In her light, cheerful aria ‘In uomini, in
soldati’ Despina mocks her mistress’s naive trust in men’s capacity for fidelity
and urges them to dispense their amorous affections as freely as their absent
lovers surely will.

Alfonso, alone, expresses fear that Despina might recognize the men in
the disguises that he has had them put on. He offers her a gold coin, with a
promise of more to come, if she introduces to her mistresses two handsome
young acquaintances of his. She accepts his proposition. At the beginning of
the sextet ‘Alla bella Despinetta’ the march-like melody sung by Alfonso sounds
like a duple-metre version of the tune to which Don Giovanni and Zerlina sing
the words ‘Andiam, andiam mio bene’ — as if Alfonso is confidently looking
forward to the successful seduction of Fiordiligi and Dorabella. He presents
to Despina Guilelmo and Ferrando, who are disguised as Albanians in exotic
clothes and moustaches. They immediately begin acting the part of debonair
ladies’ men, their firstwords a series of sweetendearments. In an aside, Despina
laughs at their appearance; meanwhile, all three men express to one another
relief that she has not penetrated the disguises.

At the approach of the sisters, Alfonso hides. A change of metre from duple
to triple accompanies the entrance of the women, who berate the maid for
allowing men to enter their house and order her to ask them to leave imme-
diately. Kneeling, Despina and the young men ask for mercy in a passage in
A minor whose descending chromatic lines offer a musical counterpart to the
word ‘languir’. The Neapolitan-sixth harmony (at ‘spasimanti’) might sound
sincerely tragic if it were not extended and repeated to the point of parody.
Despina and the men plead for calm, but the women explode with anger
as the tempo suddenly accelerates to Molto allegro. Ferrando and Guilelmo,
meanwhile, are delighted to witness this evidence of the women’s constancy,
while Despina and Alfonso (in his hiding place) think the ladies do protest
too much.

Alfonso appears, asking the reason for the commotion. Fiordiligi and Dora-
bella point to the two strange men, whom Alfonso greets as old friends whose
presence is as surprising as it is delightful. Guilelmo and Ferrando respond in
similar fashion, and then, turning to the sisters, declare their love in the most
florid language of serious opera, set by Mozart as orchestrally accompanied
recitative. The personalities of the two sisters begin to differentiate, with Dora-
bella asking her sister what they should do, and Fiordiligi taking charge. As the
recitative continues, she orders the men to leave in language just as florid as
theirs. Her aria, ‘Come scoglio’, is a splendid bravura showpiece conceived to
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give Ferrarese ample opportunity to show off her cantar di sbalzo (the technique
ofleaping between the top and bottom of one’s tessitura) and coloratura. ‘Come
scoglio’ refers, in its opening melody, its huge leaps and its triplet coloratura,
to an earlier aria, Angelo Tarchi’s ‘Se il nome mio non basta’, that Ferrarese
had sung in MARTIN Y SOLER’s L’arbore di Diana.

About to leave the stage, as we would expect a character to do after such
an imposing aria, Fiordiligi is called back by Ferrando, while Guilelmo begs
Dorabella to stay. Alfonso pleads on their behalf, reminding the sisters that
they are gentlemen, and his friends. Guilelmo launches into a short comic aria,
‘Non siate ritrosi’, in which he speaks for both himself and Ferrando, boasting
of their physical charms and inviting the sisters to inspect their skin, their
noses, and their moustaches. (Mozart wrote this aria late in the preparation of
the opera to replace a much longer, more traditional comic aria for Guilelmo,
‘Rivolgete aluilo sguardo’.) Near the end of ‘Non siate ritrosi’ the women leave.
Guilelmo and Ferrando laugh, as they continue to do in the trio that follows. ‘E
voi ridete’ closely resembles a trio for three men in Salieri’s La grotta di Trofonio
(1785), ‘Ma perche in ordine’, a very fast comic number that may have inspired
this one. While the young men laugh because they think they have won the bet,
Alfonso warns them that the laughing will end in tears.

Guilelmo wonders when he and Ferrando will have a chance to eat; a concern
with eating is typical of characters portrayed by buffi caricati like Benucci. Fer-
rando, displaying the more noble and romantic character associated with buffi
di mezzo carattere like Calvesi, assures his friend that they will partake of a more
delightful meal when the current business is concluded. In his aria ‘Un’ aura
amorosa’, a tender and passionate Andante cantabile in A major, he sings of the
refreshment that their hearts will find in the amorous sighs of their beloveds.

Alfonso considers for the first time the possibility that the sisters are exam-
ples of that rare thing, the faithful woman; but he quickly rejects this idea and
turns to Despina for help in breaking down the women’s resistance.

The finale of Act 1 takes place in a garden, where we find Fiordiligi and
Dorabella peacefully expressing their melancholy. They are interrupted by the
sound of the Albanians, offstage. Accompanied by tremolos in the strings and
violent contrasts of dynamics, the men cry out that their death alone will satisfy
the ungrateful objects of their passion. Alfonso pleads with them not to kill
themselves. They enter, drink from glasses that they throw away, and soon
begin to show the effects of poison. Now that they are near death, Alfonso
tells the sisters, the woman can at least show them some compassion. He and
Despina go off to find a doctor. While Dorabella and Fiordiligi express horror
atbeing left alone with two dying strangers, Ferrando and Guilelmo comment,
in an aside, on the charming play that they are taking part in. Their sighs begin
to have an effect on the women, who take pity on them. They move closer,
and Dorabella’s feelings evolve from pity to a kind of admiration: ‘Che figure
interessanti!” The men notice the change, and accept, for the first time, the
possibility that their fiancées might give in.

Don Alfonso returns with Despina disguised as a doctor who greets the sisters
in mangled Latin. Having ascertained the type of poison used, she pulls out a
magnet and cures the young men with its Mesmeric powers. As they gradually
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regain consciousness, Alfonso, Dorabella and Fiordiligi praise the doctor for
the seeming miracle that he has achieved.

A shift of a third from G major to B flat major, a new tempo, and a new
metre together lend credence to the play-acting of Ferrando and Guilelmo,
who pretend, as they stand up, that they think they are dreaming and that the
women they see are Minerva and Venus. They take the women’s hands and
kiss them. Despina tells the sisters not to be alarmed; it is only an effect of the
poison. The women protest, but only weakly. They know that their ability to
resist has limits.

Another third-relation takes us to D major, the key with which the finale
began, and to the sound of a cheerful tune the men try to take advantage of
their gains by asking for a kiss. The request stuns the women and restores to
them suddenly their sense of honour and virtue. In this Allegro and the Presto
that follows, they express their outrage with a unanimity suggested by their
frequent singing in unison. Against their anger further appeals for kisses from
the young strangers and further attempts at mediation by Despina and Alfonso
are useless. The act ends with a tumult of conflicting emotions.

The dust has settled by the time Act 2 begins, with Despina trying to persuade
Fiordiligi and Dorabella to accept the advances of the two young strangers and
to enjoy their attention. In her aria ‘Una donnaa quindici anni’ she gives alesson
in flirting. The pure, transparent cheeriness of this music has an effect on the
sisters, who, left alone, persuade one another to accept Despina’s arguments.
Butat first only Dorabella is prepared to act on their new understanding that as
long as their fiancés are unaware of their dalliance with the Albanians, there is
no harm in it. Dorabella announces that she has already decided which of the
men she will flirt with. When she begins the duet ‘Prendero quel brunettino’
by saying she will take the nice dark-haired one, Fiordiligi, following her lead,
says she will laugh and joke with the blond. The sisters’ concern with the men’s
physical attributes reminds us of their very first duet, when they praised their
fiancés’ appearance rather than their character.

Alfonso appears; he tells the women to hasten outside, where a delightful
treat awaits them in the form of instrumental and vocal music. The scene
changes to the seaside garden, to which has arrived a wind octet (pairs of flutes
— held in reserve until the chorus enters — clarinets, bassoons and horns) on a
boat decorated with flowers. The players accompany Ferrando and Guilelmo
in the performance of a serenade in which the young men, like several of
Metastasio’s heroes and heroines, ask the breeze to carry their sighs to their
beloveds. The appeal to the wind to further their desires ironically recalls the
women’s much earlier prayer, shortly after the departure of their lovers, that
the wind be soft, the waves gentle, and ‘every element respond propitiously to
our desires’.

The combination of visual and sonic stimuli puts the women in a receptive
mood, which leaves the men tongue-tied. The quartet that follows corresponds
the closest of any single number to the opera’s subtitle. This is the school for
lovers, team-taught by Alfonso (who begins by taking Dorabella’s hand) and
Despina (who takes Fiordiligi’s). Alfonso tells the men what to say, and they,
the good pupils that they are, repeat his words and music exactly. Satisfied
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that the women will soon capitulate, the teachers leave their students on their
own.

The new couples make small talk with amusing awkwardness. Fiordiligi and
Ferrando walk off, leaving Dorabella alone with Guilelmo, who asks her to
accept a heart-shaped pendant as a token of his love for her. She hesitates only
a little before accepting it. In their duet ‘Il core vi dono’ she delays her complete
surrender to Guilelmo by saying that although she has accepted his heart, she
cannot give hers to him because she has already given it to another. He gently
turns her head away so she does not observe his removing Ferrando’s portrait
from her locket and replacing it with his heart, while she, fully aware of what he
isdoing, says in an aside thatshe feels Vesuvius in her breast. The parallel tenths
with which they celebrate their union represent a kind of relationship that we
have not seen in this opera. The sisters have sung frequently in parallel thirds
and sixths with one another; so have the young men. But the passionate love
thatwas supposed to have existed between Fiordiligi and Guilelmo and between
Dorabella and Ferrando was never represented with erotically charged parallel
intervals. That is why the audience may agree, and probably was intended to
agree, with Dorabella and Guilelmo when they celebrate the ‘cambio felice’
that has resulted in this electrifying new relationship. They leave the stage arm
in arm, the most explicit way that eighteenth-century dramatists could tell an
audience that a couple is about to consummate their union.

Ferrando and Fiordiligi return, filled with the stormy passions characteristic
of these more noble characters. He begs her to look at him, and when she does,
he expresses his delight in the aria ‘Ah lo veggio quell’anima bella’. But when
she moves away from him in silence, the tempo accelerates from Allegretto to
Allegro to depict Ferrando’s renewed desperation. Telling Fiordiligi that she has
condemned him to death, heleaves asifaboutto kill himself. To threaten suicide
is the most common and most effective technique of operatic seduction, and it
works here, just as it worked in the finale of Act 1. Fiordiligi, alone, admits in
an anguished recitative that she desires Ferrando, but her passion is hopelessly
mixed with remorse. In her great rondo, ‘Per pieta, ben mio, perdona’, she begs
the absent Guilelmo’s pardon for the illicit passion that she feels for the noble
stranger who courts her so ardently.

Ferrando and Guilelmo, in the opera’s only scene in which just the two of
them converse, report to each other on their success, or lack of it, in seducing
each other’s fiancées. Guilelmo is delighted to hear of Fiordiligi’s stubborn
resistance to Ferrando’s advances; but Ferrando, expecting to hear the same
about Dorabella, is horrified and outraged on learning that she has capitulated.
Restrained by Guilelmo from going to confront the unfaithful woman, he asks
his friend for advice. Guilelmo has none to give, except to expand upon the
opera’s motto (in his light-weight aria ‘Donne mie, la fate a tanti’) by charac-
terizing women as prone to infidelity.

Left alone, Ferrando gives expression to his shame and anger in an orches-
trally accompanied recitative. He resolves to forget Dorabella, but quickly real-
izes that he still loves her. His aria ‘Tradito, schernito’, in its rapid shifts from
minor to major, reflects his conflicting emotions. By ending in C major, with
a cadence in the vocal part very close to one that he sang in praise of Dora-
bella near the beginning of the opera (‘Una bella serenata’, also in C), Ferrando
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reaffirms his passion for his fiancée, though it is a love now largely fuelled by
jealousy.

Guilelmo and Alfonso have been listening in on the latter part of Ferrando’s
aria; they now enter. Guilelmo, whose previous aria showed that he had begun
to learn Alfonso’s lesson, either does not notice the inconsistency between that
lesson and Fiordiligi’s apparent constancy, or if he does notice, he attributes
her virtue to himself: ‘Do you really think that a fiancée could be unfaithful to a
Guilelmo?’ When he asks Alfonso for the 50 zecchini he has won, the old man
reminds him that he and Ferrando have promised to do as he says for the whole
day, and the day is not over yet.

From the garden by the seaside a change of scene takes us back inside the
house of Fiordiligi and Dorabella. When Fiordiligi admits that she loves her
blond suitor, her sister and Despina try to persuade her to give in to her feel-
ings. Dorabella, adopting Despina’s compound metre and cheerful manner of
expression, portrays Cupid as a little thief; a little serpent, who finds ways to
penetrate even the most heavily armoured soul. She and Despina leave Fiordiligi
alone to struggle with her nascent passion for the mysterious stranger. She sud-
denly decides that she and Dorabella will put on extra uniforms left by Ferrando
and Guilelmo and will join their fiancés on the battlefield. Watched from the
doorway by Guilelmo and Alfonso, she tears off her headdress.

As the duet ‘Fra gli amplessi’ begins, with Fiordiligi looking forward to
embracing her faithful lover, we have no way of knowing that it is not a heroic
aria for Fiordiligi. Buta sudden shift from the dominant, E major, to its parallel
minor, E minor, dramatizes the entrance of Ferrando, who tells her he will die
of grief. Fiordiligi steers the tonality from E minor to C major and Ferrando
follows her lead. The melody he sings is full of irony for the audience. He had
sung it near the beginning of the opera, in the same key, to the words ‘Una
bella serenata | Far io voglio alla mia dea’; he had alluded to it at the end of
his aria ‘Tradito, schernito’, again in reference to Dorabella; now he serenades
another goddess, very likely with more passion than he had ever mustered for
Dorabella. Still controlling the direction of the conversation, Fiordiligi nudges
the tonality towards A minor (at ‘Sorgi, sorgi’) in order to prepare for a return
to the tonic A major that will coincide with her surrender. She encourages
Ferrando with questions to which she already knows the answer: ‘Per pieta da
me che chiedi?’ She realizes now, repeating Zerlina’s ‘Non son piu forte’ in Don
Giovanni, that she is about to succumb. She can only give the dominant of A one
final reiteration, asking the gods for advice. Butitis of course Ferrando, sensing
now that she is ready to give in, who answers her plea, in the gorgeous A major
Larghetto, ‘Volgi a me pietoso il ciglio’. To the horror of Guilelmo, who is still
eavesdropping, she tells Ferrando to do with her what he will. Their singing in
parallel sixths and tenths represents their embrace, as do the canonic passages
that follow. They leave the stage, but not, like Dorabella and Guilelmo at the
analogous place earlier in the act, arm in arm. Ferrando, aware that Guilelmo
and Alfonso are watching, cannot take Fiordiligi immediately to bed.

Ferrando reappears less than a minute after his exit, delighted that he can
now give Guilelmo a taste of his own medicine. When Guilelmo looks for a
way to punish the women, Alfonso says the best way to do so would be to
marry them. The men reject this idea at first, but then admit that they still love
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Fiordiligi and Dorabella. In a brief Andante accompanied by strings, Alfonso
calls women’s tendency to be unfaithful ‘necessita del core’, something that
lovers cannot condemn since they should expect it. He asks the men to repeat
the final lesson in this school for lovers: ‘Gia che giovani, vecchie, e belle, e
brutte, | Ripetete con me: Cosi fan tutte.” The list of physical types here, in
reminding us of Don Giovanni’s ‘non picciol libro’, reminds us also that a
corollary to Alfonso’s dictum is that men should satisfy woman’s inclination
by widely distributing their favours.

Despina enters to announce that the women have agreed to marry their
new suitors and to leave with them in three days. A change of scene reveals
a magnificently appointed room with a table set for four and an orchestra
in the background; and the finale of Act 2 begins with Despina and Alfonso
making sure all the preparations for the wedding are done. Orchestra and
chorus accompany the entry of the two young couples with solemn, march-like
music in E flat major.

Ferrando, Guilelmo, Dorabella and Fiordiligi raise their glasses in a toast that
takes the form of a ravishingly beautiful canon, ‘E nel tuo, nel mio bicchiero’.
Only Guilelmo, for reasons not at all clear, refuses to join in, muttering instead
in an aside that he wishes the women would take poison.

An extraordinary tonal shift, from A flat major to E major, abruptly pulls us
away from the canon’s timeless spell. Alfonso informs the young people that
the marriage contract is ready. The notary — Despina in her second disguise —
reads the contractin a comic monotone, mentioning for the first time the men’s
assumed names, Tizio and Sempronio. Thewomen sign the contract, but before
the men have a chance to do so, the chorus from Act 1 that accompanied the
departure of the men, ‘Bella vita militar’, is heard in the distance.

The ceremony is suddenly put on hold as Alfonso looks out of the window.
Another very abrupt tonal shift, from D major to E flat major, conveys Alfonso’s
pretended shock; he announces in horror that the sisters’ original fiancés have
returned. The women hide the Albanians in another room; the men have just
enough time to shed their disguises and put on their military hats and coats
before returning as Guilelmo and Ferrando. But their play-acting is not over.
Now they must pretend to be happy to see Dorabella and Fiordiligi, who are
speechless. Guilelmo finds Despina, still disguised as a notary, hiding in a
neighbouring room; she quickly reveals her identity, adding to the sister’s con-
fusion. Alfonso drops the wedding contract on the floor to be noticed by the
young men, who express astonishment when they see that their fiancées have
signed it. The fast scales in the strings accompanying their expression of rage
were frequently used in the late eighteenth century for depicting storms.

The sisters tell their former fiancés that their crime deserves punishment
by death, but Fiordiligi points accusingly at Alfonso and Despina as the ones
who should tell what happened. By way of explanation, Alfonso directs the
young men back into the room in which they earlier hid. They return with their
Albanian clothes, but without the rest of their disguises, and mock the women
(including Despina) by quoting music from memorable moments earlier in the
opera.

Shocked yetagain, the sisters realize now that Alfonso was behind the whole
charade. He admits it, but quickly deflects any further criticism from them by
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claiming that his deception had the benefit of undeceiving their lovers. Hejoins
the young people together in pairs.

Mozart and Da Ponte did not say explicitly in the libretto or score whether
the women are united with their new lovers or their old ones. In favour of a
return to the state of affairs at the beginning of the opera, one could argue
that the resolution of a great many, probably most Italian comic operas of the
eighteenth century represented a reaffirmation of the social ties presented at
the beginning: Susanna begins and ends with Figaro, the Countess begins and
ends with the Count. In favour of bringing together the new pairs, one could
argue that Cosi began with emotional and social mismatches: the earthy and
jocular Guilelmo, sung by a buffo caricato, had no business getting married to
the passionate and noble-hearted Fiordiligi; nor should the romantic, tender
Ferrando, sung by a buffo di mezzo carattere, have been involved with cheerful,
superficial Dorabella. The two women, in any case, go back immediately to their
old habit of singing in parallel thirds with one another, leading us to believe
that the whole experience has not taught them much.

In the opera’s final Allegro molto all the soloists recite a moral that takes
Alfonso’s views on relations between the sexes to a higher, more general plain,
and suddenly puts his philosophy in the context of famous ancient Greek philo-
sophical traditions. To laugh in the face of life’s hardships was the central
teaching of the ancient cynics, led by Diogenes, ‘the laughing philosopher’; the
‘lovely calm’ that one can find amidst the world’s whirlwinds is the ataraxia —
the freedom from passion — that Epicurus urged his followers to seek.

3. Reception

The first performance of Cosi fan tutte was the most heavily attended operatic
performance in the Burgtheater during the 1789—9go operatic year. The perfor-
mances that followed were also well attended, suggesting that Mozart had a hit
on his hands. Count Zinzendorf, who was at the premiere, wrote that ‘Mozart’s
music is charming, and the subject rather amusing’. One of the earliest pub-
lished reports of the opera, in the Weimar Journal des Luxus und der Moden, was
also favourable: ‘T announce to you another excellent work of Mozart that our
theatres has received . . . Concerning the music: that it is by Mozart says all, I
believe.” EMPEROR JOSEPH II’s death on 20 February, less thata month after the
premiere, was followed by a period of mourning during which the Burgtheater
was closed; butwhen it reopened, Cosi returned for several more performances.
Thatitleft the stage after early 1791 had more to do with a theatrical reorganiza-
tion by the new emperor, LEOPOLD II, than with the merits of Mozart’s opera.
Leopold’s reorganization, which involved the reintroduction of opera seria and
ballet, left practically no place in the repertory for comic operas first brought
to the stage during Joseph’s reign, whether composed by Salieri, Martin or
Mozart.

During the nineteenth century Cosi fan tutte was subject to many and vari-
ous adaptations by those who found its plot frivolous or offensive. But these
did nothing to find a place in the repertory for a work that Eduard Hanslick
dismissed, despite its ‘lovely music’, as ‘no longer stageworthy’. A revival
of interest in Cosi began in 1897 with an influential production in Munich
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‘CREDO’ MASS

conducted by Richard Strauss; Edward Dent, in the first edition of Mozart’s
Operas (1913), urged a critical reappraisal of what he called ‘the best of all Da
Ponte’s librettos and the most exquisite work of art among Mozart’s operas’.
Performances at Glyndebourne from 1934, and arecording of the Glyndebourne
castmadein 1935, helped to establish the opera’s honoured place in the Mozart
canon. JOHN A. RICE
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‘Credo’ mass. Mozart’s Mass in C, K257. See MASS

Czernin family. Noble Bohemian family linked to the Mozarts in SALZBURG. Count
Prokop Adalbert Czernin (b. 23 Mar. 1726; d. 30Jan. 1777) married Maria Anto-
nia von Colloredo (b. 21 Apr. 1728; d. 2 Oct. 1757, eldest sister of Archbishop
COLLOREDO). Two of the couple’s children lived in Salzburg: Antonie (b. 26
Mar. 1750; d. 25 Apr. 1801), who moved there after her marriage to Johann
Nepomuk Gottfried von LUTzOwW, commander of the fortress in Salzburg, and
Johann Rudolph (b. g June 1757; d. 23 Apr. 1845), who went to university there.
Both were musical. Antonie was a keyboard player who occasionally performed
at court; and Johann Rudolph was a violinist.

On 13 December 1776, soon after Johann Rudolph’s arrival in Salzburg, an
arrangement was made whereby Count Prokop offered to pay Mozart 20 ducats
annually for compositions. However, the plan foundered because of Prokop’s
death. Though the contredanses K269b have been linked to the Czernins, it is
not certain that they are authentic Mozart works.

Johann Rudolph Czernin was an indefatigable amateur musician. He was
sometimes scorned by the Mozarts for his poor violin-playing and his general
ineptness (see Leopold’s letter of 29 June 1778, entertainingly describing his
ham-fisted attempt to serenade Countess LODRON on her name day). Nev-
ertheless, he was a supporter of Mozart and his name appears on the list of
subscribers to Mozart’s Viennese concerts in 1784. Antonie, Countess Liitzow,
was the dedicatee of Mozart’s keyboard concerto K246, written in 1776. It does
not make great technical demands of the soloist, and was used by the Mozarts
as part of their teaching repertory — in 1777 Mozart took it with him on his
journey to PARIs and taught it to his pupil Therese Pierron in MANNHEIM.
Of particular interest is the surviving source material for the concerto, espe-
cially its three sets of cadenzas, differentiated as to technical demands, and its
autograph continuo part throughout: this material offers valuable information
about performance practice in Mozart’s concertos. RUTH HALLIWELL
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Da Ponte, Lorenzo (b. Ceneda, 10 Mar. 1749; d. New York, 17 Aug. 1838), Italian
librettist; Mozart’s collaborator on LE N0zzE DI FIGARO (1786), DON GIOVANNI
(1787) and CosT FAN TUTTE (1790). His picaresque lifestyle took him from his
birthplace, Ceneda (now Vittorio Veneto), through Venice, VIENNA and LON-
DON to New York.

DaPonte was born Emmanuele Conegliano, adopting the name of the Bishop
of Ceneda on his family’s conversion from Judaism to Christianity. Like his
friend Casanova, he was a raffish figure plagued by scandal at every turn. After
being exiled from Venice, he worked with the poet CATERINO MAZZOLA in
Dresden before moving to Vienna in late 1781 (Mazzola recommended him to
ANTONIO SALIERI), where he attracted the favour of EMPEROR JOSEPH II.
When the Emperor abandoned his pursuit of German opera and revived the
Italian company at the Burgtheater, in 1783, Da Ponte was appointed the main
poetto the theatre. His subsequent involvement in the remarkable flowering of
opera buffa in Vienna in 1783—9o and his collaborations with MARTIN Y SOLER
(Il burbero di buon cuore, Una cosa rara), Salieri (Il ricco d’un giorno, Axur, re d’Ormus),
Mozart and others made him the most significant librettist of his generation.

Da Ponte was an ideal theatre poet, with a facility for versifying, a ready wit
and a sound knowledge of languages; the much admired CARLO GOLDONI
was his model. His work included translating texts from French to Italian,
reworking old librettos for revivals and providing new texts (themselves often
adaptations) for Viennese composers. As poet, he would also have been in
charge of production. Mozart was somewhat suspicious of his arrogance and
his penchant for intrigue (so he wrote to his father on 7 May 1783), and Da Ponte
in turn was ambivalent about Mozart in his memoirs, recognizing his genius
but (as was common in the early nineteenth century) doubting his stage skills.
He regarded his L’arbore di Diana for Martin y Soler as his best libretto. But Da
Ponte and Mozart’s working relationship appears to have been amicable, and
probably more so than the composer’s previous dealings with other librettists.
Mozart also knew that he had to keep Da Ponte on his side if he was to achieve
his desired success in the Viennese theatre.

Da Ponte may not have been the librettist of Mozart’s early attempt to capi-
talize on the new fashion for Italian opera in Vienna, Lo sposo deluso (1783). But
he pulled off the difficult task of turning Beaumarchais’s controversial play La
Folle Journée, ou Le Mariage de Figaro into an opera, despite LEOPOLD MOZART’s
dire predictions (see his letter of 11 Nov. 1785) and potential political scandal.
Don Giovanni, drawing on a long tradition of plays and librettos dealing with
the character, provided just the right mixture of the serious and the comic to
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enable Mozart to appeal to his PRAGUE audience. Only in Cosi fan tutte, a mas-
terpiece by any poetic standard, do librettistand composer appear to have been
on different wavelengths: Mozart seems to have missed Da Ponte’s rich vein
of literary references, allusions and parody — referring both to the Renaissance
masters and to METASTASIO — and took things more, perhaps too, seriously.

Da Ponte had only halfa tongue in his cheek when he made Ferrando dismiss
Don Alfonso’s ‘scioccherie di poeti’ (‘poets’ nonsense’): he knew that libretto
writing was more a craft than an art. His texts do what was expected, using
seven- and eleven-syllable versi sciolti (blank verse) for the recitatives and more
structured verse in other line-lengths (five-, six-, eight- or ten-syllable lines) for
the arias and ensembles. For the most part, Mozart responds accordingly, with
only the occasional mismatch between text and music: for example, the Act 3
sextet of Figaro (No. 18) was probably intended by Da Ponte to be in two musical
sections (it shifts from eight- to six-syllable lines), while the Act 1 ‘letter’ quintet
in Cosi, ‘Di scrivermi ogni giorno’ (No. 9), was designed as recitative.

What is most attractive in Da Ponte is his compressed syntax and witty
rhymes. Take, for example, Despina’s hilarious commenton the strange appear-
ance of the ‘Albanians’ in the Act 1 sextet of Cosi (‘Alla bella Despinetta’,
No. 13):

Despina Che sembianze! che vestiti!
che figure! che mustacchi!
Io non so se son Vallacchi
o se Turchi son costor.
Don Alfonso Che ti par di quell’aspetto?
Despina Per parlarvi schietto, schietto,
hanno un muso fuor dell’'uso,
vero antidoto d’amor.

(Des. What looks! What clothes! What appearances! What moustaches! I don’t know

whether they are Poles or Turks.

D.A. What do you think of their appearance?
Des. To speak quite frankly, they have a very unusual face, a true antidote to love.)

Few poets would have dared to match ‘mustacchi’ with ‘Vallachi’, or repeat
the ‘schietto’, while the internal ‘muso’—‘uso’ rhyme is carefully pointed up by
Mozart.

This kind of patter worked well within opera bulfa, with the music left just
to carry the words. But sometimes the verse has more specifically musical
implications. In the Act 3 sextet of Figaro, Susanna enters to pay off her fiancé’s
debt to Marcellina:

Alto, alto, signor Conte,
mille doppie son qui pronte,
a pagar vengo per Figaro

ed a porlo in liberta.

(Stop, stop, my lord Count, I have a thousand doubloons here, I come to pay for
Figaro and to free him.)

Here the third-line verso sdrucciolo (with the accent on the antepenultimate syl-
lable, ‘Fi-ga-ro’) prompted Mozartto produce an achingly beautiful phrase,
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while the final verso tronco (the accent on the last syllable, the line thus end-
ing weak-strong rather than the more common strong-weak) provides both a
poetic and a musical cadence. Only very rarely did Mozart need to play around
with this wonderful verse, or to add words of his own accord (for example, the
‘sua madre’/‘suo padre’ repetitions in the same sextet).

Da Ponte was dismissed from Vienna in 1791 as a result of court intrigue after
the death of Joseph II. He resumed his wanderings around Europe, ending up
in London, where he spent some ten years at the King’s Theatre, Haymarket.
In 1805 he was forced to flee his creditors, taking passage to America. He
became a grocer and general merchant in New York, then Philadelphia, while
supplementing his income with private teaching. He returned to New York in
1819, became involved in various abortive theatrical ventures, and occupied the
(largely honorary) post of Professor of Italian at Columbia College. His mem-
oirs suggest a degree of disillusionment — a projected final volume was never
completed —but on his death his remarkable achievements received significant
recognition. TIM CARTER

S. Hodges, Lorenzo Da Ponte: The Life and Times of Mozart's Librettist (London, 1985)
C. Pagnini, ed., Memorie di Lorenzo Da Ponte da Ceneda scritte da esso (1823—7) (Milan, 1971);
trans. E. Abbott (Philadelphia, 1929, repr. 1967)

Dalberg, Wolfgang Heribert, Rechsfreiherr von (b. 18 Nov. 1750; d. 27 Sept. 1806).
Diplomat, Intendantofthe Mannheim National Theatre 1778-1803 and amateur
author; Schiller’s Die Rduber and Fiesko were first performed under his direction.
During his stay in MAN N HEIM, Mozart wrote to Dalberg (24 Nov. 1778), indi-
cating his difficulty in securing an audition with him and asking whether he
should consider prolonging his stay by two months to write and direct a mon-
odrama. Mozart also politely stated his reservations about setting a libretto by
Dalberg. Atleast ten Dalbergs are referred to in the Mozart correspondence and
Leopold remarked blasphemously (in a letter of 3 Aug. 1763) on the antiquity of
the Dalberg family (the original name was Cimmerer von Worms), members
of which were helpful to them in the Rhineland; it was probably Baron Wolf-
gang’s brother Johann Friedrich Hugo (b. 17 May 1752; d. 26 July 1812) who
appears in the list of subscribers to Mozart’s VIENNA concerts and some of
whose songs were erroneously included in Rellstab’s edition of Mozart’s songs
(Berlin, 1798). PETER BRANSCOMBE

E. L. Stahl, Shakespeare und das deutsche Theater (Stuttgart, 1947)

dances. Dancing played a central role in the social life of Mozart’s time. On the one
hand, itwas traditionally considered avaluable componentof education among
the upper classes, promoting bodily well-being and elegant deportment. On
the other, it was the highlight and centre of an evening’s social intercourse,
where class barriers were temporarily lifted. The resulting exuberance often
went so far that dancing regulations had repeatedly to be instituted to keep the
unbridled passion for dancing in check.

These different roles are mirrored in the different dance types of the age. The
central dance form of the Baroque, the minuet, was still very popular as a dance
for couples: it begins and ends with a bow and typically describes a Z pattern,
with each basic step drawn out over two bars of music. With its dignified, triple
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metre and its graceful, stylized bearing, it was considered the touchstone of the
art of dancing.

At the other end of the spectrum from the minuet is the Deutsche or German
Dance, which stemmed from the lower social classes and thrust its way into the
dance repertory during Mozart’s time. As an immediate precursor of the waltz,
it is also in triple time (albeit at a much faster tempo), and is also a dance for
couples, but with a completely different character. The Deutsche is distinguished
by the elaborate intertwining of the arms and close embraces of the dancers,
leading to unusually close bodily contact. Combined with a constant twirling
motion, it gradually leads to dizziness, and was consequently attacked from the
beginning as immoral. Nevertheless its triumphal entry, even into the highest
social circles, could not be halted.

Between these two extreme forms, the contredanse —which has its origins in
the seventeenth-century English country dance — stands as a third central type.
Danced en compagnie to duple metre, catchy music, rich in figures, and with a
great variety of forms, its execution could be learned quickly, and it afforded
great social pleasure. Of all the dance forms, it was the contredanse that most
united all the social classes.

Opportunities to practise these various dance forms were manifold. Danc-
ing was common at semi-private family celebrations, especially weddings and
domestic balls, at taverns and at institutionally organized balls. During Fasching
or Carnival, which was celebrated with particular exuberance, the so-called
Redouten, or routs, were especially popular. These were masked balls which
often took place in designated rooms: the town hall ballroom in SALZBURG,
or the Redouten rooms in VIEN N A, which still form part of the imperial palace
today. At bigger Redouten, several ensembles played in different rooms; the
crush was sometimes so great that dancing was in fact impossible. Towards
the end of the eighteenth century, the Redouten were thrown open to all classes of
society. Because of the wearing of masks, class distinctions were significantly
neutralized.

In the 1780s, Vienna was gripped by a regular addiction to dancing, some-
thing hinted at by LEOPOLD MOZART in a letter of 30 January 1768: ‘As long
as Fasching lasts, people here think about nothing but dancing. In every cor-
ner there’s a ball.” Mozart himself must have felt something of this unbri-
dled passion for dancing: his biographer GEORG NIKOLAUS VON NISSEN,
CONSTANZE MOzART’s second husband, affirmed that ‘apart from playing
billiards, he also passionately loved dancing, and missed neither the public
masked balls in the theatre, nor his friends’ domestic balls. And he danced very
well indeed, particularly the minuet.” One of Mozart’s comic verses makes it
clear how naturally dancing permeated his everyday life: ‘Come on here quickly,
my friends, we’ll soon get up a little dance.’ As young as five he was named as
part of a dance ensemble in a Salzburg Finalkomddie, a dramatic production
performed at the end of the academic year in Salzburg and as a fourteen-year-
old he wrote to his sister Nannerl from Bologna: ‘my sole amusement at the
moment consists of English [contredanse] steps, and Capriol and spaccat’
(letter of 4 Aug. 1770). Copious reports in the letters aboutlocal customs testify
to the family’s general interest in the dance culture of the time, and to their
lively participation in it. Mozart in turn continually asked about the course of
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Salzburg’s dancing engagements, and several times in his Italian correspon-
dence exchanged his own and other people’s dance compositions with his
sister. In 1773, after returning from Italy, the Mozart family moved into the
Wohnhaus (now a Mozart museum), that had previously belonged to the danc-
ing master Karl Gottlieb Speckner. On the first floor is the ‘Dancing Master’s
Hall’, which was used by the Mozarts for domestic concerts and small-scale
dances.

Mozart must also have derived considerable pleasure from dressing up for
masked balls. According to contemporary reports of the Salzburg Redoute of
1776, Leopold Mozart appeared as a porter and Mozart as a ‘barber’s boy’.
And Mozart expressly asked his father, in a letter from Vienna dated 22 January
1783, fora Harlequin costume— ‘butso thatno one knows aboutit’. He probably
appeared in this same costume in the pantomime described a little later, which
he staged with some friends as a ‘masked company’ at the Redoute. The music
(K446, of which only the violin part survives) and the theatrical arrangement of
the half-hour pantomime were by Mozart himself, an actor wrote the text, and
a dancing master helped rehearse it.

Mozart’s output includes more than 200 orchestral dances; this represents
the complete spectrum of the dance forms practised at the time and span the
whole of his creative life. They can properly be divided into Salzburg and Vien-
nese groups, because the circumstances and conditions of their composition
were very different.

The dances of the Salzburg period — mainly minuets — were very probably
occasional works, whose origins are no longer known. We only have indirect
information about such occasions, for example when Mozart complains from
MANNHEIM on7 February 1778 atnothaving been informed aboutthe impend-
ing marriage of the family friend Schiedenhofen: ‘I would have composed him
new minuets for it.” The early dances in particular also served the function of
composition and orchestration exercises: the participation of Mozart’s father is
clearly recognizable in the autographs. And itwas Leopold who in 1768 collated
all Mozart’s contributions to the genre in the first catalogue of Mozart’s works
with the phrase ‘many minuets for all types of instrument’.

The Viennese works are dominated by the more ‘modern’ dance types, the
contredanse and the German Dance and in the overwhelming majority of cases
their origins are known exactly. On 7 December 1787 Mozart was named k. k.
Kammerkompositeur (imperial and royal chamber composer): itwasamong his
duties to compose dance music for the Redouten balls. These ‘Viennese dances’
display a simpler phrase structure compared to the early orchestral dances,
and show richer and sometimes also more original instrumentation. Names
given individual dances, such as ‘The Battle’ (K535), ‘The Canary’ (K600), or
‘The Sleigh-Ride’ (K6o53), indicate a programmatic character, which is real-
ized through the use of side-drum, tambourine, posthorn, piccolo, triangle,
jingle bells and cymbals. In one German Dance (K602) there is even a hurdy-
gurdy. These dances are described in detail in Mozart’s own catalogue of his
works.

The situation regarding source material is completely different for the dances
of the Salzburg and Viennese periods. Whereas the early orchestral dances are
known almost without exception from their autographs, the later dances have
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been transmitted above all through contemporary copies, early editions and
keyboard arrangements. As arule, Mozart’s Viennese dance music immediately
found a publisher, was printed in manifold arrangements and thus achieved
wide dissemination even during his lifetime, the composer probably enjoying
a proportion of the income.

A set of orchestral dances was obviously more quickly and easily composed
than a symphony — Georg Nikolaus Nissen even told an anecdote of Mozart
composing four contredanses for full orchestra in less than half an hour.
Nevertheless, the dance music was long undervalued, for although it was com-
posed primarily for the ballroom, or for semi-public occasions, it also found
its way indirectly into the keyboard and instrumental music. And Mozart’s
awareness of its effectiveness on the stage is shown by the famous ballroom
scene in DoN GIOVANNI. In the finale to the first act, the representatives of the
nobility — Donna Anna, Donna Elvira and Don Ottavio, with Don Giovanni —
begin a minuet; then Don Giovanni invites Zerlina to dance a contredanse;
and finally the servant Leporello dances a German Dance with the peasant
Masetto. The special feature of this scene is that each set of dancers is accom-
panied by its own orchestra, so that three different dance melodies sound
simultaneously. Through the characteristic association of dancers and dance
types, Mozart holds fast to traditions that were already no longer valid. Con-
versely, popular melodies from the stage repertory were reworked as dance
music. Mozart himself experienced this when he attended a ball during his
visit to PRAGUE in 1787, writing to his friend JACQUIN on 15 January: ‘I
didn’t dance or flirt . . . but I watched with great pleasure as all these peo-
ple danced around so contentedly to the music of my FIGARO, arranged purely
as contredanses and German Dances; — because nothing is talked about here
except — Figaro.’

Without doubt, many of Mozart’s dances are lost, while the authenticity of
others is still not established. However, those thatare accessible today, brought
to life in the concert hall or in recordings, represent a precious treasure, the
immediate expression of the joy of life. ANDREA LINDMAYR-BRANDL

(Trans. RUTH HALLIWELL)

W. J. Allanbrook, Rhythmic Gesture in Mozart: ‘Le nozze di Figaro’ and ‘Don Giovanni’ (Chicago,
1983)

S. Dahms, ‘Tanz und Ballett in Wien zur Zeit Mozarts’, in Europa im Zeitalter Mozarts, ed. M.
Csaky and W. Pass (Vienna, Cologne, Weimar, 1995), 365—71

M. Mittendorfer, ‘Salzburger Quellen zur Tanzkultur der Mozart-Zeit’ (Ph.D. diss.,
University of Salzburg, 1991)
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Style’ (Ph.D. thesis, City University of New York, 1984)
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Davidde penitente. See CANTATA

Dejean, Ferdinand (baptized Bonn, 9 Oct. 1731;d. Vienna, 23 Feb. 1797). Physicianand
amateur musician. Dejean was a surgeon with the Dutch East India Company
from1758to1767;after his return to Europe he spentmuch ofhis time travelling.
Mozart met Dejean in MANNHEIM in 1777; he described him to his father as
‘a man of independent means, a lover of all the sciences, and a great friend
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and admirer of myself (1o Dec. 1777). Although the Mozart family letters are
contradictory with respect to details, Dejean apparently commissioned three
flute concertos and several flute quartets from Mozart. By early 1778, however,
he had completed only two quartets, K285 and K285a, and — possibly—only one
concerto, K313 (which lacks authentic sources and cannotbe securely dated; the
concerto K314 is not an original flute concerto by Mozart but an arrangement,
probably not by the composer, of his Oboe Concerto). Consequently Mozart
was paid only 96 gulden, not the 200 he might have had for completing the
commission. Dejean settled in VIENNA around 1780 but there is no evidence
of any further contact between him and Mozart. CLIFF EISEN

”

F. Lequin, ‘Mozarts “. . . rarer Mann
29/1-2 (1981), 3-19

J. H. Moolenijzer and S. Sas Bunge, Mozart en de Hollanders: een winter in Mannheim (Haarlem,
1969)
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Demmler, Johann Michael (baptized Hiltenfingen, Swabia, 28 Sept. 1748; buried
Augsburg, 6 June 1785). German composer and keyboard player. Mozart met
Demmler, who from 1774 was organist at AUGSBURG Cathedral, during his
visit there in October 1777; on 22 October, Demmler, J. A. STEIN and Mozart
gave a performance of the Concerto for Three Pianos, K242. Mozart described
him as ‘avery strange fellow: when something pleases him greatly, he justhowls
with laughter. In my case, he even started to curse’ (letter of 24 Oct. 1777). But
he also thought highly of Demmler as a musician and in 1778 recommended
him to his father for the post of cathedral organist in SALZBURG, a post that
Mozart himself took over on 25 February 1779. CLIFF EISEN

A. Layer, ‘Johann Michael Demmler’, in Landkreis Schwabmiinchen (Augsburg, 1974), 496
E. F. Schmid, ‘Mozart und das geistliche Augsburg’, in Augsburger Mozartbuch, ed. H. F.
Deininger (Augsburg, 1942-3), 40—-202, esp. 120ft.

Deym von Strzitéz, Joseph Nepomuk Franz de Paula, Count (b. Vojnice, Bohemia,
2 Apr. 1752; d. Prague, 27 Jan. 1804). Formerly an officer in the Austrian army,
Deym fled the country following a duel, returning to VIENNA about 1780,
where he opened an art gallery under the name Miiller; chiefly he exhibited wax
effigies and mechanical music instruments and toys. In March 1791 Deym also
opened a mausoleum dedicated to Fieldmarshal Baron Gideon Laudon, hero
of the Turkish war, who had died on 14 July 1790. Among its attractions was a
piece of mechanical funeral music by Mozart that sounded hourly. Traditionally
this work is thought to be K594, composed in December 1790, although the
fantasia K608 and the Andante K616 are also likely candidates. Deym is said to
have taken a death mask of Mozart but neither the original nor a copy made for
CONSTANZE MOZART survives. CLIFF EISEN

W. Krieg, ‘Um Mozarts Totenmaske: Ein Beitrag zur Mozart-Ikonograhie’, Neues
Mozart-Jahrbuch 3 (1943), 118—43

‘Dissonance’ quartet. Mozart’s String Quartet in C, K465 (14 Jan. 1785), sometimes
referred to as the ‘Dissonant’. See CHAMBER MUSIC. B. STRING QUARTETS

Dittersdorf, Carl Ditters von (b. Vienna, 2 Nov. 1739; d. Neuhof, near Sobeslav,
Bohemia, 24 Oct. 1799). German composer and violinist. Ditters held a variety
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of posts, with Prince Joseph Friedrich von Sachsen-Hildburghausen, Count
Giacomo Durazzo (at the Burgtheater), Adam Patachich, Bishop of Gross-
wardein (now Oradea, Romania), and Count Philipp Gotthard von Schaft-
gotsch, Prince-Bishop of Breslau (now Wroclaw); on 5 June 1773, Empress
MARIA THERESIA granted him a patent of nobility, by which he acquired the
additional ‘von Dittersdorf and in 1785 JosEPH II took over administrative
control of the archbishopric. Dittersdorf undertook an extended trip to Vienna
where he enjoyed success with performances of his oratorio Giob (given for the
benefit of the Tonkiinstler-Sozietit) and his German comic opera Der Apotheker
und der Doktor. There is no unequivocal evidence that Mozart and Dittersdorf
were acquainted although it is very likely they met. And despite his local fame,
as well as the high regard in which Der Apotheker was held as a potential rival to
the hegemony of Italian opera in Vienna, it is likely that he felt overshadowed
by Mozart. Certainly he was not beyond insulting his better-known colleague,
even if obliquely; in 1788, shortly after the composition of six quartets, he wrote
to the publisher ARTARIA: ‘I offer you the original manuscript or, more accu-
rately, my own score of them for the same price you paid for Mozart’s . . . and I
am certain that you will do better with mine than you did with Mozart’s (which,
indeed, I and still greater theorists consider to deserve the highest praise, but
which because of their overwhelming and unrelenting artfulness are not to
everyone’s taste).’ CLIFF EISEN

E. Badura-Skoda, ‘Dittersdorf iiber Haydns und Mozarts Quartette’, in Collectanea mozartiana,
ed. C. Roleff (Tutzing, 1988), 41-50

Karl von Dittersdotfs Lebensbeschreibung (Leipzig, 18o1; English trans., 1896)

D. Heartz, Haydn, Mozart, and the Viennese School, 1740-1780 (New York, 1995)

divertimento. See SERENADE

Doles,Johann Friedrich (b. Steinbach-Hallenberg, Thuringia, 23 Apr. 1715; d. Leipzig,
8 Feb. 1797). German composer and choral director. Doles was a pupil of
J. S. BACH and cantor at the Leipzig Thomaskirche 1756-89. Mozart met him
during his stay at Leipzig in April 1789; according to a later anecdote, it was
for Doles that Mozart improvised the six-part canon K572a and it may have
been from him that Mozart acquired a manuscript copy of J. S. Bach’s motet
Singet dem Herrn ein neues Lied, BWV225. In 1790, Doles dedicated his cantata Ich
komme vor dein Angesicht jointly to Mozart and the Dresden Kapellmeister Johann
Gottlieb Naumann. CLIFF EISEN

‘Dominicus’ mass. Mozart’s Mass in C, K66, performed in Salzburg on 15 October
1769. See MASS

Don Giovanni, K527, dramma giocoso in two acts on a libretto by LORENZO DA PONTE,
first performed at the Nostitzsches Nationaltheater, PRAGUE, 29 October 1787;
revived with changes at the Burgtheater, VIENNA, 7 May 1788
1. Genesis and sources
2. Da Ponte’s contribution
3. Baroque elements
4. Buffo and serio
5. A web of contradictions
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1. Genesis and sources

We have only sparse information about the commissioning of Don Giovanni, and
much ofitis ambiguous. The most suggestive item is the recurrence of the same
singer’s name in two librettos printed within nine months of each other: the
tenor ANTONIO BAGLIONT, who performed in GIUSEPPE GAZZANIGA’s Don
Giovanni, o sia Il convitato di pietra, first staged at the San Moise Theatre in Venice
on 5 February 1787, was also the first Don Ottavio of Mozart’s Don Giovanni.
Even if the exact nature of the connection between the San Moise and Nostitz
Theatres remains unclear, we may plausibly surmise that it was Baglioni who
brought GIOVANNI BERTATI’s opera libretto from Venice to Prague. And if we
are to believe the Extract from the Life of Lorenzo Da Ponte (New York, 1819), the
director of the Prague theatre atfirstrequested Mozart to set the Bertatilibretto—
it was only at the composer’s insistence that he instructed Da Ponte to write a
new text based on the Don Juan fable.

To this brief outline of the work’s prehistory we may add three further obser-
vations. In the first place, it is no coincidence that Bertati’s libretto attracted the
notice of the Prague impresario: two operas on the Don Juan theme had already
been staged there, La pravita castigata in 1730 and, in 1776, Vincenzo Righini’s
Il convitato di pietra, ossia Il dissoluto, whose subtitle lies behind the main title of
Da Ponte’s libretto, Il dissoluto punito, ossia Il Don Giovanni. The subject matter of
the new opera commissioned in 1787 was thus already familiar to its intended
audience, a factor all the more important in view of CHARLES BURNEY’s obser-
vation that few musicians in Bohemia spoke any other language than Czech.
Second, the commission came to Mozart from a city which had shown excep-
tional enthusiasm for his music, and — as with the ‘Prague’ symphony (K504) —
Mozart took advantage of this favourable microclimate to create an especially
complex work, confident that he need not fear the reproach, so often levelled at
him, that he was a ‘difficult’ composer. Finally, the direct link between Venice
and Prague in the person of Baglioni, confirmed by Da Ponte’s mention of
Bertati’s name, shows that ‘Mozart’s Don Giovanni’, as it was henceforth to be
known, would not have been composed without the prior existence of Bertati’s
text. Paradoxically, for a work which rapidly came to be considered as daringly
original, Don Giovanni was a ‘remake’.

When Da Ponte says in his memoirs that he stimulated his imagination by
reading Dante’s Inferno, he gives us avaluable indication of whatwas, for him, the
distinctive character of Don Giovanni in comparison with the two other libret-
tos he was also writing at the time, L'arbore di Diana (for MARTIN Y SOLER)
and Axur, re ’Ormus (for SALIERI). In invoking the greatest name in Italian
literature, however, Da Ponte was also laying a false trail designed to mask
his plagiarism. This implies no value judgement: the creation of new operas
had always relied on the rewriting of pre-existing topoi, and also on inserting
quotations from literary works, references which cultured readers or specta-
tors could take pleasure in recognizing. Our first task, therefore, is to ascer-
tain the degree of novelty in Da Ponte’s libretto as compared to Bertati’s, and
then to look beyond this direct antecedent to the older theatrical tradition
within which the Don Juan fable was tirelessly reworked. This accomplished,
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we shall finally be in a position to discuss Mozart’s Don Giovanni without
attributing to the composer what rightly belongs to the librettist or crediting
Da Ponte with the invention of material which derives from his predecessors
(see table 1).

In direct contrast to Da Ponte’s efforts at concealment, Bertati deliberately
tells the spectator what his sources are through the mouth of a character in
his Capriccio drammatico, the miniature opera that serves as a prologue to his
Don Giovanni. Here is what the impresario Policastro announces in scene 11:
‘la nostra commedia, ridotta com’ell’e fra la spagnuola di Tirso de Molina, tra
quella di Moliére, e quella delli nostri commedianti’ (‘Our comedy, distilled as
it is from comedies by the Spaniard Tirso de Molina, by Moliere and by our
comedians’). The explicit reference to Tirso de Molina’s El burlador de Sevilla
(Barcelona, 1630, first performed c.1620) prompts us to include it in the left-
hand column of the table. We should also refer here to its Italian adaptation
by Giacinto Andrea Cicognini, Il convitato di pietra, which served as a model for
many later plays based on the Don Juan theme. The most important of these
was Moliere’s Dom Juan, whose chief contribution, from the viewpoint of Bertati
and Da Ponte, was the creation of the new character Elvira.

The original Convitato by Tirso—Cicognini required considerable compres-
sion and selection before it could be transformed into an opera, a task that
Bertati carried out with considerable skill, although the key idea of this adap-
tation did not originate with him: the notion of placing a tragic scene at the
beginning of the drama, in which Donna Anna’s father is killed by Don Juan, is
firstencountered in GLUCK’s Don Juan, a pantomime-ballet based on a scenario
by the choreographer Gasparo Angiolini and staged in Vienna in 1761. After
this momentous opening, Bertati introduces three other women, also victims
of Don Juan’s false promises: Donna Elvira, the abandoned wife; Maturina, a
peasant girl on the point of marrying; and Donna Ximena. Finally, we see Don
Giovanni coming across the statue of Anna’s father, the Commendatore, and
the meal during which the Commendatore returns to drag the libertine down
with him to the kingdom of the dead.

2. Da Ponte’s contribution

Bertati’s principal aim was to reduce into one acta Baroque playrich in speeches
and fantastic or picturesque episodes, with the attendant risk of forfeiting its
poetic flavour and theological implications. Da Ponte’s approach was precisely
the opposite: he needed to expand Bertati, since the new version no longer
had to share the evening with the Capriccio drammatico. One of the principal
innovations of Da Ponte’s libretto nevertheless consists of a further shortening:
he eliminated the Ximena character from his plot. For Mozart this offered the
advantage of leaving him with three women whose profile matched the usual
typology of opera buffa to perfection: the parte seria Donna Anna, the parte buffa
Zerlina, and Donna Elvira, the mezzo carattere. This serves at the same time to
establish the three levels of language that are symbolized in the music of the
three dances played simultaneously in the Act 1 finale: while Don Giovanni,
by the wide reach of his conquests, perverts society as a whole, the expressive
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means of opera buffa make it possible to distinguish the different classes by
allotting to each an appropriate musical style.

If we now consider Da Ponte’s additions — in all probability carried out with
Mozart’s active collaboration — one of the most striking features is the new
prominence given to Anna, who plays an essential function — from both a
dramatic and an expressive viewpoint — in the economy of the opera. Anna’s
new-found centrality is commensurate with her responsibility in triggering the
initial unfolding of the action. After all, even before the rise of the curtain, she
had let into her bedroom a man to whom she was not yet married (she took
him to be her fiancé Don Ottavio), and it is this breach of decorum which sets
in motion the tragic mechanism that leads to the death first of her father and
then of Don Giovanni. Itis strange that we are made to wait until the middle of
Act 1 for Anna to give Ottavio a detailed account of what happened, but this is
probably not for reasons of psychological development alone: on the one hand,
the already long opening sequence had to be kept to manageable proportions;
and on the other, Anna’s return after the episodes devoted to Elvira and Zerlina
allows for a timely restoration of opera seria’s elevated tone. All of Anna’s
subsequent appearances are dominated by the expression of her mourning: the
initial tragedy is thus regularly recalled through the grave and serious style of
her music. Anna is more than a character, she is the embodiment of a dramatic
genre.

As devised by Da Ponte, the action ties together the whole group of characters
only at scene 11, at which point, in Bertati’s version, Don Giovanni’s succes-
sion of encounters with various female victims is brought to an end. But where
Bertati concludes the section with a dispute between Maturina and Elvira, Da
Ponte’s women unite in a coalition against Don Giovanni. As a result of this they
contrive to be invited to the feastat Don Giovanni’s house, intending to lure him
into seducing Zerlina so that they may catch the libertine in flagrante. Although
this is the subject of the first-act finale, it would be simplistic to see in it a purely
dramatic function: the celebration at Don Giovanni’s is equally justified by the
opportunity it provides for the staging of a ball and thus for drawing attention
to the music itself. At first, in the distance, we hear a contredanse (scene 18),
then, emerging through an open window, the first rendering of a minuet
(scene 19). Once the listener has identified them, these two dances are then
heard in full, this time superimposed on each other in scene 20, with the addi-
tion of a German dance (‘Teitsch’). Each dance corresponds to a participating
couple and to a well-defined social class: aristocratic in the case of the minuet,
mixed for the contredanse, popular for the German dance. The close attune-
ment between the music and the social rank of the characters was decided
upon by Mozart himself, who rearranged the libretto so as to allow Anna to
dance with Ottavio, Don Giovanni with Zerlina, and Masetto (Zerlina’s fiancé)
with Leporello (Don Giovanni’s servant). But the trap set for Don Giovanni
eventually proves ineffectual: he defeats it by assaulting Zerlina offstage (her
cries convey that he has had enough time to attempt rape), and his adversaries,
though they thwart his attack, nevertheless remain powerless. The finale ends
with a static tableau in which each character is rooted to the spot. Such a state
of affairs is typical of middle-act finales in opera buffa, and it would be rash
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to draw interpretative conclusions from that; it nonetheless remains the case
that the absence of stage directions at the close of this finale makes for an
equivocal situation in which those who argue for a diabolical and superhuman
Don Giovanni find ready support.

The finale as a whole was Da Ponte’s invention, even if, as John Rice has
demonstrated, the ball scene has its roots in a topos from Goldonian opera
buffa. The firsthalfof the second actalso evinces this mixture of originality with
a reliance on dramatic themes from the tradition of comedy and opera buffa.
Nothing in Bertati could have prompted Da Ponte to base this new development
on the use of disguises, though he may have taken the idea from Moliere’s Dom
Juan (Act 2, scene 5). This gives Don Giovanni an opportunity to sing the same
serenade twice — at least as far as the beginning of the melody is concerned:
first to Elvira in the central section of the trio ‘Ah taci ingiusto core’, and then
to her maid, with a mandolin accompaniment. But events do not proceed as
planned: Don Giovanni soon finds himself face to face with a group of vengeful
peasants, and he owes his escape only to his disguise as a servant. For his
part, Leporello, after wandering aimlessly in the darkness with Elvira, is caught
by the enemies of Don Giovanni and saves his skin only by revealing his true
identity.

Over and above their entertainment value, these episodes offer excellent
opportunities to two aspects of Mozart’s talent: the art of clothing membership
ofasocial class in appropriate music, and that of extracting pathos from appar-
ently farcical situations. On the level of musical disguise, Da Ponte and Mozart
deny Leporello the ability to mimic aristocracy in formal song, so that he can
only address Elvira in recitative — in contrast to Figaro, who in the last finale of
LE NOzZE DI FIGARO raises himself to the noble style when he woos the (false)
Countess. Don Giovanni, on the other hand, brilliantly deploys the popular
idiom, first with a serenade in hendecasyllables whose text follows the same
poetic conventions as Susanna’s ‘Deh vieni non tardar, o gioia bella’; and next
with an action aria, ‘Meta di voi qua vadano’, where Mozart gives him the key
associated elsewhere with Leporello (F major) and a musical tag already enun-
ciated at the very beginning of the opera to the words ‘Ma mi par che venga
gente’ (‘But I think someone is coming’). It involves an alternation between
strings and wind instruments that Mozart was to use again in Die Zauberfldte,
in the scene where Papageno tries to commit suicide; this play on timbre is
there combined with the stage direction ‘looking around’ which, transferred
to Leporello, would suggest turning his eyes first in one direction and then in
another.

Just as rich, musically, is the part played by Elvira in this first half of the sec-
ond act. From a psychological point of view, the determination that she displays
in seeking to reconquer Don Giovanni, followed by her failure to recognize
Leporello in the clothes of his master, ought to make her into a profoundly
ridiculous figure. But Mozart provides her with music of great depth, as much
in the first stanza of the trio ‘Ah taci ingiusto core’ as in that of the sextet ‘Sola
sola in buio loco’. In the trio the clarinets give voice to her sensuality through
languorous chromatic thirds and with a melodic line that obviously contradicts
the words ‘E colpa aver pietd’ (‘To pity him is a sin’). Elvira’s role in the sextet is
once again coloured by the clarinets and by the chromatic lines of the orchestra,
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this time displaying a more anguished nuance; the way in which she shields
Leporello (‘E mio marito’, ‘Heis my husband”), which mightappear ludicrous, is
rendered musically in such a heart-rending manner that the spectator is moved
closer to tears than to laughter. Later, in the Act 2 finale, Mozart again mas-
terfully exploits Elvira’s emotional potential by disregarding what might seem
exaggerated in her words, ‘Restati, barbaro, nel lezzo immondo’ (‘Remain,
barbarous one, in the vile stench’): not only does he powerfully restate a phrase
previously heard in the Act 1 quartet (“Te puo tradir ancor’, ‘He can betray you
too’), but he also provides Elvira with octave leaps that endow her fury with
the superhuman dimension of a magical incantation. Even though Da Ponte
may have been surprised by the depth of passion that Elvira’s intrusion would
unleash in his collaborator, we must give the librettist credit for the skill with
which he placed it just before the arrival of the Commendatore, creating a
crescendo of tension not sought by Bertati.

3. Baroque elements

These modifications and additions of Da Ponte’s do not stem from Tirso de
Molina’s original outline. What does remain from the Baroque play, however,
is a cluster of dramatic characteristics that set Don Giovanni in a class of its own:
it may be compared only with other works on the same subject. It departs from
the common practice of opera buffa in many respects, first and foremost by
the Christian supernatural element, which drew from Mozart the most violent
music that he would ever compose. If we except the overture, of which the
first section (Andante) introduces material that will recur with the arrival of the
statue during the penultimate scene of Act 2, it is with the cemetery scene (Act
2, scene I1) that the supernatural makes a spectacular entrance. Don Giovanni
and Leporello have just found each other again and are recounting the events
of their night of madness in a simple recitative that is at once tense and witty,
where Leporello, despite his social inferiority, throws his master’s arguments
back at him with an acerbic irony. The spectator comes to forget that Don
Giovanni is amusing himself in a sacred place, so that the voice of the Com-
mendatore, emerging from a tomb, strikes in with tenfold solemnity. Mozart
has characterized the Commendatore’s two ghostly interventions with music in
the style of the ‘Voce’ of Neptune in [DOMENEO, which itself harked back to the
oracle of Apollo in the first act of the Alceste of Calzabigi and Gluck. The spare
melodic line conveys the impassive utterance thought appropriate to the dead;
and the voice is supported by archaic harmonies, coloured by the sepulchral
sonority of the trombones and other wind instruments. This style of music
returns overwhelmingly in the final confrontation between Don Giovanni and
the Commendatore’s statue, where Mozart remains in the minor mode for more
than five minutes, creating a nightmarish atmosphere that Leporello’s comic
terror cannot hope to lighten. The scene ends with an apocalyptic ‘coro di spir-
iti’, who promise Don Giovanni unimaginable sufferings in hell; the bass-line
covers the interval of a descending and then an ascending fourth and, at the
moment when the ground is about to open beneath the feet of the sinner, two
successive cadences ring out which also bear the stamp of the church style:
first the chord progression i—VI-iv—V—i, then a plagal cadence with a tierce de
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picardie. Never had divine power been unleashed in music with such violence,
even if, taken individually, the various supernatural topoi of this scene may each
be found in other operas of the period, such as Righini’s Armida (Vienna, 1782)
and Salieri’s Les Danaides (Paris, 1784).

The ecclesiastical or archaic musical language suffuses the whole opera in
varying degrees right from the opening confrontation between Don Giovanni
and the Commendatore. In order firmly to reinforce the symmetry between the
two death scenes, Mozart conceived of the opera’s opening as a musical unit
of vast dimensions: not only does he join the first scene (Introduzione) without
interruption to the overture but, extending beyond the recitative of scene 2, he
even connects it with Anna and Ottavio’s duo of scene 3, which displays a close
kinship with the overture and the Introduzione through a variety of harmonic
and melodic techniques. The formal coherence of this first unit allows Mozart
to multiply the number of musical signs that may, by the end of the opera, be
construed retrospectively as anticipations of the statue scene. This is clearly the
casewith the overture, which prefigures italmostliterally: the terrible explosion
ofthe firsttwo chords, the descending octave leaps and the chromatically falling
bass immediately impress the hearer as a kind of memento mori, whose victim
is clearly designated by the title of the libretto, Il dissoluto punito. Again, in
the Andante of the overture, a fearsome E flat chord rings out in which we
later recognize the Commendatore’s order ‘repent!’, Don Giovanni’s refusal of
which leads inexorably to the D minor cadence. In the Introduzione, this key is
brought back significantly for the cadence that accompanies the words ‘Se vuoi
morir’ (‘If you want to die’), a phrase with which Don Giovanni unknowingly
seals his own fate. The rocketing scales of the violins and basses during the
duel reappear in the bass in the verbal duel of Act 2 between Don Giovanni and
the Commendatore’s statue. In the sword fight, the Commendatore is mortally
wounded to the sound of a terrifying diminished seventh (a harmony heard
in Elettra’s first aria in Idomeneo, where she portrays a character invoking the
Furies of Hades). It is this very chord that recurs, amplified by the trombones,
at the precise instant in the finale when Don Giovanni opens the door to the
statue.

The two death scenes are far from being the only moments of terror and
violence in Don Giovanni. The anguished screams of Zerlina during the ball
find an echo more frightening still when Elvira, also in the wings, encounters
the Commendatore’s statue as she leaves Don Giovanni’s villa (Act 2, scene
14). At the mid-point of Act 1, Anna’s narration shares similar connotations of
panic, signalled by the return of the trumpets to reinforce the powerful chords
evoking her cries in the night. Less brutal butjust as solemn are the successive
appearances of the key of D minor, a once ‘dorian’ key identified with the other
world in church music and made memorable by Gluck’s ballets Don Juan and
Semiramis and his overture to Alceste. Certain resumptions of D minor are even
embodied in acommon melodic motifthat thematically signals the return of the
fateful key. We hear it twice from the mouth of Anna (in the duo ‘Fuggi crudele
fuggi’ and during the Act 2 sextet, on the words ‘Lascia lascia alla mia pena’),
and once from Elvira, then Ottavio, in the first finale (‘Bisogna aver coraggio’);
in the latter case this motif affords the extra advantage of inviting the audience
to associate the notion of death and vengeance with persons whose faces are
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hidden. It is perhaps no coincidence that part of this motif surges out at the
beginning of Richard Strauss’s Elektra, also in D minor, and the same notes
are repeated later in that opera, associated with the name of Agamemnon, a
murdered father whose death the daughter wishes to avenge, blood for blood.

Still in the realm of the archaic style, Don Giovanni includes incursions of
the Baroque idiom in places where one would not expect to find it. Elvira’s
second aria, ‘Ah fuggi il traditor’, is a veritable pastiche of an opera or oratorio
of HANDEL’s era, with its relentless dotted rhythm, its contrapuntal orchestral
accompanimentand its rhythmic effects displacing the accents within a 3/4 bar.
Elsewhere it is the pure contrapuntal writing that comes as a surprise, exem-
plified in the sextet at the words ‘che impensata novita’ (‘what unthought-of
novelty’), asifto underlinewhatitis about the technique, already used by Mozart
in the quartet of Idomeneo, that was ‘new’ in the context of an opera bulfa. In the
same fashion, the conclusion of the opera begins with species counterpoint,
switches to a homophonic style, but soon reverts to strict counterpoint for the
word ‘sempre’, illustrated by a seemingly interminable descending scale that
extends from high A to low D, giddy with the vertigo of an endless fall. The
evident exaggeration here steers us towards another aspect of Don Giovanni that
we must not forget: it belongs to the category of the dramma giocoso, that is to
say to the comic genre.

4. Buffo and serio

The horizon of expectation of audiences in Prague and Vienna, to judge by
Righini’s Il convitato di pietra (performed in those two cities in 1776 and 1777),
had in its purview a genre whose heterogeneity was twofold: first through
the presence of the Christian supernatural, which is diametrically opposed to
farce, and second because in the 1780s most comic operas made room for
serious roles. If we except the harrowing Andante of the overture, the opera
proper begins in the comic mode with Leporello’s abortive aria, which, in some
respects, is reminiscent of the opening aria of Uberto in La serva padrona, with
its verses abruptly cut short by a masculine rhyme. Similarly, Don Giovanni does
not end — in the Prague libretto at least — with the demise of Don Giovanni, but
with the semi-parodic ‘antichissima canzon’ of the final sextet.

In addition to the formal freedom of the arias and multiplicity of ensembles,
the comic genre as a musical style normally employs poetic material drawn
from everyday reality, whether in descriptive details or in the representation of
the body’s gestural language. From this point of view, Da Ponte’s libretto fur-
nished Mozartwith exceptionally congenial words and situations, starting with
Leporello’s introductoryaria as he paces back and forth outside the Commenda-
tore’s house, stamping his feet like a sentinel on his beat. As for expressions
of tenderness, the roles of Don Giovanni and Zerlina abound in melodic lines
that envelop the listener like caresses. The second verse of Zerlina’s aria ‘Vedrai
carino’, for example, is prefaced by a three-bar passage where we hear the bass
throbbing, over which the violins trace a descending arabesque, resembling a
tender and consoling gesture: Zerlina lays Masetto’s hand on her heart, as the
manuscript score indicates — but not the printed libretto, since the imperial
censor would scarcely have allowed such liberties. Less subtle are the allusions
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to the sexual act itself: in Masetto’s aria, the words ‘Faccia il nostro cavaliere
cavaliera ancora te’ (‘Let our lord make a lady of you’) inspired Mozart to an
imitation of a frenetic ‘cavalcade’. We meet with a similar emphasis on a repet-
itive and rudimentary melodic motif, suggesting a relentless pumping, in the
coda of ‘Fin ch’han dal vino’, with untiring repetitions and telling forte—piano
alternations at the beginning of each bar.

In such a context, it is hardly astonishing that the serious characters, Anna
and Ottavio, do not always appear in a light that matches the nobility of their
language. This s particularly true of Ottavio, whose bellicose rhetoricis doomed
to failure, given the premises of the fable, according to which only ‘heaven’ is
capable of halting Don Giovanni’s career as a libertine. Anna’s case is more
complex still, in so far as the grief that she feels for her father, mingled with
respect for social conventions, is stronger than her avowed love for Ottavio.
Certainly there remains no trace in Da Ponte’s libretto of the moral ambiguity
with which Anna’s character is presented in Tirso’s original — where she is
engaged to Ottavio against her will and has another lover — or in Goldoni’s
play Don Giovanni Tenorio, o sia Il dissoluto (from which Da Ponte also took ideas)
where Anna allows herself fleeting moments of tenderness for Don Giovanni.
If we confine ourselves to what Mozart’s music portrays, the final impression
that Anna leaves is of a sincere love for Ottavio: the duo ‘Al desio di chi t’adora’
in the Act 2 finale substantially expands a mere two lines of text, and allows
the two lovers to sing in sixths for as long as possible. But other passages from
Anna’s role show that what preoccupies her above all is the loss of her father.
The clearest example is the end of the accompanied recitative that precedes her
second-act aria: the words ‘abbastanza per te mi parla amore’ (‘love already
pleads your cause’) are set to music in an unmistakable D minor, as if to denote
that the shadow of the Commendatore had extinguished in her the possibility
of any other bond of affection.

5. A web of contradictions

The problematic positioning of the serious characters is only one aspect of the
fundamental heterogeneity that reigns in Mozart’s Don Giovanni and in all the
plays and operas upon the same subject. The most enlightened men of letters of
the eighteenth century, Voltaire, GOLDONI and GOETHE among them, clearly
expressed their disdain for these works, where all manner of implausibilities
and dramatic irregularities were permitted as long as the public’s principal
curiositywas to see the seducer destroyed by a statue of stone. Such irregularities
throw up an evident contradiction between the uninterrupted hurly-burly of
events and the tight time-frame within which the action takes place. Between
the Commendatore’s death (in the course of a first night) and that of Don
Giovanni (during a second night), there elapse a mere twenty-four hours, or
scarcely more.

This profusion of episodes crowded into so short a time affects the con-
struction and balance of the musical drama. It explains the relative brevity
of the recitatives, which give us far less information than we might normally
expect about the motives of the characters: if we examine the original version
of Don Giovanni as set out in the Prague libretto of 1787, we find that the simple
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recitatives comprise only 37 per cent of the total text, compared to 44 per cent
in Le nozze di Figaro and CosT FAN TUTTE. As if to compensate for this, the arias
are tightly bound to the immediate action, as we may see (again in the 1787
libretto) from the astonishing fact that arias in the form of monologues are
almost totally absent. The only moment when a character in Don Giovanni is
presented in isolation for an aria is the beginning of the Introduzione, ‘Notte e
giorno faticar’, which does not even reach its natural close, since Leporello is
interrupted by the sudden arrival of Don Giovanni and Anna; the remainder
of the opera is nothing but a series of continual exchanges where no single
character — not least Don Giovanni himself— is permitted to devote any time to
solitary effusions of sentiment. A particularly striking example of this embed-
ding ofarias in theaction is Elvira’s firstaria, ‘Ah chi mi dice mai’, which Mozart
interrupts on six occasions with comments from Don Giovanni and Leporello,
thus transforming a serious protest into a piece half-serious, half-comical, and
eliding its end with the ensuing musical material. By way of compensation,
Elvira received, for the 1788 Vienna performances, a supplementary aria, ‘Mi
tradi quell’alma ingrata’, entirely characteristic of the tradition of introspective
arias; but her character thereby loses some of its coherence, because all hint
of parody has disappeared from her words and music. It is also customary to
perform a second monologue aria added for the Vienna performance, Ottavio’s
‘Dalla sua pace’, while still retaining his second-act aria, even though the 1788
Vienna libretto leads us to suppose that the insertion of a new aria in the first
act entailed the elimination of the other.

The restricted scope allowed for the expression of intimate sentiments leaves
aclear field for pure theatricality through the twin techniques of the play within
the play and music within music. Theatricality is the essence of Don Giovanni’s
character: henotonly tries to pass for thatwhich heis not—his servant Leporello,
or a lover besotted with Elvira — but also stage-manages the characters who
gravitate around him. It is Don Giovanni who organizes the ball of the first act
anditis hewho ‘directs’ Leporellowhen heleaves him in Elvira’s hands. We have
already seen the musical consequences of this play upon identities in connection
with the aria ‘Meta di voi qua vadano’, where Don Giovanni describes himself
in words that Leporello might employ; at that point we have music which, as
W.J. Allanbrook puts it, depicts ‘Giovanni playing Leporello playing Giovanni’.
These mirror effects extend to the staging of the music itself, in no less than
five instances. First there is the chorus with dancing before the wedding of
Zerlina and Masetto, marked out by Bertati as a ‘tarantella’ and realized as such
by Mozart. Next come the three dances of the ball, Don Giovanni’s serenade,
the extracts from then well-known operas during the dinner scene, and finally
the ‘antichissima canzon’ with which the work ends. All in all, the result is a
strong insistence on music as music. This overflowing is especially noticeable
in the sextet and at two points in the first-act finale: Don Giovanni’s cry ‘Viva la
libertd’, repeated at length by all his guests, and the masked trio sung by Anna,
Ottavio and Elvira. Some commentators have seen in the first a profession of
libertarian faith and in the second the expression of an elevated spirituality; but
we can also understand these passages as powerful moments of sheer musical
expression, where Mozart gives free rein to his compositional virtuosity, with
extreme brilliance in the one and extreme inwardness in the other.
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It is one of the many paradoxes associated with Don Giovanni that these and
other such episodes, long developments driven by a purely musical logic, do not
detract from its success as a piece of theatre; nor do the repeated affirmations
of its theatricality. If anything, the musical citations from other operas inserted
into the supper scene evoke an impression, even today, of an immediate context
of reality: we still recognize the melody of Figaro’s ‘Non pit andrai farfallone
amoroso’ (though this was not the case in the New York production of 1826
where Leporello at this point remarks, ‘Questa ¢ un’aria di Figaro’). It is one
thing, however, to acknowledge the spectator’s willingness to suspend disbe-
lief, whatever the extravagances of the story, but quite another to try to frame
a rationale, a coherent explanation that accounts for all the manifold aspects
of Don Giovanni; for, wherever we look, contradictions abound. How can we
possibly accept the ostensibly moralizing pretensions of a drama entitled Il
dissoluto punito in which the supposed villain is so often presented in a sympa-
thetic light, while at the same time we are led to perceive Anna as cold-hearted,
Ottavio as apathetic, Elvira as hysterical, Zerlina as immoral and Masetto as
cowardly? How are we to accept as the lieto fine (happy ending) of a dramma gio-
coso this denouement where Anna and Ottavio do not marry and Elvira remains
desperately alone?

Bertati’s Capriccio drammatico offered a simple response to such questions:
a Don Juan play must be accepted on its own terms, exactly as transmitted
by tradition — it would be pointless to try and judge it through the lens of
ENLIGHTENMENT rationality: ‘the action is not believable, the libretto defies
all the rules’ and the play ‘is even older than the invention of the roasting-jack’.
With Da Ponte and Mozart the answer is not quite so simple, because their
work lacks the framing device provided by the sarcastic remarks of Bertati’s
Capriccio. Yet the presence of the older traditional comedy remains strong, even
if ruptures in stylistic continuity are much more consciously introduced, not
only between one section and another, but often within the confines of a sin-
gle musical number, as in the duo where Don Giovanni orders Leporello to
invite the Commendatore to supper. Altogether, it seems as if Da Ponte and
Mozart were deliberately pushing the Baroque conception to its very limits,
confident that the mimetic power of the music would bestow the necessary
credibility on the dramatic representation. This aesthetic of the disparate, here
elevated into a structural principle, allowed them from the first to take for
granted the coexistence of the comical, the serious and the supernatural, even
if there have always been people mean-spirited enough to find this coherence
problematic.

It remains to be decided whether the kaleidoscopic richness of Don Giovanni
sufficiently justifies the importance that Mozart himself — according to several
witnesses —attached to the opera, and in particular to its serious elements. Was
it, on a more personal level, because his Catholic upbringing was profoundly
attuned to a moralizing subject? Or was it, conversely, because the enlightened
circles that he frequented in Vienna prompted him to sympathize with a figure
who wished to break with the established order? Or yet again, was it because his
father had died during the composition of Don Giovanni and that Mozart’s mind
became possessed with the idea of death? There is no evidence that enables
us to answer these questions. What is beyond doubt, however, is that the Don
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Juan tale provided Mozart with an unrivalled opportunity to demonstrate the
full range and variety of his creative talent. The ultimate paradox is that in order
to do this he needed a subject a century and a half old, and that the music of Don
Giovanni, which more than any other was to make him famous in the nineteenth
and twentieth centuries, should have afforded so large a place to musical idioms
from an earlier age than his own. MICHEL NOIRAY (Trans. RAPHAEL TAYLOR)
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Duschek (Dussek) family. Czech musicians. Franz Xaver Duschek (Frantisek Xaver
Dusek) (b. Chotéborky, near Jaromét, Bohemia, baptized 8 Dec. 1731; d. Prague,
12 Feb. 1799), who settled in PRAGUE about 1770, was influential there as a
music teacher and pianist; the most outstanding of his pupils was LEOPOLD
KozELUCH. As a composer, he was particularly successful in instrumental
music. His wife, Josepha (née Hambacher, baptized Prague, 6 Mar. 1754; d.
Prague, 8 Jan. 1824), had been his pupil before they married in 1776. Her
family had connections to SALZBURG: Josepha’s maternal grandfather was the
merchant Ignaz Anton Weiser, mayor of Salzburg 1772-5 and author of the
text of Die Schuldigkeit, K35. The Duscheks first met the Mozarts in Salzburg
in August 1777; at the time, Mozart wrote the scena Ah, lo previdi — Ah, t'invola
agl’occhi miei, K272 for Josepha. Later, in 1787, he stayed at their summer home,
the Villa Betramka, when he was in Prague for the premiere of DON GIOVANNI;
on this occasion he composed the scena Bella mia flamma — Resta, o cara, K528.
Mozart and Josepha collaborated on other occasions as well: in March 1786
he accompanied her at the Viennese court and in 1789 she sang at concerts he
gave in Dresden and Leipzig. Although Josepha’s singing was generally praised
(JOHANN BAPTIST SCHIEDENHOFEN described her voice as ‘uncommonly
clear and agreeable, she had taste and sang very nicely’), LEOPOLD MOZART
was critical of her, writing to NANNERL MOZART on 21 April 1786: ‘How did
Madame Duschek sing? I have to say it! She shrieked an aria by Naumann, quite
astonishingly, with exaggerated expression as before buteven moreannoyingly.’
But the Duscheks remained good friends of the Mozarts and were apparently
in fairly regular contact with both Wolfgang and his father; on 28 April 1786,
Leopold wrote to Nannerl: ‘Herr & Mme Duschek told me recently that it is on
account of the very great reputation which your brother’s exceptional talentand
ability have won for him that so many people are plotting against him.’

CLIFF EISEN
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Eberl, Anton (Franz Josef) (b. Vienna, 13 June 1765; d. Vienna, 11 Mar. 1807). Austrian
pianist and composer. A child prodigy, Eberl gave private piano recitals at the
age of eight; his first public recital in VIEN NA took place on g March 1784 and
his firststage work, Die Marchande des Modes (1787), is said to have been praised by
GrLuck. Itis sometimes claimed that Eberl was Mozart’s pupil although there is
no evidence to support this assertion. Beginning in 1788, some of Eberl’s piano
pieces began to appear under Mozart’s name, including variations on IGNAZ
UMLAUF’s Zu Steffen sprach im Traume and a piano sonata in C minor. In the
winter of 1795—6 he toured with CONSTANZE MOZART and her sister ALOYSIA
LANGE, performing piano concertos and piano quartets, possibly by Mozart.
He returned to Vienna in the early 18oos where for a while he was considered
Beethoven’s equal, especially as a composer of concertos and symphonies.

CLIFF EISEN
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Eberlin, Johann Ernst (b. Jettingen, Bavaria, 27 Mar. 1702; d. Salzburg, 19/21 June
1762). Composer and music director. Eberlin, director of the SALZBURG court
musicduring LEOPOLD MOZART’s early tenure as a courtviolinist, had alifeand
career that is in some ways strikingly reminiscent of his younger compatriot’s.
He was educated at the AUGSBURG Gymnasium and in 1721 enrolled in the
law faculty of the Salzburg Benedictine University; like Leopold, however, he
gave up his studies in order to join the court. He was made fourth organist
in 1725 and succeeded to the post of cathedral organist in 1729; following
the death of Karl Heinrich von Bibern in 1749 he was appointed court and
cathedral Kapellmeister. Eberlin was a prolific composer of church music,
much of which Mozart would have heard in his youth, and highly regarded as a
contrapuntist; according to a notice from 1757, presumably written by Leopold
Mozart, ‘ifanyone deserves to be called a thorough and accomplished master of
composition, itis indeed this man’. Mozart, in 1782, asked his father to send him
some of Eberlin’s fugues for performance at the house of BARON GOTTFRIED
VAN SWIETEN; but he later cancelled his request, noting that ‘they are far
too trivial to deserve a place beside HANDEL and [J. S.] BAcH’ (letter of 20
Apr. 1782). Eberlin’s family was apparently close to the Mozarts in Salzburg,
especially his daughter Maria Cicilia Barbara (1728-1806), who is frequently
mentioned in the family letters. CLIFF EISEN
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A. Layer, ‘Johann Ernst Eberlin’, in Lebensbilder aus dem bayerischen Schwaben, ed. G. F. von
Polnitz (Munich, 1958), VI, 388—405
M. H. Schmid, Mozart und die Salzburger Tradition (Tutzing, 1976)

Eckard (Eckardt, Eckart), Johann Gottfried (b. Augsburg, 21Jan. 1735; d. Paris, 24 July
1809). German pianist and composer, active in France. In his youth he became
a professional copper engraver and taught himself music, chiefly from C. P. E.
BacH’s Versuch. In 1758 the piano and organ manufacturer JOHANN ANDREAS
STEIN took him to PaRrI1s, where he lived for the rest of his life. LEoroLD
MOzART became acquainted with Eckard during his visit there in 1763—4, and
expressed high regard for him. BARON vON GRIMM, in his Correspondance
littéraire, described Eckard as ‘the strongest’ of all Parisian composers, J.-B.
de La Borde wrote that his execution was ‘the most brilliant and pleasing’,
and BURNEY noted that ‘there are many great German musicians dispersed
throughout Europe, whose merit is little known in England, or even in their
native land; among these is Eckard, who has been fifty years at Paris. This
musician has published but little; yet by what has appeared, it is manifest that
he is a man of genius and a great master of his instrument.” Only three of his
works were published, six keyboard sonatas Op. 1 (1763), two sonatas Op. 2
(1764) and variations on the ‘Menuet d’Exaudet’ (1764). Both the variations and
sonatas were known to Mozart who in 1767 transcribed Op. 1 No. 4 as the slow
movement of his keyboard concerto K4o. CLIFF EISEN

E. Reeser, Ein Augsburger Musiker in Paris: Johann Gottfried Eckard (1735-1809) (Augsburg, 1984)
T. de Wyzewa and G. de Saint-Foix, W.-A. Mozart: sa vie musicale et son ceuvre (Paris, 1912—46)

Ein musikalischer Spass. Mozart’s ‘Musical Joke’, K522, a divertimento scored for two
horns and solo strings. See SERENADE

Eine kleine Nachtmusik. Mozart’s G major serenade for strings, K525 (10 Aug. 1787).
See SERENADE

Enlightenment. At the time of Mozart’s birth, the Enlightenment held Europe very
much in its grip, with little intellectual thought and artistic activity remaining
untouched by its pervasive influence. This, of course, does not imply that the
Enlightenment took the same form throughout Europe or that its thrust was
necessarily welcomed by those in power. In the great centres of intellectual fer-
ment, including Britain, northern Germany, and PAR1s, enlightened thought
ranged from the foundation of political stability to subversion punishable by
imprisonment or public flogging. We may be tempted to assume that the young
Mozart, well travelled throughout the continent and England, grew up with an
awareness of the breadth and scope of the international Enlightenment, some-
how absorbing its essence at each port of call. But while travel may have played
a disproportionate role for Mozart, he spent his formative years in SALZBURG,
where the Enlightenment, while not unnoticed, took a form unlike that of most
other parts of Europe. The Enlightenment of Mozart’s early experience was the
distinctive one of Salzburg and his father, and its inseparability from authority
figures made it fairly unappealing to a boy with one of the most fertile minds
of his generation.

Unlike northern Germany with its secularization in matters of state
and higher education, the Habsburg Empire under the rule of MARIA
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THERESIA remained solidly Roman Catholic and immune to many of the
forces of tolerance or equality characteristic of the Enlightenment. After
the death of her husband, Maria Theresia relinquished much of her power
to her son EMPEROR JOSEPH II and other ministers of state, allowing
for more liberal policies. The most notable of these ministers, includ-
ing JOSEPH VON SONNENFELS, GOTTFRIED VAN SWIETEN and PRINCE
WENZEL KAUNITZ, reformed education, the distribution of land and the jus-
tice system. Joseph himself issued the Toleranzpatent of 1777, ending the per-
secution of non-Catholics (although still not giving them the full rights of
Catholic citizens), and during his reign from 1780 to 1790 effected numerous
other reforms, particularly before the conservative backlash accompanying the
FRENCH REVOLUTION.

Reform came to Salzburg as well, under Mozart’s patron Archbishop
HIERONYMUS COLLOREDO, much maligned in musical circles because of
his treatment of the Mozarts, but nevertheless an important force in restruc-
turing the Church and secular society. As head of both Church and State in
Salzburg, his situation was somewhat different from that of VIENNA, but
he proceeded on a path of reform with Joseph II as his model, making edu-
cation more accessible, restructuring the system of privileges, the agrarian
economy, the military and the financial system, and patronizing the arts —
especially music and the theatre. His church reforms were even more far-
reaching, culminating in his Hirtenbrief (pastoral letter) of 29 May 1782, in which
worship and devotional practice were restructured to become simpler and less
ostentatious. He even went so far as to improve the lot of Protestants hidden
in his realm, by leaving them undisturbed provided their dissent remained
unobtrusive.

While one would expect the enlightened reforms of Joseph and Colloredo
to be welcomed by a tyrannized population, this was not the case. Unlike the
enlightened movements in other countries which originated from the intel-
lectuals in response at least in some part to repression, in Salzburg and the
Habsburg Empire it came from the heads of state themselves, in many respects
forced on an unwilling population which regarded the changes as nothing more
than new forms of despotism.

Eighteenth-century visitors to VIENNA from northern Germany, such as
Friedrich Nicolai or Gotthold Ephraim Lessing, doubted the existence of an
AUSTRIAN Enlightenment, finding the tenets of the Enlightenment and the
Catholic Church incompatible. If that could be questioned about Vienna, it
would apply doubly to Salzburg with its fusion of church and secular rule and
its relative lack of any intellectual life. The Enlightenment came late to Austria
where it was much more a matter of response to existing thought than an
original impetus, and it should come as no surprise that Austrians looked to
writers of the earlier part of the century for direction, writers whose moral out-
look did not clash with that of established religion. A German observer such as
Nicolai, in coming to Vienna in 1781, discovered outdated attitudes typical of
those in Germany from the 1740s. For the Austrians, previously mired in feudal-
ism, intolerance and religious dogma, these were the firstimportant steps, and
few exemplified this new sense of the old Enlightenment as well as Mozart’s
father.
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As a reform Catholic, LEOPOLD MOZART remained a devout Christian,
antagonistic to a freethinker like Voltaire whom he regarded as an atheist.
Unlike the authorities of Salzburg who expelled Protestants in 1731, Leopold
embraced Protestants as fellow Christians, and for him the popular German
Protestant writer CHRISTIAN FURCHTEGOTT GELLERT exemplified enlight-
ened thought and expression. Aside from Gellert, he admired the works
of Johann Christoph Gottsched, CHRISTOPH MARTIN WIELAND and his
acquaintance Solomon Gessner; his friend BARON MELCHIOR GRIMM, the
founder and editor-in-chief of the Correspondance littéraire, also exerted a strong
influence.

Mozart’s encounters with notable persons of the Enlightenment happened
during three fairly distinct phases of his life. The first encompasses his years
spent primarily in Salzburg, with his father as mentor and the Archbishop
as employer. The second phase, while the shortest, appears to have had the
greatest impact: this was the journey to MUNICH, AUGSBURG, MANNHEIM
and Paris, from September 1777 to January 1779, a time of freedom from his
father except for their extensive correspondence. In Paris, particularly after the
death of his mother, Mozart was in close contact with two of the notable figures
of the century, Baron Grimm and Grimm’s mistress Mme Louise d’Epinay;
each exercised a distinctly different influence on him. During the third and
final phase, living in Vienna, he came into contact with all the best minds of the
Habsburg capital, and here too he found two approaches to the Enlightenment,
one of which was no more appealing than the authoritarian approach he had
so deeply resented in Salzburg.

Leopold attempted to transmit to his son the spirit of the Enlightenment
that he personally admired, and the most outstanding example of this spirit was
Leopold’s sometime correspondent Gellert. Possibly the most popular German
writer of the mid-eighteenth century, and well known in France and England
through translation, Gellert brought a style of moral writing that appeared to
satisfy the emerging middle-class readership. Himselfa pupil of Gottsched and
admirer of the Third Earl of Shaftesbury, Gellertwrote plays, odes, fables, moral
lectures, criticism, treatises on letter-writing, letters and a novel. Not only did
he attempt to inculcate in his readers a sense of morality, but he also strove to
raise the level of taste, cultivating, like Gottsched, a higher level of German and
instructing his readers how to improve their own epistolary writing. The young
Mozart was well aware of the works of Gellert, not only from his father but on
at least one occasion through a gift of Gellert’s Geistliche Oden und Lieder from a
relative stranger.

For the sojourn of late 1777 and 1778, Leopold had arranged for Wolfgang
to meet various persons who might assist in his career quest; the most notable
of these was Baron Grimm in Paris. Leopold had met Grimm as early as 1764,
regarding him as a friend, a man of learning and a strong advocate of human-
ity, and also as someone able to facilitate virtually anything in the literary or
musical world. While Grimm’s work with the Correspondance littéraire may have
brought him into contact with some of the more radical elements of the Paris
intelligentsia, his own German virtue and good sense would shield him — or
so Leopold thought — from being corrupted and would make him the ideal
guide to shepherd Wolfgang through the perils of Paris. Leopold’s plan was
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fundamentally sound, although he miscalculated the nature of the relationship
between his son and Grimm and the gravitation of Wolfgang to Mme d’Epinay,
about whom Leopold knew considerably less.

When Mozart made his permanent move to Vienna in 1781, he met vir
- tually every leading figure of the Austrian Enlightenment. These included
the poets Aloys Blumauer, Johann Baptist von Alxinger, Michel Denis and
Lorenz Leopold Haschka; the mineralogist and Masonic leader IGNAZ VON
BORN; the President of the Court Commission on Education GOTTFRIED VAN
SWIETEN; Court War Secretary Franz Sales von Greiner; the government offi-
cial ToB1AS GEBLER; and, perhaps the most influential of all, the political
and cultural leader JOSEPH VON SONNENFELS. Sonnenfels’s obsession with
elevating the German language and raising the level of entertainment in the
theatre made him — Joseph II’s dislike notwithstanding — a suitable adversary
in the assault on ignorance, superstition and crude entertainments. The front
line of attack became Sonnenfels’s attempt to eradicate HANSWURST from
the Austrian stage. This foul-mouthed, pot-bellied theatrical ancestor of the
Italian Harlequin held a place in the affection of the population, representing
the distinctive spirit of the commedia dell’arte in Austria with all its delights and
idiosyncratic invective. Sonnenfels argued that Hanswurst’s crudity affronted
authority and deterred enlightened refinement and morality, and in fact he was
remarkably successful in his cause, forcing the comedians to try their hand at
serious drama.

Mozart’s own reactions to these various enlightened forces can be seen in his
letters and works. Ifhe had any admiration for Archbishop Colloredo’s reforms,
thathas been lostin a sea ofinvective which both son and father could indulge in
towards the autocratic and mean-spirited prelate. Based on Colloredo’s manner
in dealing with the Mozarts, one should not be surprised that his reforms
failed to win the hearts of the Salzburg citizenry. This surely represented the
Enlightenment at its worst, an official, high culture forced on people from
above — a cold, ordered, repressive culture impossible to disentangle from its
authoritarian source. Mozarthad no more interestin this type of Enlightenment
than he had in remaining in the service of the Archbishop.

Mozart’s reaction in his letters to Sonnenfels’s reforms in Vienna may be
somewhat vague, but certain approaches taken by him in his operas place the
issues in perspective. Sonnenfels, who disliked not only Hanswurst and the
commedia dell’arte tradition but any comedy, measured all opera against
the standard of GLUCK’s serious works. Hanswurst or commedia dell’arte-
like characters appear regularly in Mozart’s operas, including Osmin, Antonio
(from LE NOzZE DI FIGARO), Leporello, Despina and Papageno. According to Son-
nenfels, any opposition to morality in a dramatic work should be conquered; no
issues should be left unresolved at the end. The mission of the theatre was ‘to
defend the good, to fight evil, to uphold authority, to obviate subversion’. One
would almost think that Mozart had read these words, completely contradict-
ing them in his Don GiovannI. Leporello, like Harlequin, makes light of serious
matters, while Don Giovanni in his demise can taunt God himself. The ultimate
snub to Sonnenfels’s serious, moral dictum comes in the moral at the end of
the work: here Mozart uses music in a liturgical style but full of solecisms,
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with misplaced accents and absurd emphases, adding the final subversive
touch.

While Mozart had no sympathy for the official, high Enlightenment of the
Habsburg territories, there were other forms of it that he found more attractive,
both in Vienna and Paris. Vienna had its share — if somewhat smaller than
other major centres — of intellectuals, people who, while supporting Joseph’s
paternalistic reforms, preferred something more independent ofJoseph’s reach
for themselves. They found this in the Masonic lodge ‘Zur wahren Eintracht’
(True Concord), which emerged more as an academy of arts and sciences than
atypical Masonic lodge, including among its members leading representatives
of all fields of endeavour.

Mozart was never an official member of ‘Zur wahren Eintracht’, but he was
a frequent guest, and unlike many, continued as an active Mason after Joseph’s
restructuring in 1785. While his involvement with FREEMASONRY appears
to have been genuine, one sees even here an element of irony in his pub-
lic representation of Masonry, perhaps related to hypocrisy within the order
itself concerning religious intolerance, racial prejudice and gender inequality.
The most public of these manifestations, the opera DIE ZAUBERFLOTE, treats
Masonry and the Enlightenment in a very peculiar manner. In direct defi-
ance of Sonnenfels’s theatrical legislation, this work revives Hanswurst on the
Austrian stage: SCHIKANEDER’s Papageno stands as a true descendant of this
unenlightened figure, the anathema of all thatJoseph had attempted to achieve.
Not only must the trials and the ascent to the stuffy and formal order be seen in
the context of the much more appealing Papageno, but the leading represen-
tative of the Enlightenment, Sarastro, appears anything but enlightened when
he stoops to meting out torturous punishments to disobedient servants. The
male hegemony of the Enlightenment takes a battering in this opera as well,
as women are seen to be able to achieve the same status as men, and the repre-
sentation of the place of the Moors confirms the status quo of racial attitudes
in Masonic circles.

If Mozartdid embrace the Enlightenmentin any ofits various guises, this was
mostlikely the direction he encountered in Paris in 1778. While his relationship
with Grimm may have gone badly, thatwas nottrue of the other prominentfigure
ofthishousehold, Louise d’Epinay, withwhom Mozartremained on good terms.
Considering the credentials and free-spirited nature of Mme d’Epinay, it s little
wonder that Mozart found her appealing. A colleague of Rousseau, Diderot,
d’Holbach, Galiani and Voltaire, her achievements as a writer included a 2,000-
page novel, her three-volume Mémoires et correspondance, and active participation
in Grimm'’s Correspondance littéraire.

In all likelihood Mozart discovered at the table of Mme d’Epinay much about
the philosophes, especially Voltaire and her close colleague and friend Diderot.
In fact, the shift in Mozart’s approach to his letters to his father at this time,
to something more subtly dissimulating and evasive, may very well have been
cultivated in response to this new knowledge. But the element of revolt in
Mozart did not make him sympathetic to revolution abroad or Jacobins at
home; his own actions were not designed to overthrow but simply to sub-
vert, and the subversion often goes unnoticed because of its subtlety. Unlike
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his literary compatriot, Johann Pezzl, who in his novel Faustin starts with the
scepticism of Voltaire’s Candide but ends by finding, instead of irony, the ideal
society in Joseph’s Habsburg Empire, Mozart did not reveal the best of all
possible worlds in his works, and leaves it to his listeners to come to their own
conclusions. DAVID SCHROEDER
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Entfithrung aus dem Serail, Die, K384 (The Abduction from the Seraglio), singspiel
in two acts, text by GOTTLIEB STEPHANIE after CHRISTOPH FRIEDRICH
BRETZNER; first performed at the Burgtheater, VIENNA, 16 July 1782. Die
Entfiihrung marks a decisive turning point in Mozart’s career as an opera com-
poser. Amazingly mature and impressive as are the early Italian operas, highly
promising his first attempts at singspiel, the culmination of opera seria his
IDOMENEO — his own, and German opera’s, future path is marked out by this,
his first work commissioned for the court theatre in Vienna. The subject matter
is merely a variant on the by then well-established topos of the initially fear-
some, ultimately generous oriental autocrat; what raises this work far above
all other treatments of the theme is the genius of Mozart’s score. To be sure,
some of the numbers are overlong; there are weak touches in the motivation
of characters and the placing of events and musical numbers; Pasha Selim is
a difficult, ungrateful role in that it alone (apart from the tiny character-role
of Klaas, a sailor, in the opening scene of Act 3) is solely a spoken part; fur-
ther, Mozart in later years would not have been content for the climax of the
singspiel, the attempted elopement itself, to be carried out in dialogue rather
than as a musical ensemble. Yet the brilliance of every aspect of the music —
its originality, boldness and melodic, instrumental and harmonic richness — is
quite new in opera.

1. The topos of the generous Turk

. Bretzner’s libretto

. The composition

. Mozart’s score

. Synopsis and music

. Premiere and performance history

a1 W N

1. The topos of the generous Turk

The subject already had a lengthy history by the time of Mozart, with examples
occurring in dramas, operas and the literatures of Britain, Italy and France as
well as of German lands. Stephanie’s most interesting departure from previous
versions is that Belmonte, his young Spanish hero, finds himself confronted
at the climax of the action not, as he had imagined, by a Turk, but by a fellow
countryman who had been forced into exile by the cruelty of the hero’s father.
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In an act of the greatest generosity, the Pasha not only pardons the intruder,
who had sought to abduct his beloved, the Pasha’s would-be favourite, but
allows all four of his prisoners to return to their homeland. Though Pasha
Selim is by name, appearance and apparent character a stereotypical eastern
potentate, he is finally revealed as a renegade Spaniard, thus forfeiting his place
among generous Turks; but of course, the circumstances of the story up until
the denouement lead us to regard him, as do his prisoners, as a Turk.

There is no agreementas to the priority and relative importance of numerous
possible sources that have been proposed for Bretzner’s libretto. The twin ele-
ments of an elopement and a Turkish setting were so widespread in European
culture by the second half of the eighteenth century that many of the seem-
ing parallels between Die Entfiihrung and its forerunners may be attributable
to conventions and the constant recurrence of stock situations in an age in
which originality was less important than the ability to adapt common property
to one’s own purpose and advantage. Nevertheless, it is appropriate to men-
tion some of the most important texts from which Bretzner may have derived
inspiration.

Of possible British sources, Dryden’s Don Sebastian (1689), Isaac Bicker-
staffe’s The Captive (1769), his The Sultan, or A Peep into the Seraglio (1775) and
Dibdin’s The Seraglio (1776), as well as Miss Marsh’s The Female Captive. A Narra-
tive of Facts, which happened in Barbary in theYear 1756 (London, 1769), have all been
put forward as having possibly exerted some influence on Bretzner, perhaps
(in the case of The Sultan, via the Marmontel/Favart Soliman Il of 1761) at second
hand. Several French works have been plausibly proposed as relevant in this
context: Marmontel’s Soliman II, anecdote turque (1756) arranged by Favart for
P. C. Gibert’s opera Soliman second, ou Les Trois Sultanes (1761); and GLUCK’s La
Rencontre imprévue (1764), which is a reworking by L. H. Dancourt of Les Pélerins
dela Mecque (1726) by A. R. Lesage and D’Orneval. (Grétry’s La Caravane du Caire,
1783, postdates Mozart’s singspiel.) Of Italian works, Jommelli’s setting of
G. Martinelli’s La schiava liberata (Ludwigsburg, 1768) has points of contact
with Bretzner; the libretto was translated into German by J. C. Kaffka. JosErH
HAYDN’s opera L'incontro improvviso (Eszterhaza, 1775) is in its story very close
to Gluck’s. Of German-language versions, ABBE VOGLER’s Der Kaufmann von
Smyrna (1771), to a libretto by C. F. Schwan, based on a French text by S. Cham-
fort, has little direct relevance to the Bretzner/Mozart work, whereas G. F. W.
Grossmann’s libretto Adelheit von Veltheim (1780) has perhaps the strongest claim
of all to be the most significant antecedent to Die Entfilhrung, not least because
it is written in Bretzner’s language; it was set to music by C. G. Neefe (1781).

2. Bretzner’s libretto

Bretzner’s libretto, published at Leipzig (by Carl Friedrich Schneider) in 1781,
bears on its title page Belmont und Constanze, [ oder: | Die Entfiihrung aus dem | Serail. |
Eine Operette | in drey Akten | von | C. F. Bretzner. | Componirt vom Herrn Kapellmeister
Andre | in Berlin. In Johann Andre’s setting it was first performed at the Dobbelin
Theater, Berlin, on 25 May 1781, and by the time of the Mozart premiere had
also been given in Munich, Leipzig and Hamburg; thereafter it seems to have
been staged only in Karlsruhe and Schwedt. Bretzner’s supposed reaction to
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learning that his text had been altered and reset by a Viennese composer is
well known: ‘A certain individual, Mozart by name, in Vienna has had the
audacity to misuse my drama Belmonte und Constanze for an opera text. I here-
with protest most solemnly against this infringement of my rights, and reserve
the right to take the matter further’; this statement is probably inauthentic,
in that it was not published until 1868, by C. von Wurzbach in his Biograph-
isches Lexikon des Kaiserthums Oesterreich. However, Bretzner’s heavy-handed and
detailed protest directed against the (unnamed) librettist appeared in the Berlin
Litteratur- und Theater-Zeitung on 21 June 1783. The principal alterations intro-
duced by Stephanie and Mozart are outlined below. In short, they amount to
development of the role of Osmin, the inclusion of more sung numbers, and
improvements to the dramaturgy.

3. The composition

We are more fully informed about the progress of work on the composition
of Die Entfiihrung than is the case with any Mozart opera other than Idomeneo,
for which the composer in Munich, and his father and the librettist, VARESCO,
in Salzburg, had to rely on correspondence for contact during the vital weeks
leading up to the completion and performance of the work. In the case of
the German singspiel, Mozart (and his librettist) were in Vienna, his father in
Salzburg. The correspondence about the new opera was instigated by Mozart
(LEOPOLD MOZART’s letters to his son from this period do not survive), who
was anxious to assuage his father’s fears that his removal to Vienna was a foolish
and retrograde step (indeed, a libretto by Stephanie was under discussion as
earlyas 18 April 1781, before the ultimate break with the Salzburgarchiepiscopal
court). Accordingly, Mozart took every opportunity to emphasize his successes
as he sought to establish himselfin Vienna; in this respect, the commission to
compose a brand-new work for the royal and imperial court theatre was a trump
card that he played for all it was worth, even if it soon became clear that the
Emperor and his advisers were not after all going to mount the new singspiel,
as had at first been mooted, as part of the celebrations for the forthcoming visit
of the Grand Duke Paul of Russia and his German wife; the court decided to
play safe, and restage two of Gluck’s operas.

The librettist, Gottlieb Stephanie (known as Stephanie ‘the Younger’, to dis-
tinguish him from his older brother, also an actor, Gottlob), was known to the
Mozarts at least as early as 1773. He had been taken prisoner by the Austri-
ans during the Seven Years War, then became an actor, playwright, librettist
and eventually stage manager of the National Singspiel in Vienna. He had ‘the
worst Renomee in all Vienna’, Mozart mentions to his father on 16 June, ‘as
a coarse, deceitful, slanderous man’, but already on 26 May Mozart had been
pleased to refer to him as ‘my good friend’. On 1 August Mozart reports: ‘the
day before yesterday the younger Stephani gave me a libretto to set. . . the book
is pretty good. The subject is Turkish and it’s called; Bellmont and konstanze,
or die verfithrung aus dem Serail. — the Sinfonia, the chorus in the first act, and
the closing chorus I shall do with turkish music. Mad:*¢® CavaL1Er1, Mad®e!®
TEYBER, M:" FISCHER, M:" ADAMBERGER, M:" Dauer and M:" Walter, are to
sing in it.” And Mozart adds that he has already composed the first arias for
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Cavalieri and Adamberger, and the terzetto that concludes the first act. ‘Time’s
short’, he continues, ‘forit’s to be performed in mid September.” On 8 August he
writes that he has just finished the Janissary chorus, and that Countess THUN
(a good judge) seconded the three principal singers’ statement that they were
‘uncommonly pleased with their arias’. By 29 August Mozart has heard that the
Russian visit has been postponed until November; but he seems not to have
divined that the revival of Gluck’s Iphigenie in Tauris (in German) and Alceste (in
Italian) was to be at the expense of Die Entfiihrung. On a date between 20 and
26 September he sends his father the cast-list ‘as a little Praegusto of the opera’,
from which it is already clear thatJautz is to play the Pasha (‘Bassa Selim — Herr
Jautz an acteur has nothing to sing’; Walter had not been re-engaged for the
new season). Exactly what Mozart sent is not known, but as he starts his next
letter on 26 September with an apology for causing his father to pay ‘extra heavy
postage’ last time, he must have sent a copy of some of the completed music
from the singspiel. This is the often-quoted letter in which he discusses the
changes he has had made to the libretto, and also the music of Osmin’s ‘Solche
hergelauf’ne Laffen’, with his explanation of how he has depicted Osmin’s
rage; then he goes on to discuss Belmonte’s ‘O wie dngstlich’, the Janissary
chorus, Konstanze’s ‘Ach, ich liebte’, the terzetto that concludes Act 1; and
he mentions that he has sent his father the first fourteen bars of the overture.
Then comes the indication that, although the first act was completed more than
three weeks ago, also an aria and the drinking duet from Act 2, he has been
brought to a standstill because, at his own insistence, the plot is being altered,
and Stephanie is too busy to make the necessary changes at once — the most
important of which, the placing as finale to Act 2 of ‘a charming quintet, or
rather, finale’ that Bretzner had in Act 3, brought with it the need for a sizeable
revision, even for ‘a new intrigue’. Again Mozart refers to Stephanie’s bad rep-
utation, adding ‘but after all, he’s arranging the book for me, what’s more, just
the way I want it, and Heavens, I can’t ask more of him than that’.

By 6 October it is clear that Mozart was going to have to wait to get his opera
performed, and he was growing impatient for the librettist’s revisions. ‘Of
course ’'m composing other things meanwhile—but the passionate enthusiasm
[for my opera] is there, and what would normally take me a fortnight would
take four days now. I composed Adamberger’s aria in A, Cavallieri’s in Bb, and
the terzett, in one day, and wrote them out in a day and a half. — but it wouldn’t
help ifthe whole opera were completed, for itwould have to lie there until Gluck
has got his two operas ready, and they’ve still got an awful lot of work to do
on them.” A week later (on 13 October) Mozart replies to his father’s evident
criticism of Stephanie’s libretto, saying he is well aware of the limitations of
the verse, but that it accords so well with his musical thoughts that it couldn’t
but please him, and that — in the well-known phrase — ‘in an opera the poetry
absolutely mustbe the music’s obedient daughter’. Italian comic operas delight
because the music dominates; ‘how much more must an opera succeed where
the plan of the libretto is well worked out; and the words are written solely for
the music, not here and there for the sake of a wretched rhyme. . . . Verses are
surely absolutely vital for music — but rhymes for the sake of rhyme are the most
detrimental . . . It’s best when a good composer who understands the theatre
and is capable of contributing something himself, and a clever poet, that true
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Phoenix, get together. — then there’s no need to worry about the applause even
ofthe ignorant person.’ [twas 17 November before Mozart next had anything to
report, however laconically: ‘Now I have at last received something to work on
for my opera.”’ On 30 January 1782 he writes: ‘The opera hasn’t fallen asleep, but
has been postponed owing to the big Gluck operas and to many very necessary
alterations in the text; butitis to be given just after Easter.” On 8 May he reports:
‘Iwas at Countess THUN s yesterday and put my second act through its paces for
her, with which sheis noless pleased than with the first.” As the ultimate date for
the premiere approached, so, tantalizingly, there are large gaps in the surviving
correspondence. The letter of 29 May mentions that Mozart and Constanze are
to dine at Countess Thun’s the next day, when he will play Act 3 through to
her; he also says that the first rehearsal is scheduled for the following Monday,
3 June.

The next letter we have is dated 20 July; Mozart hopes his father received the
letter in which he told him of the opera’s favourable reception at the premiere.
It was given again yesterday, he writes — and had to overcome a strong cabal,
which hissed during the first act; however, there were bravos for the arias.
Mozart had set his hopes on the concluding terzetto:

But misfortune caused Fischer to go wrong, which caused Dauer (Pedrillo)
to go wrong —and Adamberger alone couldn’t make up for the others — so
the whole effect was lost, and this time it was — not encored. — I was so
angry that I didn’t know myself, Adamberger too — and I said at once that I
wouldn’t let the opera be performed again without holding a small
rehearsal (for the singers) beforehand. — In the 2nd act the two duets, as on
the first night, and in addition Belmont’s Rondeau wenn der freude thrinen
fliessen were encored. — the theatre was almost fuller than the first time. —
the day before you couldn’t get a reserved seat in the Noble parterre or the
3rd circle; and there wasn’t a box to be had. the Opera has brought in 1200
gulden in the 2 days. — I send you the original [score], and 2 librettos. — You
will find much crossed out in it; that is because I knew the Score would be
copied here at once — consequently I let my thoughts run riot — and before I
handed it over for copying I first made my changes and cuts here and
there. —and as you have it, so was it performed. — the trumpets and timpani
are missing here and there, flutes, clarinet, turkish music — because I could
get no paper with sufficient lines. — they are written on additional sheets —
the copyist has probably lost them, for he couldn’t find them. — the
First Act (when I was having it carried somewhere, I forget where)
unfortunately fell in the dirt; that’s why it’s so soiled. — Now I've got no
small task. — by Sunday week my opera must be arranged for wind
instruments — otherwise someone will beat me to it —and get the profit of it,
instead of me.
(In the event, Mozart failed to complete the arrangement.) It is clear from
Mozart’s next mention of the opera (in the letter of 31 July) that his father
was cross — surely more about Mozart’s continuing insistence on marrying
Constanze than truly expressing disappointment about reports of his son’s
having boasted of the success of the opera. For his part, Leopold speaks coolly
of the opera’s success in the surviving fragment of his letter of 4 October to
the publisher Breitkopf. On 5 October Mozart urges his father to have the
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score copied swiftly, as he has promised it to Baron Riedesel (the Prussian
ambassador in Vienna). Hereafter the opera is occasionally mentioned in the
family correspondence, usually in the contextof Mozart’s failure to gain profitby
completing the vocal score, or with mention of performances in other operatic
centres.

4. Mozart’s score

Mozart never again achieved quite the superabundance of his score to Die
Entfiihrung; indeed, it is a sign of his ever-increasing maturity and experience
that he would not have wanted to do so. He himself became aware that in
his exuberance he was letting his imagination run away with him, as is sug-
gested by the comparative austerity of means in his later operas, as well as
by the numerous cuts that he made in many of the individual numbers of the
Entfiihrung manuscript. Never again in his operas did he demand so rich and
varied an orchestra; he employs basset horns and piccolo as well as standard
timpani, double woodwind and brass (only trombones are missing from the
orchestra he used for Idomeneo, DoN GiovANNI and DIE ZAUBERFLOTE); further,
he requires the ‘Turkish’ instruments in several numbers: triangle, cymbals,
“Turkish’ and German drums. Despite this orchestral richness, many of the
numbers are austerely scored, and the sheer range of his instrumental palette
allows him to vary the orchestration between numbers to telling effect. With so
full an instrumentarium, no wonder Mozart sent his father on 5 October, for
the copying of the score, ‘5 books of 12-staft-lined Paper’, a size that was not
available in Salzburg.

5. Synopsis and music

The overture, as Mozart mentions to his father on 26 September 1781, ‘is quite
short, constantly changes between forte and piano [and, he might have added,
between Presto and Andante, C major and C minor]; in the fortes turkish Music
comes in each time.” After a second reprise of the Presto, the Andante returns,
now in the tonic major, to lead directly into the opening scene.

Act 1: Courtyard in front of the Pasha Selim’s palace at the seaside. Belmonte
enters, singing of his hope of finding here his beloved Konstanze (‘Hier soll
ich dich denn sehen’; Andante, C major). Osmin, the Pasha’s supervisor, enters
with a ladder and begins picking figs, singing of the joy of finding a true
and honest girl (‘Wer ein Liebchen hat gefunden’; Andante — Allegro, B flat).
Belmonte tries to interrupt Osmin by asking whether this is the Pasha’s house,
but Osmin ignores him and continues his song. The tempo increases to Allegro
as Osmin becomes aware of Belmonte’s presence; the latter, in what has become
a duet, grows angry at Osmin’s ignoring of him, and for his part Osmin gives
as good as he gets, grudgingly agreeing that Belmonte has found the house he
is looking for. Their mutual antipathy, and the tempo, increase and the duetto
ends (Presto, D major) with Osmin pushing Belmonte out.

Pedrillo, Belmonte’s servant, now in charge of the Pasha’s gardens, enters
and finds Osmin in angry mood. The latter’s F major aria, ‘Solche hergelauf’ne
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Laffen’, exploits Fischer’s exceptional bass voice as well as proclaiming
Mozart’s masterly control of the depiction of musical rage. Osmin then enters
the house, leaving Pedrillo to be joined — and of course recognized — by
Belmonte, wholearns of Konstanze’s continued opposition to the Pasha’s desire
to make her a full member of his harem. Pedrillo will introduce Belmonte to
Selim as an architect, building and gardens being his hobbies. Pedrillo exits,
leaving Belmonte to sing the aria ‘O wie dngstlich, o wie feurig’ (Andante,
A major), which is preceded by a brief accompanied recitative. Pedrillo then
returns, urging Belmonte to conceal himself until Selim, about to return from
a boat trip, has been told of his arrival.

A short C major Marcia (discovered only recently and probably authentic,
but seldom played) accompanies the entry of Selim’s boat party; it is scored for
woodwind, brass and both German and Turkish drums. The Janissaries (who
have been accompanying Selim in a second boat) sing the praises of their master
in a brilliant four-part chorus (C major) that includes solo voices. They leave
the stage to Selim and Konstanze, who continues her opposition to his desire
to make her first among his wives, in the aria ‘Ach ich liebte, war so gliicklich!’
(Adagio — Allegro, B flat); she sings of her unshakeable fidelity to her beloved.
He grants her one further day’s respite, and she leaves. Pedrillo then enters
and introduces Belmonte as a young architect who wishes to enter Selim’s
service; the latter tells Pedrillo to see to Belmonte’s needs, he will interview him
properly the next day. Pedrillo warns the excitable Belmonte to be constantly
on his guard. As they are about to enter the palace, Osmin blocks their way. In
the terzetto ‘Marsch, marsch, marsch! trollt euch fort!” (Allegro — Allegro assai,
C minor — C major) that ends Act 1, Pedrillo and Belmonte eventually manage
to push past Osmin.

Act 2: A palace garden; Osmin’s dwelling to one side. Blonde, Konstanze’s
maid, vigorously opposes Osmin’s command to love him. In the aria ‘Durch
Zirtlichkeit und Schmeicheln’ (Andante grazioso, A major, accompanied by
strings alone) she tells him that good women can be won, if at all, only by ten-
derness and flattery. In the dialogue that follows, she lets him know that she is
an Englishwoman, nota slave; ifhevalues his eyes, he shouldn’t get too near her
fingernails. Her trump card is that she need only tell Konstanze of his intended
treatment of her, and she will see to it that the Pasha has him whipped. In a
duetto (‘Ich gehe, doch rate ich dir’; Allegro — Andante — Allegro assai, E flat)
he is mocked by her, and sent packing; his protestations make no impression.
Konstanze enters, and in a brief, poignant accompanied recitative she laments
her separation from Belmonte, then moves into the aria ‘Traurigkeit ward mir
zum Lose’ (Andante con moto, G minor, accompanied by flutes, oboes, basset
horns, bassoons, horns and strings), in which she laments her grief. Blonde
attempts to cheer her, confident that they will manage to escape to their home-
land. When she spies the Pasha approaching, Blonde exits. Konstanze tells
him that she cannot love him, even though he threatens her with torture. There
follows the aria ‘Martern aller Arten’, in which she takes up this threat and
swears constancy to her absent lover. This number (Allegro — Allegro assai,
C major, accompanied by pairs of clarinets, bassoons, horns, trumpets, tim-
pani and strings, with demanding obbligato solos for flute, oboe, violin and
cello) is easily the longest, most exacting, and from the producer’s viewpoint
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most taxing, in the opera: not only must the Pasha stand and listen, or pace
to and fro while Konstanze sings (almost immediately after her previous aria),
the number also dangerously retards the action. Mozart marked the deletion of
twenty-seven bars with two cuts, yet that scarcely affects an aria of 319 bars. Itis
awonderful tour de force; butitdoes help us to understand the general criticism
attributed to EMPEROR JOSEPH: ‘Very many notes, my dear Mozart!” She storms
off, followed by the Pasha after he has wondered what gives her the courage to
oppose his desires —he will now use cunning, where threats and entreaties have
failed. Blonde re-enters, surprised to find neither the Pasha nor Konstanze in
the garden. Pedrillo enters and imparts the news of Belmonte’s arrival, and of
the nearby ship in which all four of them will escape thatvery night. In the merry
aria ‘Welche Wonne, welche Lust’ (Allegro, G major) Blonde sings of the joy
this news will bring to her mistress; she hurries off, leaving Pedrillo to summon
up courage for the task that lies before them. In his D major aria ‘Frisch zum
Kampfe! Frisch zum Streite!” (Allegro con spirito, D major, accompanied by
oboes, horns, trumpets and timpani as well as strings), he manages to over-
come his fears. Osmin enters, wondering at Pedrillo’s unexpected cheerfulness,
and despite Mohammed’s ban on alcohol he is unable to resist Pedrillo’s invita-
tion to drink with him: he is given the larger of two wine-flasks (which has been
doctored with a sleeping-draught), and in the duetto ‘Vivat Bacchus!’ (Allegro, C
major, with ‘Turkish’ instruments added to the texture, which includes piccolo
and pairs of flutes, oboes, clarinets, horns and trumpets) they drink together,
once Osmin has overcome his doubts. The latter already displays signs of the
effect of the wine and the sleeping-draught in the dialogue scene that follows,
during which Pedrillo manages to lead him off into his house, before return-
ing almost at once. He is joined first by Belmonte, then by Konstanze and
Blonde. Belmonte sings to Konstanze thearia ‘Wenn der Freude Trinen fliessen’
(Adagio — Allegretto, B flat) in which he welcomes the tears of joy that he kisses
from her cheek. Only after the aria do they get down to practicalities: Belmonte
has a boat at the ready; at midnight the men will be beneath the women’s win-
dows with a ladder; Pedrillo will give the signal with a song. The act ends with
the quartetto ‘Ach Belmonte! ach mein Leben’ (D major). Its frequent changes
of tempo mirror the mood of the participants, as love, joy, practical concerns,
and the men’s fears that their loved ones have been unable to remain faithful to
them, lead to apologies and then forgiveness; finally, with jealousy overcome,
the four unite in praise of love.

Act 3: Courtyard in front of the Pasha’s palace; the palace on one side, Osmin’s
dwelling on the other, a view of the sea beyond. It is midnight. Pedrillo enters
with Klaas, a sailor (spoken part), who brings a ladder. Pedrillo, relieved when
Belmonte enters, leaves to see if the coast is clear, advising Belmonte to sing
(as he himself is in the habit of doing) so that the Janissary guards will not
be suspicious if they find him in the courtyard. Needing no second bidding,
Belmonte sings the most leisurely and elegant of his four arias, ‘Ich baue ganz
aufdeine Stirke’ (Andante, E flat; flutes, clarinets, bassoons, horns and strings).
Pedrillo enters with a mandoline, and while Belmonte keeps watch, he sings
his strophic Romance (basically in D major) ‘In Mohrenland gefangen war |
Ein Midel hiibsch und fein’, the four verses being separated by rapid dialogue
with Belmonte, and with Pedrillo speaking in melodrama during his pre- and
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postluding. At last Konstanze appears at her window, Belmonte climbs up
the ladder and into the room, a few moments later appearing with her in the
doorway; Pedrillo hustles them towards the shore, then climbs and enters
Blonde’s room. Before they emerge, a black mute slave appears, and signals
to the inebriated Osmin that he has heard suspicious noises. Osmin’s lantern
then reveals the ladder, on which he sits; when Pedrillo begins to climb down
the ladder, Blonde sees Osmin and gives warning; Osmin attempts to climb
up after Pedrillo, but has to resort to shouting for the guards — who fail to
recognize Osmin, but then set out in pursuit of the escapers. First the servant
pair, then Belmonte and Konstanze are led back in as prisoners; Belmonte’s
attemptto bribe Osmin fails, and the latter rejoices in the thought of his revenge,
as the prisoners are led away to face Pasha Selim. In his aria ‘O, wie will ich
triumphieren’ (Allegro vivace, D major), Osmin celebrates his forthcoming
triumph when the prisoners are led to the place of execution and strung up,
their treachery rewarded.

The Pasha’s room: Selim orders an officer to investigate the disturbance that
has awoken him. Osmin, still under the influence of drink and the sleeping-
draught, enters to report the attempted elopement. Then Belmonte and
Konstanze are led in, she admitting her guilt, and prepared to die if Belmonte
is spared; he bends his knee before Selim and says his Spanish family will pay
whatever ransom Selim demands. ‘My name is Lostados’, he concludes. — ‘Is
the Commandant of Oran known to you?’ the Pasha asks. — ‘He is my father’,
replies Belmonte. Selim rejoices to learn that the son of his greatest enemy is
in his hands. ‘Know, wretched man! Your father, that barbarian, is the cause of
my having to leave my native land. His inflexible avarice tore from me a woman
whom I esteemed higher than my life. He robbed me of position, of honour,
fortune, everything. In short, he destroyed my entire happiness. And now I have
this man’s only son in my power! Tell me, were he in my position, what would
he do?’ — ‘My fate would be pitiable.” — ‘So it shall be’, he concludes, bidding
Osmin follow him to plan their torture, and the guard to watch them carefully.
In the accompanied recitativo e duetto ‘Welch ein Geschick! . . . Meinetwegen
sollstdu sterben!” (Adagio — Andante — Allegro, B flat) Belmonte and Konstanze
each express grief at causing the death of the other, but together, they will die
happily. Then Pedrillo and Blonde are led in. Selim enters, and demands of
Belmonte whether he is prepared to hear his sentence. ‘Yes,” he replies, ‘slake
your vengeance on me, extirpate the wrong my father did you. I am prepared
for everything, and do not blame you.” — ‘I have despised your father far too
much to be able to follow in his footsteps. Take your freedom, take Konstanze,
sail to your homeland, tell your father that you were in my power, that I let
you go so that you might say to him that it is a far greater pleasure to repay
with beneficence an injustice suffered, than to extirpate one vicious crime with
another.” Anticlimax is avoided only by the bitter tone with which Selim bids
farewell to Belmonte and Konstanze, then grants permission for Pedrillo and
Blonde too to leave, Osmin’s jealous fury being temporarily assuaged only by
Selim’s comment that at least he will no longer live in danger of having his eyes
scratched out. ‘Calm yourself, he tells his overseer, ‘one must rid oneself of
persons whose good will one cannot obtain through beneficence.’ The closing
Vaudevilleand Janissaries’ Chorus (Andante— Allegro vivace, F major—C major)
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has each of the soloists sing in turn of the Pasha’s goodness and generosity,
the others joining in praise of him, until Blonde’s mocking remark about the
bestiality of Osmin leads the latter into a further explosion of fury, and he takes
up again the Allegro assai section of his Act I aria. He storms off, and there
follow a few bars of sotto voce moralizing from the four freed prisoners before
musical peace is restored. The brief, brilliant chorus of the Janissaries in praise
of their master brings the singspiel to its close.

6. Premiere and performance history

As usual, Mozart conceived the roles with specific singers in mind. If this
is not wholly true of Die Entfiihrung, the reason lies in the abnormally long
gestation period. His principals were both excellent singers: the Konstanze
was the Vienna-born Caterina Cavalieri, a SALIERI pupil who sang in opera
buffa; Johann Valentin Adamberger, a renowned opera seria tenor, who had
sung with success in LONDON as well as in Italy, was the Belmonte. Mozart’s
need to win their approval and write to their strengths undoubtedly had an
adverse effect on the economy of the score; Mozart indeed confessed to his
father (letter of 26 Sept. 1781) that he had found it necessary to make sacrifices
in favour of Cavalieri’s ‘flexible throat’; and the placement of two arias for
Konstanze back to back in Act 2 was only marginally preferable to Bretzner’s
placing Konstanze’s third aria at the end of the work, after the denouement.
In the case of Belmonte, his four arias are one too many; it is arguable that
they reveal too little musical variety; and to give him an aria that fatally delays
the Act 3 elopement is a serious miscalculation (such as Smetana was also to
commit in Dalibor). Adamberger seems not to have been a very talented actor.
In that vital respect Mozart was more fortunate with the remainder of his cast.
Therese Teyber, the Blonde, had studied with Vittoria Tesi and was by 1782 an
excellent soubrette. The Pedrillo, Johann Ernst Dauer, had gained considerable
experience in theatres in central and northern Germany, as well as in Vienna,
where he had success as actor and as singer. The star performer in terms of
imposing stage presence, as well as resplendent voice, was the Osmin, Ludwig
Fischer, a basso profondo who clearly also had a good top register, and who, the
Prince-Archbishop of Salzburg opined, ‘sang too low for a bass’ (see Mozart’s
letter of 26 Sept. 1781). The one role that then as now presents problems is
Bassa Selim, a spoken part. The tenor Joseph Walter, who was to have sung it
(see the letter of 1 Aug. 1781), was among those dismissed from the company
before the opening of the 17812 season. It was the actor Dominik Jautz who
ultimately played Selim. Though a cast combining spoken and singing roles
was by no means uncommon in Mozart’s day, it is unfortunate that this key
character alone (apart from the sailor, Klaas) does not sing.

Die Entfithrung was the most frequently performed opera of Mozart in his
lifetime, being staged all over German lands, and very soon in foreign countries
aswell (PRAGUE autumn 1782, Warsaw May 1783, Riga March 1785, Amsterdam
and Budapest1791), quite often in translation. In Vienna it proved to be the most
popular and successful work written for the National Singspiel company that
Joseph Ilinaugurated in 1778, with a total of forty-two performances, including
the very last night of this enterprise, 4 February 1788 (the two works that rang
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up more performances were both French originals, taken into the repertory in
German translation, Gluck’s La Rencontre imprévue under the title Die Pilgrime von
Mekka, and Grétry’s version of the tale of Beauty and the Beast, Zémire et Azor).
Mozart attended a performance of his singspiel in Berlin on 19 May 1789, as an
amusing memoir of Ludwig Tieck relates, who got into conversation before the
performance with a stranger in the pit, who turned out to be Mozart himself.
Despite periods when its German singspiel form rendered it less popular, it
has retained a place in the repertories of most German and Austrian houses,
and it continues to be frequently performed throughout the world. Though it is
best suited to small or medium-sized theatres, it has also been performed with
success in large houses. PETER BRANSCOMBE

T. Bauman, W. A. Mozart: ‘Die Entfiihrung aus dem Serail’ (Cambridge, 1987)

M. Head, Orientalism, Masquerade and Mozart’s Turkish Music (London, 2001)

Edward W. Said, Orientalism. Western Conceptions of the Orient (London, 1978, repr. 1995)
W. Daniel Wilson, Humanitdt und Kreuzzugsideologie um 1780 (New York, 1984)

Esterhazy von Galantha. Two members of the extensive Esterhazy family have con-
nections with Mozart. A double memorial celebration, for Georg August, Duke
of Mecklenburg-Strelitz and for the imperial and royal chamberlain Franz
Esterh4zy von Galantha (b. ?19 Sept. 1715; d. Vienna, 7 Nov. 1785), held at
the lodge ‘Zur gekronten Hoffnung’ on 17 November 1785, featured a per-
formance of Mozart’s Maurerische Trauermusik (MASONIC FUNERAL MUSIC),
K477; Esterhazy was a subscriber to Mozart’s March 1784 Trattnerhof concerts.
His cousin, Johann Baptist Esterhizy von Galantha (b. Vienna 6 June 1748; d.
Vienna, 25 Feb. 1800), imperial and royal chamberlain and court councillor,
was a prominent patron of music. Mozart played at his palace ten times during
March 1783 and Johann Baptist, like Franz, was a subscriber to the Trattner-
hof concerts. In February and March 1788, Mozart conducted performances
of C. P. E. BAcH’s Die Auferstehung und Himmelfahrt Christi at Esterhazy’s; per-
formances were also given there of Mozart’s arrangements of HANDEL’s Acis
and Glatea (30 Dec. 1788) and Messiah (6 Mar. and 7 Apr. 1789). Esterhazy was a
member of the lodge ‘Zur neugekronten Hoffnung’. CLIFF EISEN

Ettore, Guglielmo d’ (b. c. 1740; d. Stuttgart, 1771). Italian tenor and the first Mitridate
in Mozart’s opera of the same name. The Mozarts first met d’Ettore in MILAN
in early 1770 and during rehearsals for MITRIDATE, in November, he proved a
thorn in Mozart’s side, demanding at least four rewrites of the aria ‘Se di lauri
il crine adorno’, two of ‘Vado incontro al fato estremo’ and two of the recitative
‘Respiraalfin’; in the performance itself, d’Ettore substituted GASPARINI’s aria
on ‘Vado incontro’ for Mozart’s. In a letter of 6/11 May 1778, Leopold alluded to
d’Ettore’s bad behaviour: ‘you must notletyourselfbe discouraged or unnerved
by those who envy you; for it is the same everywhere. Remember Italy and your
first opera, and your third opera too, and d’Ettore and so forth; likewise the
intrigues of DE AM1cIs and all the rest.’ CLIFF EISEN

H.J. Wignall, ‘Mozart’s first Mitridate’, Opera Quarterly 10 (1994), 93—I12.

‘The Genesis of “Se di lauri”: Mozart’s Drafts and Final Version of Guglielmo d’Ettore’s
Entrance Aria from “Mitridate” ’, Mozart Studien 5 (1995), 45—99.
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Exsultate, jubilate. Mozart’s motet K165 written for VENANZIO RAUZZINT and first
performed in Milan on 17 January 1773. See MOTET

Eybler, Joseph Leopold von (b. Schwechat, 8 Feb. 1765; d. Vienna, 24 July 1846).
Austrian composer, Viennese court Vizekapellmeister from 1814 and court
Kapellmeister, succeeding SALIERI, from 1824. An acquaintance of JOSEPH
HayDN and a student from 1777 to 1779 of ALRBRECHTSBERGER (Who in 1793
described him as ‘the greatest musical genius VIEN N A possessed after Mozart’),
Eybler reportedly helped at rehearsals for Cosi FAN TUTTE; in May 1790 Mozart
wrote a testimonial for theyoung composer, describing him as ‘awell-grounded
composer, equally skilled in chamber music and the church style, fully expe-
rienced in the art of song, also an accomplished organ and keyboard player’.
Shortly after Mozart’s death, Eybler was asked to complete the REQUIEM but
he soon abandoned the task, which was left to SUSSMAYR; ironically Eybler
suffered a stroke while conducting the Requiem at a performance in February
1833. CLIFF EISEN

Robert Haas, ‘Josef Leopold Edler von Eybler’, Mozart-Jahrbuch 1952, 61—4
Johanna Senigl, ‘Neues zu Joseph Eybler’, in De Editione Musices. Festschrift Gerhard Croll zum 65.
Geburtstag, ed. Wolfgang Gratzer and Andrea Lindmayr (Laaber, 1992), 329-37
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Ferlendis, Giuseppe (b. Bergamo, 1755; d. Lisbon, 1810). Italian oboist and composer.
Ferlendis joined the SALZBURG court music establishment on 1 April 1777;
that summer Mozart composed the Oboe Concerto, K314, for him, according
to LEOPOLD MOZART. But he did not remain in Salzburg for long, resigning
from the orchestra in June 1778. At the time, Leopold wrote to Wolfgang: ‘Now
fora piece of news! Ferlendis.. . . left the service at the end of June. This has been
the more unexpected and upsetting as during the last two months whenever
Ferlendis played a concerto, the Archbishop had been in the habit of giving him
one or two ducats. Moreover he was the favourite in the orchestra and since
Besozzi’s [Carlo Besozzi, the Italian oboe virtuoso who played in Salzburg in
May 1778] arrival in Salzburg had learnt a good deal from him’ (letter of 3 Aug.
1778). After his departure from Salzburg, Ferlendis was active in Turin, Venice,
LoNDON (from 1795) and Lisbon. He was a specialist on the cor anglais and
possibly responsible for improvements to the instrument. CLIFF EISEN

A. Bernardini, ‘The Oboe in the Venetian Republic, 1692-1797’, Early Music 16 (1988), 372-87

Ferrarese del Bene, Adriana [baptized Andriana Augusta] (b. 19 Sept. 1759; d. 1804
or after). Prima donna of the Viennese opera buffa troupe 1788—91; she sang
Susanna in the 1789 revival of LE NozzE DI FIGARO and created Fiordiligi in Cost
FAN TUTTE. After training and performances of oratorio at the Ospedale de’ Men-
dicanti in Venice (1778-82) she eloped with the son of the papal representative
to the Venetian government, Luigi del Bene. Shortly thereafter she embarked
on an operatic career that took her to many of Italy’s leading theatres as well
as those of LONDON, VIENNA and Warsaw. Although her early operatic work
in Italy was in serious opera, in London she also sang opera buffa. In Vienna
she specialized in roles (such as that of Diana in MARTIN Y SOLER’S L’arbore di
Diana, to which she added two serious arias by Angelo Tarchi) that allowed her
to make good use of her experience and abilities in both genres. The music that
Mozartwrote for her, including two new arias for Figaro (‘Al desio di chi t’adora’
and ‘Un moto di gioia mi sento’) gave her plenty of opportunity to sing brilliant
coloratura and leap dramatically between her lowest and highest notes, but
also required her, in numerous ensembles and extensive dialogue, to display
her comic and dramatic skills. JOHN A. RICE

P. L. Gidwitz, ‘Mozart’s Fiordiligi: Adriana Ferrarese del Bene’, Cambridge Opera Journal 8
(1996), 199-214

L. Nassimbeni, Paganini, Rossini e La Ferrarese (Udine, 1999)

J. A. Rice, Antonio Salieri and Viennese Opera (Chicago, 1998)
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Fiala, Joseph (b. Lochovitz (now Lochovice), western Bohemia, 2 Mar. 1748; d.
Donaueschingen, 31 July 1816). Bohemian composer, oboist, cellist and viol
player. From 1774, Fiala served in the chapel of Kraft Ernst von Oettingen-
Wallerstein, in Swabia, and in 1777 he was appointed oboist in the MUNICH
Hofkapelle of Elector MAXIMILIAN III JOSEPH. Fiala met Mozart in Munich
that year and in 1778 he visited LEOPOLD MOZART in SALZBURG; shortly
afterwards he joined the court music establishment there. He was dismissed
from Salzburg service in 1785 and then travelled to St Petersburg, returning to
Germany in 1792. The Mozarts and Fiala were close, and the oboist took
Mozart’s side in his disputes with Archbishop COLLOREDO; on 23 Novem-
ber 1778 Leopold wrote to his son: ‘Yesterday Herr Fiala was with the Arch-
bishop, who questioned him about the MANNHEIM musicians and especially
about their compositions. Fiala told him that the best music in Mannheim was
Mozart’s, that at the very first concert, there being one every Monday in the
Kaisersaal, apart from CANNABICH’s symphony everything else was Mozart’s,
and that immediately after the symphony Mlle WEBER had sung an aria by
Mozart, the like of which he had never heard in his life.’ CLIFF EISEN

E. Hintermaier, ‘Die Salzburger Hofkapelle von 1700 bis 1806’ (Ph.D. thesis, University of
Salzburg, 1972), 112-16

S. E. Murray, ‘Introduction’, in Seven Symphonies from the Court of Oettingen-Wallerstein,
1773-1795, ed. Murray (New York, 1981)

Finalmusik. See SERENADE

finta giardiniera, La, K196 (The Feigned Gardener’s Girl). Dramma giocoso in three acts,
composed 1774—5. First performance: MUNICH, 13 January 1775. Sometime in
1774 Mozart received a contract from the Munich court theatre to compose the
dramma giocoso La finta giardiniera for Carnival. By September, Mozartwas already
at work composing the recitatives and on 6 December, he, with his father, left
SALZBURG for Munich in order to become acquainted with the capabilities
of the singers so that he could compose the set numbers. La finta received its
premiere on 13 January and was performed three times in total.

K196 has been plagued by source problems. First, since there is no extant
libretto from the Munich performances, its authorship remains uncertain. It
has been attributed to RANTERI CALZABIGI and MARCO COLTELLINI. Most
recently, the libretto has been attributed to the Abbate Giuseppe Petrosellini,
but this attribution has also been called into question. Second, for many years
there was no complete musical text for the Italian version; one had to con-
flate Mozart’s autograph for Acts 2 and 3 in its authentic German version of
1779/80, and the recitatives by Anfossi. In 1978 a copy from c.1800 of the
complete Italian version was recovered. In contrast to the old Mozart edi-
tion, which printed the singspiel version of Act 1 and Italian/German texts for
Acts 2 and 3, the NEUE MOZART-AUSGABE presents a uniform Italian version.

The action centres around seven characters who have or have had various
relationships with each other. Arminda of noble birth at one time was in love
with Ramiro, who still loves her, but Arminda is now the betrothed of the Con-
tino Belfiore. The Contino was formerly in love with the Countess Violante, alias
Sandrina, the pretended gardener’s maid, who still has feelings for him. Don
Anchise, the Podesta (Mayor of Lagonero), finds himself taken with Sandrina.
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Roberto, alias Nardo, is Violante’s servant and the pretended gardener of the
Podesta, who is in love with the Serpetta, who in turn is in love with the Podesta.

In a jealous quarrel, the Contino has stabbed the Countess Violante (Sand-
rina) thinking her to have died. When the Contino arrives on the scene Sandrina
has fainted and he is totally mystified to discover that this is the still breathing
Violante. The Podesta is also confused. Everyone seems unhappy with their
situations. In the end, all the complications are resolved: Sandrina (Violante)
and Belfiore are reconciled; Arminda rekindles her love for Ramiro; and the
Serpetta settles for Nardo. The Podesta declares that he will continue to be
happily unattached.

The charactersare divided into seriaand buffaroles with Arminda and Ramiro
belonging to the serious realm. Ramiro is a male soprano, which further under-
lines his station. The Countess Violante, the Contino Belfiore, and the Podesta
could also by their position be serious roles, but neither their texts nor their
music consistently portray them in this way. As such, some have claimed La
finta to be the first buffa libretto to introduce parti serie; hence, its designation
as a dramma giocoso. Nevertheless, in the end all the couples are matched by
their class; the Serpetta does not gain the Podesta, but rather Violante’s ser-
vant Roberto (Nardo). Additionally, besides the two pretended roles (Violante
and Roberto), several other characters derive from the commedia dell’arte: the
Podesta is a reincarnation of Pantalone, Roberto (Nardo) a Pulcinella, and the
Serpetta a Columbine.

In La finta giardiniera the set numbers play a vital role in character devel-
opment. Mozart’s most fully developed character is the Contino Belfiore who
sings four solo numbers (Nos. 6, 8, 15 and 19) and two duets (Nos. 24 and 27).
No. 6 introduces us to the Contino with music that reeks of his and Arminda’s
station: dotted rhythms and scales, a demisemiquaver figure (a bowing motif?
or kiss of the hand?), and a certain elaborateness of melody. As the Serpetta
observes: ‘What a beautiful caricature!’ The caricature of the Contino is further
builtin No. 8; he traces his lineage with a catalogue of ancient Romans; Mozart
again fills the music with noble codes. In No. 15, the Contino sings to Sandrina
and takes the Podestd’s hand in slapstick fashion. His underlying confusion
comes to a head in his mad scene (No. 19), whose accompanied recitative care-
fully enhances the text. His loss of sanity is expanded in his duet with Sandrina
(No. 24) and fully resolved in their final duet (No. 27), as they both gradually
return to sanity.

The Podesta’s first aria (No. 3) is a response to the love triangle with the
Serpetta and Sandrina in which instruments of the orchestra underline his
changing moods: the sweetness of flutes and oboes, the sombreness of the
violas, and the noise of trumpets, drums, bassoons and basses drive him to
the brink. Here, the sections of text are also defined by mode (verse 2) and by
tempo (verse 3) as well as orchestration. In Nos. 17 and 25, the Podesta acts in
an official capacity though he, too, is finally afflicted by insanity.

Violante, alias Sandrina, is allotted five solo numbers. All except for one,
No. 21, portray her in her feigned state as a gardener, which is underlined
by their simple structures. No. 21 turns to the high seria style; it includes a
number of STURM UND DRANG characteristics: minor mode, agitated rhythms
and an urgent declamation.
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Arminda and Ramiro consistently reveal their elevated status. The text of
Ramiro’s first aria (No. 2) defines a serious character with the metaphor of ‘a
lover as a bird in a cage’, which is ornamented by a series of different musical
figures and shaped in a sonata form. His second aria (No. 18) is a seria gesture
marked by elaborate melismas at the two principal cadences, while his final
piece (No. 26) is saturated by a C minor Sturm und Drang style. Of Arminda’s
two arias, only No. 13 carries a serious affect similar to Violante’s No. 21 and
Ramiro’s No. 18, while No. 7 has a rather neutral cast. In neither of these seria
arias does Arminda display any coloratura.

In contrast, the Serpetta and Roberto, alias Nardo, have less elaborate pieces.
Together they share a simple strophic song (Nos. 9a and gb). The Serpetta’s
first aria (No. 10) includes two contredanses in 6/8 and 3/8 time, and her
second (No. 20) begins as a bourrée and concludes with another 6/8 Allegro.
Nardo’sNo. 5 identifies iron and marble as more malleable than women. Mozart
uses riding music and hammer-blows to conjure up the image of a blacksmith
and stonemason. In the opera’s best-known piece (No. 14), Nardo temporarily
becomes agalanthomme. He unsuccessfully tries to charm the Serpettain French,
English and Italian; Mozart responds with dances that underline each national
style.

The finales to Acts 1 and 2 show how far the eighteen-year-old composer
had come since LA FINTA SEMPLICE; in K196 everything is assured and polished
with a variety of styles and a convincing tonal plan that at times underlines the
dramatic situation. The finale to Act 1 (No. 12) moves nowhere dramatically;
it recapitulates the situations and leaves the characters confused and deceived.
The Act 2 finale proper (No. 23) has an ambiguous beginning since the music
is continuous, starting with No. 20. However, it fails to resolve all the dramatic
strands and by its end only Sandrina (Violante) and the Contino are satisfied,
even though they are both still delirious. The Act 3 finale is merely a chorus in
praise of love.

La finta giardiniera is the first indication we have of Mozart’s mastery of an
idiom that would serve him well in the Italian buffo and giocoso idioms during
the last decade of his life in Vienna. Though La finta’s libretto has its dramatic
problems, Mozart makes it work through a series of set numbers — arias, duets
and the two big finales — that are effective both in treating the text and in
developing the characters. Nearly every number has its own delights.

A. PETER BROWN

C. Gianturco, Mozart's Early Operas (London, 1981)
D. Heartz, Haydn, Mozart and the Viennese School 1740-1780 (New York, 1995)
W. Mann, Mozart's Operas (London, 1977)

finta semplice, La, K51 (The Feigned Simpleton). Opera buffa in three acts, libretto by
MARCO COLTELLINT after CARLO GOLDONT . First performance: SALZBURG,
?Archbishop’s Palace, ?1 May 1769. Everything we know about the cir-
cumstances surrounding Mozart’s first opera, La finta semplice, comes from
LEOPOLD MOzART, who during the family’s 1768 residence in VIENNA
wrote letters to Lorenz HAGENAUER in Salzburg and on 21 September
petitioned in writing the EMPEROR JOSEPH II. Apparently Joseph II asked
Wolfgang if he would like to compose and conduct an opera, which Leopold
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took to be an imperial command; accordingly, he made arrangements to acquire
a libretto for Wolfgang. After K51 was completed, all sorts of intrigues were
mounted against the work by people in the court theatre, who were fearful of
Wolfgang’s prodigious talent. In the end, La finta semplice was never heard in
the imperial city; its premiere may have been at the Salzburg Archbishop’s res-
idence on 1 May 1769. Though the date is not certain, Mozart’s sister and the
existence of a printed libretto with a Salzburg cast confirm its performance.

The libretto by Carlo Goldoni was reworked by the imperial court poet Marco
Coltellini. In Acts 1 and 2, his alterations were few: Cassandro’s aria of Act I/6
was redone, in ActII/8 Cassandro’s ariawas reconceived as a duet with Fracasso,
and a duet for Rosina and Fracasso was eliminated. However, for Act 3 Coltellini
made alterations to every scene and added a fully-fledged finale.

The plot involves Rosina, the pretend simpleton, Hungarian baroness, and
sister of Fracasso, who attracts the love interests of Cassandro and Polidoro.
Cassandro is a foolish and avaricious gentleman, prone to outbursts of anger
and misogyny, who drinks too much; Polidoro is his foolish brother. Donna
Giacinta, the sister of Cassandro and Polidoro, wants to get married and is sub-
ject to fits of temper. Ninetta is the chambermaid to Donna Giacinta; Fracasso,
a brother of Rosina and a Hungarian captain, controls Cassandro’s estate; and
Simone acts as Fracasso’s officer and servant. After much manoeuvring and
foolery, Ninetta and Donna Giacinta agree to marry Simone and Fracasso, and
Rosina declares her love for Don Cassandro, even though up to the last minute
she plays on the rivalry between the two brothers, leaving Don Polidoro out in
the cold. Virtually every one of these characters is derived from the commedia
dell’arte : the brothers Cassandro and Polidoro are reincarnations of Pantalone,
Fracasso is the captain, Ninetta the servette, Simone is Harlequin as well as the
captain’s servant, and, of course, the three couples take on characteristics of
the lovers.

The numbers are almost entirely for solo voices. There is but one duet
(Act 11/8), the duelling scene for Fracasso and Cassandro. Here Mozart plays
on the action with the first and second violins exchanging figures. Though the
challenger Cassandro withdraws, the situation is never resolved. Act 1 begins
with an ensemble for Giacinta, Fracasso, Ninetta and Simone presenting their
individual situations and coming together for the opening and closing refrains,
which praise love, springtime and freedom. As to the act finales, they do not
begin to approach the sophistication found in the DA PONTE operas nor do they
compare even with those in LA FINTA GIARDINIERA. Granted, they are sectional
with changing tempos and keys coordinating with the addition of characters,
but the dramatic situations are less powerful, a defect that Mozart seems to
compound through his tutti scoring rather than through gradually increasing
the instrumentation, and by his less than strategic use of accelerating tempos
(at the end of the Act 1 finale, for example, the tempo moderates). The Act 2
finale leaves the listener dramatically suspended but hardly surprised by the sit-
uation. Mozart again displays a lack of control over the larger structure, which
is revealed by his sequence of metres: rather than moving from large to small,
he inverts the process, which tends to impede surface acceleration: 3/8-2/4—
3/8 —2/4—3/4. The Act 3 finale has many of the same deficiencies, although the
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wonderfully controlled melody of the un poco Adagio foreshadows Mozart’s
mature lyric gifts.

The arias are rather evenly spread with two each for Polidoro and Fra-
casso, three for Cassandro, Giacinta, Ninetta and Simone, and four for Rosina.
Though Rosinais ofthe highestsocial rank, Ninetta has as many numbers as her
mistress Giacinta, and Simone has more than his captain Fracasso. The class
hierarchy thataria distribution represents in the dramma per musica is inoperative
for this dramma giocoso/opera buffa.

Rosina not only has the most arias, but two of them are the opera’s most
elaborate and memorable. Her second number (Act I/7) belongs to the echo
tradition. Also belonging to the seria genre is the simile structure of the verses,
which demand contrasting sections. Its orchestration is unusually rich with
an oboe solo, pairs of cors anglais and French horns, and strings. Rosina’s
‘Amoretti’ (Act I1/5) is probably the opera’s best-known and most rococo-type
piece. It too is richly scored with pairs of bassoons, violins and violas, which
share the circulatio figure that paints the flying cupids.

Of Cassandro’s arias, his last (Act I1/6), where he proclaims that he is not
drunk, deserves notice. Here is one of Mozart’s simplest and shortest numbers
with but one statement of the text and a few short motifs shaped into a binary
structure. Most revealing of Polidoro is his Act II/6 piece where he comforts
Rosina and threatens Cassandro. Each thought has its own metre and tempo
as the text is stated twice. With their bland lyricism, Fracasso’s arias in Acts I/3
and II/11 are hardly pieces one would expect of a Hungarian captain. However,
Mozart’s original Act I/3 piece with its Adagio maestoso opening with rush-
ing hemidemisemiquavers and dotted rhythms seems more appropriate to a
captain, who melts into a softened galant homme when he comes under a lady’s
spell. Fracasso’s third aria (Act III/2) is a bolder piece more indicative of his
profession. His servant, Simone, proves in his three arias to be a more con-
sistent character than his captain as he is introduced twice by elevated dotted
rhythms (Act I/t and Act III/1).

Two of Ninetta’s arias (Acts I/8 and I1I/1) are Tempo di Menuettos, which is
hardly the way one would expect a servette to be portrayed. Her Act II/1 piece is
a bourrée with a contredanse, a decidedly neutral portrayal. Indeed, Mozart’s
treatment of this servant is surprisingly aristocratic. One could even argue that
Donna Giacinta’s arias inI/2 and III/3 are less aristocratic than those given to her
servant. However, Giacinta does have a fully-fledged rage aria (Act I1I/2) in the
minor mode with a telling modulation, driving surface rhythms and breathless
declamation. Mozart deepens its impact by breaking its cadence as Fracasso
interrupts with a recitative, which produces the opera’s most potent stream of’
emotion. It anticipates pieces for such characters as Lucio Silla, Elettra, Donna
Anna and Donna Elvira. However, the overall impression is that Mozart has not
yet discovered how to portray his characters appropriately.

La finta semplice’s main interest is historical. It tells us something about
Mozart’s capabilities at the age of twelve in a genre with which he had lim-
ited experience. Itis therefore not surprising that the most successful numbers
use styles from the serious operatic genres; Mozart had already composed a
series of arias in the seria idiom. A. PETER BROWN
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Firmian family. One of SALZBURG’s leading noble families; several members had
impressive art collections. They were well disposed to the Mozarts, but no
Mozart work is known to be connected with them.

Leopold Anton Eleutherius (b. 27 May 1679; d. 22 Oct. 1744) was Prince-
Archbishop of Salzburg from 1727. Under his rule the Protestants were expelled
from Salzburg in 1731-2. He was LEOPOLD MOZART’s first court employer,
though Leopold’s position was unpaid. Franz Alphons Georg (b. 8 June 1686;
d. 1 Mar. 1756) was the Archbishop’s brother. With his wife Barbara Elisabeth
von Thun-Hohenstein he had four sons, three of whom were often mentioned
by the Mozarts.

Leopold Ernst (b. 22 Sept. 1708; d. 13 Mar. 1783) was Bishop of Passau and
later a cardinal; Leopold and Wolfgang Mozart celebrated this translation in
MILAN in 1772. Franz Lactanz (b. 28 Jan. 1712; d. 6 Mar. 1786) was Salzburg
Obersthofmeister from 1736. He represented the archbishop in secular mat-
ters and had jurisdiction over the court musicians. He was a gifted amateur
artist and his picture collection was famous throughout Europe (for Leopold’s
entertaining description of his real-life Figaro-type role of Count Almaviva, see
GrLowsky). Karl Joseph (b. Deutschmetz, Trentino, 6 Aug. 1716; d. Milan, 20
July 1782) became Governor-General of Lombardy — CHARLES BURNEY called
him ‘a sort of King of Milan’. He was a powerful patron of the arts and read
several languages; his library contained 40,000 books. Through his support
for Leopold and Wolfgang Mozart from 1770, when they first visited Milan, he
was directly and indirectly responsible for many of Mozart’s successes in Italy,
including the commissions of the operas MITRIDATE, RE DI PONTO, ASCANIO IN
ALBA and LucIo SILLA. RUTH HALLIWELL

R. Halliwell, The Mozart Family: Four Lives in a Social Context (Oxford, 1998)
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Fischer, (Johann Ignaz) Ludwig (b. Mainz, 18/19 Aug. 1745; d. Berlin, 10 July 1825).
German bass singer and the first Osmin in DIE ENTFUHRUNG AUS DEM SERAIL.
Fischer began his career singing at Mainz with later appointments at
MANNHEIM, MUNICH and, from 1780, VIEN NA; he was considered the finest
bass singer in Germany. Renowned for his two-and-a-half octave range, his
voice was described by Friedrich Reichardt as having ‘the depth of a cello and
the natural height of a tenor’. Fischer spent three years in Vienna and it was
for him that Mozart specifically added the aria ‘Solche hergelauf’ne Laffen’ to
Die Entfiihrung, writing to his father on 26 September 1781: ‘one must make
good use of such a man, especially as he is such a great favourite with the audi-
ences here’. After 1783, Fischer sang throughout Italy and German-speaking
Europe, including return engagements in Vienna where he performed Mozart’s
Non so donde viene, K512, at a concert on 21 March 1787. It is possible that
the scena Cost dunque tradisci — Aspri rimorsi atroci, K432, was also composed
for Fischer although there is no unequivocal evidence to support this assertion.

CLIFF EISEN
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Fischietti, Domenico (b. Naples, c.1725; d. ?Salzburg, after c.1810). Italian com-
poser. Fischietti’s greatest successes came during the 1750s when he worked
in Venice with the librettist GOLDONT on the comic operas Il mercato di Mal-
mantile and II signor dottore. From about 1762 he was active in PRAGUE as part
of the Molinari opera company and in 1765 he became court Kapellmeister in
Dresden. Apparently he was ineffective in the post and dismissed in 1772,
only to be hired in SALZBURG, where he was similarly unsatisfactory and
superseded first by Giacomo Rust and later by LuiG1 GATTI. He taught the
choirboys at the Chapel House from 1779 and 1783 but his whereabouts there-
after are uncertain. His one moment of relative success in Salzburg came in
1775 when he composed a serenade to celebrate the visit there of ARCHDUKE
MAXIMILIAN; it was for the same occasion that Mozart composed IL
RE PASTORE K208. CLIFF EISEN

Freemasonry. The history of Freemasonry can be traced back to the groups or guilds
of craftsmen, mainly stonemasons, who in medieval Scotland, and probably
elsewhere, sought to preserve the secrets of their craft and to help each other
in adversity. Various theories have been advanced about the origins of modern
Freemasonry, but it is generally agreed that the beginnings of the craft in the
modern sense of the term lie in the institution of the Grand Lodge of England
in 1717, which itself grew out of smaller, less formalized lodges.

Onthe continent, particularly in France and Germany, lodges after the British
pattern were quickly established and gained considerable popularity, especially
among the aristocracy, the professional classes, military officers, intellectuals
and even members of the established Churches. The rise of Freemasonry may
be seen as a reaction against political absolutism and religious intolerance;
the emphasis was on brotherly love and charity, and normal social barriers
were largely absent. Symbolic rituals, loosely connected with those of earlier
ages, were important; and the secrecy of beliefs and practices, to which mem-
bers bound themselves, inevitably provoked suspicion, and at times downright
enmity, from representatives of interests who felt themselves threatened — Pope
Clement XII condemned the Order as early as 1738, but it continued to thrive
and grow.

1. Freemasonry in Austria
2. Mozart as Mason
3. Masonic music

1. Freemasonry in Austria

The first Viennese lodge was constituted in 1742 (‘Aux trois Canons’) and
MARIATHERESIA’s consort, Franz Stephanvon Lothringen, had been admitted
aFreemason as early as 1731. However, there is no evidence thathe took an active
partin Masonry after his accession as Emperor Francis Iin 1745, though he may,
despite the often-attested antagonism of the Empress towards the craft, have
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had a hand in the prevention of the publication in Habsburg lands of the papal
bull condemning Freemasonry that was promulgated in 1751. The first of the
major Viennese lodges were founded in 1770: ‘Zur Hoffnung’ (‘Hope’), which
numbered many leading aristocrats, civil servants and men from the world
of the arts among its members; and ‘Zu den drei Adlern’ (‘The Three Eagles),
reformedin 1776 as ‘Zum Palmbaum’ (‘The Palm-Tree’); these two lodges united
in 1781. Two Viennese lodges under foreign patronage also began their activi-
ties in the 1770s, ‘Zum heiligen Joseph’ (‘StJoseph’), which was constituted in
1771 under the Grand Lodge of Berlin; and ‘Zur Bestindigkeit’ (‘Constancy’),
which was formed in 1779 under the aegis of the Regensburg lodge ‘Zu den
drei Schltsseln’ (‘The Three Keys’), to which EMANUEL SCHIKAN EDER briefly
belonged before his move to VIENNA. The mostfamous of the lodges in Vienna,
‘Zur wahren Eintracht’ (‘True Concord’) was formed in 17871; in 1783 the last
two of the Vienna mainstream lodges were founded: ‘Zu den drei Feuern’ (‘The
Three Fires’), and ‘Zur Wohltitigkeit’ (‘Beneficence’).

‘True Concord’ was founded by leading members of ‘Hope’ and, following
the election on g March 1782 of IGNAZ VON BORN as its Master, it swiftly
gained eminence. Among its members were the African prince, Angelo Soli-
man, JOSEPH HAYDN (who seems to have attended only one meeting — his
normal place of residence, far from Vienna, may be more to blame than any
lack of interest on his part), the eminent lawyers Franz von Zeiler and JOSEPH
VON SONNENFELS (the latter was the most prominent representative of the
Austrian ENLIGHTENMENT), men of letters (including Blumauer, Ratschky
and Alxinger), also noblemen and politicians, doctors, explorers and artists.
Meetings were often held twice a week, and the average attendance at lodges
was around eighty. Learned papers were presented and debated, and in 1783
publication began of the Physikalische Arbeiten der Eintrdchtigen Freunde in Wien
(Works in Physics of the Friends of Concord in Vienna); by 1788 eight num-
bers had appeared, ranging in subject matter from botany and ornithology
to astronomy and geography. More important was the Journal fiir Freymaurer,
the first number of which appeared in a print run of 1,000 copies in 1784. In
all, twelve numbers were published, edited by Blumauer; the contents covered
intellectual and natural historical themes, and news of Masonic activity in royal
and imperial lands and abroad. Born’s essay ‘Ueber die Mysterien der Aegyp-
tier’, which was to influence the background to DIE ZAUBERFLOTE, opened the
series.

These lodges followed the English ritual of St John (‘symbolic’ or ‘blue’
Masonry, named for the colour of the heavens and of the Order of the
Garter). Of Viennese lodges observing other rites, the most important were the
Rosicrucians’ ‘Zu den drei Schwertern’ (‘The Three Swords’, 1772—-8) and ‘Zur
Liebe und Wahrheit’ (‘Love and Truth’, 1790); and the Asiatic Brethren’s ‘Zu den
sieben Himmeln’ (‘The Seven Heavens’, founded in 1784). Also from 1784 dates
the foundation of the National Grand Lodge of AUSTRIA, one of the aims of
whichwas to regularize Masonicactivity. The most fruitful years of Freemasonry
were then almost at an end. Though JoserH Il was not himself opposed to the
Masons, and some of his senior advisers were dedicated members of the Craft,
restrictions were introduced in 178s, largely to counteract what was seen by
some as the threat posed by powerful, semi-autonomous secret societies. That

178



FREEMASONRY

summer, Leopold, Count Kolowrat, Deputy Master of ‘True Concord’, warned
that the Emperor was intending to make lodges register with the police and
supply lists of their members. The imperial edict, promulgated on 11 December
1785, effectively ended the brief period of the Order’s intellectual and artistic
splendour. This ‘Masonic Patent’ ordained that there should henceforth be only
onelodge in the capital of each province and justtwo (or at most three) lodges in
Vienna, but none in smaller towns and country estates, and explained that each
lodge should supply quarterly lists of its members to the provincial governor.
Finally, the Emperor’s edict permitted ‘this Brotherhood, which consists of so
many honest men who are known to me, truly to show itself useful to its fellow
men and to learning’. The decree was published in the official Wiener Zeitung on
17 December 1785, and took effect from 1 January 1786.

Prince Dietrichstein, the Provincial Grand Master, assisted by Ignazvon Born,
the Grand Secretary, supervised the reorganization. ‘StJoseph’ and ‘Constancy’
closed immediately. ‘True Concord’, ‘The Three Eagles’ and ‘The Palm-Tree’
were reconstituted under Born’s leadership as the united lodge ‘Zur Wahrheit’
(“Truth’), which opened on 6 January. The other three lodges, ‘Crowned Hope’,
‘Beneficence’ and ‘The Three Fires’ formed the united lodge ‘Zur neugekrénten
Hoffnung’ (‘New-Crowned Hope’) under BARON TOBIAS GEBLER. As neither
of the new lodges was to number more than 180 members, perhaps as many as
600 former Masons were excluded, or would have to wait for vacancies to occur.
Neither Dietrichstein nor Born remained Masons for much longer, and under
Francis II the Order was finally driven to suspend all its activities in December
1793.

Though some important records of Austrian Masonic activity have survived
and been published, the comparative rarity of such information has encouraged
much speculation among scholars, including attempts to link Mozart with the
Rosicrucians and with other forms of Masontry.

2. Mozart as Mason

On 5 December 1784 the secretary of the small lodge ‘Beneficence’ circu-
lated to the sister lodges the name of ‘Kapellmeister Mozart’ as a candidate
for initiation. Nine days later Mozart was duly admitted by the Master, his
old Mannheim acquaintance from 1779, OTTO, BARON VON GEMMINGEN-
HORNBERG (author of the drama Semiramis, which Mozart had intended to set
as a melodrama). Mozart appears in the attendance records of ‘True Concord’
on Christmas Eve as a ‘visiting brother’, and it was at this lodge on 7 January
1785 that he advanced to the Fellow Craft (Journeyman) degree. Records do not
note when he was raised to the degree of Master, but it must have been before
22 April, when he attended a Master Lodge at ‘True Concord’ (on this occa-
sion the signature of his father, then only a Fellow Craft, was erased as being
not yet eligible). Mozart’s name appears frequently in lodge records, and he
wrote a number of works for Masonic occasions. Indeed, some commentators
maintain that the song O heiliges Band (‘O sacred bond’, K148), which probably
dates from 1773, should be numbered among these; Alfred Einstein argued
persuasively that the Adagios for wind instruments, K410 and 411, are Masonic
in mood, and perhaps also in purpose.
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We can only speculate as to the features of Freemasonry thatattracted Mozart,
and indeed, why he joined ‘Beneficence’, rather than the leading lodge ‘True
Concord’, the meetings of which he most often attended. Several of his friends
and colleagues were Masons; and the Craft’s emphasis on virtue, discretion,
the search for wisdom, charitable acts and brotherly love (all exemplified in
DIE ZAUBERFLOTE) must have drawn him as they did so many of his promi-
nent contemporaries. If hope for personal advantage was among his motives,
he remained true to his vows long after the majority of Vienna’s Masons had
resigned. Further, we have to assume that the speed with which LEoroLD
MOZzART, on his visit to his son and daughter-in-law in 1785, was admitted
a Mason and advanced to the third degree, was at least in part due to fil-
ial persuasion and protection; in the only surviving letter (4 Apr. 1787) to
his father from the last two years of the latter’s life, Mozart refers obliquely
to the consolation in the face of death that is present for the Christian and
Mason.

The earliestundisputed Masonic composition by Mozartis Gesellenreise, K468,
written on 26 March 1785 and presumably intended for his father’s passing to
the degree of Fellow Craft, which took place during the latter’s extended visit to
his son and daughter-in-law that spring. 