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EDITORIAL PRINCIPLES

The New Mozart Edition (NMA) provides for research  footnotes, all additions and completions in the iou
purposes a music text based on impeccable schiggarsh volumes are indicated, for which the following sctee
applied to all available sources — principally Madza applies: letters (words, dynamic markingssigns and
autographs — while at the same time serving thesnee numbers in italics; principal notes, accidental$otee
of practising musicians. The NMA appears in 10 &ri principal notes, dashes, dots, fermatas, ornanmerds

subdivided into 35 Work Groups: smaller rests (half notes, quarters, etc.) in sipaiit;
slurs and crescendo marks in broken lines; grade
I: Sacred Vocal Works (1-4) ornamental notes in square brackets. An exceptor
[I:  Theatrical Works (5-7) the rule for numbers is the case of those group
lll:  Songs, Part-Songs, Canons (8-10) triplets, sextuplets, etc. together, which are ghvin
IV: Orchestral Works (11-13) italics, those added editorially in smaller pridthole
V: Concertos (14-15) measure rests missing in the source have b
VI Church Sonatas (16) completed tacitly.
VII: Large Solo Instrument Ensembles (17-18) The title of each work as well as th
VIII: Chamber Music (19-23) specification in italics of the instruments andogs at
IX: Keyboard Music (24-27) the beginning of each piece have been normalised,
X:  Supplement (28-35) disposition of the score follows today’s practidéde

wording of the original titles and score dispositiare
For every volume of music a Critical provided in the Critical Commentary in German. Tl
Commentary (Kritischer Bericht) in German is original notation for transposing instruments hagrb
available, in which the source situation, variant retained. C-clefs used in the sources have bedacezp
readings or Mozart’s corrections are presentedalind by modern clefs. Mozart always notated sing
other special problems discussed. occurring sixteenth, thirty-second notes etc. adss
Within the volumes and Work Groups the through, (i.e. & instead ofd: &): the notation
completed works appear in their order of compasitio  therefore does not distinguish between long or tst
Sketches, draughts and fragments are placed in an realisations. The NMA generally renders these i |
e e ol e vt voume, Sk modem nottor &+ & et 1 3 gace note of
: ) kind should be interpreted dshort’ an additional
only to a genre or group of works, generally appear L o
indication"[&1” s given over the relevant grace not

chronological order at the end of the final voluofe o
the relevant Work Group. Where an identification MiSSINg slurs at grace notes or grace note grosps

regarding genre is not possible, the sketches agtc. well as articulation signs on ornamental notes he
published in Series X, Supplement (Work Group 30; 9enerally been added without comment. Dynan
Studies, Sketches, Draughts, Fragments, Variowst L~ Markings are rendered in the modern form, eandp
compositions are mentioned in the relevant Critical nStead ofor: andpia:

Commentary in German. Works of doubtful _ The texts of vocal works have bee
authenticity appear in Series X (Work Group 29). adjusted following modern orthography. The reaisat

Works which are almost certainly spurious have not ©f the bass continuo, in small print, is as a ity
been included. provided for secco recitatives. For any editorial

Of the various versions of a work or part of departures from these guidelines refer to the eglev
a work, that version has generally been chosemas t Foreword and to the Critical Commentary in German

basis for editing which is regarded as final and A comprehensive representation of tf
definitive. Previous or alternative forms are refroed editorial guidelines for the NMA (‘3 version, 1962)
in the Appendix. has been published Editionsrichtlinien musikalischer

The NMA uses the numbering of the Denkmaler und Gesamtausgabj&rditorial Guidelines
Kéchel Catalogue (KV): those numberings which diffe ~ for Musical Heritage and Complete Editions

in the third and expanded edition (R\r KV3? are Commissioned by the Gesellschaft flir Forschung &
given in brackets; occasional differing numberirigs edited by Georg von Dadelsen, Kassel etc., 1963,
the sixth edition (K¥) are indicated. 99.-129.. Offprints of this as well as tBericht Uber die

With the exception of work titles, entries in ~ Mitarbeitertagung und Kassel, 29. - 30. 198

published privately in 1984, can be obtained frdma t

the score margin, dates of composition and the S A
Editorial Board of the NMA. The Editorial Board
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Foreword

The ten arias in this volume of the New Mozart ©dit
(NMA 11/7), the second devoted to concert ariasrave
composed at fairly regular intervals in the period
between 1776 and 1781. They thus fall into three
separate, decisive periods of Mozart's life. Theasr
KV 255, KV 256, and KV 272, written in 1776 and
1777, are products of the fruitful final years in
Salzburg, where his early dramatic works were rednd
off with the Finta giardiniera and theRe pastore KV
294, KV 295, KV 486 (295), KV 316 (300), and the
lost scena for Tenducci KV App. 3 (315 were
composed during the composer’s sojourns in Mannheim
(November 1777 to mid-March 1778) and Paris (late
March to the end of September 1778), in which Mbzar
encountered, once more, the musical and orchestral
traditions of Mannheim, the personality of J.C. Bac
and, not least, the outstanding singer Aloysia Webe
with whom close personal ties arose. The arias K¥, 3
KV 369, and the lost aria KV 385— the composer’s
first impression of Emmanuel Schickaneder — were
composed during his visit to Munich in 1780/81 fioe
production ofidomenegpand form a group of their own.
With the exception of the two arias mentioned above
no arias from this period seem to have been Ids¢. T
arias in this volume are witnesses to Mozart's 6sel
period of maturity and reflect for the last times hi
occupation with the Mannheim instrumental style and
the music of J.C. Bach and Christoph Willibald Gduc
and are, not least, signs of a new and intensiviegef
interest inopera seria All of these paths meet in
Idomenep a work which marks a caesura that, taken
together with Mozart's move to Vienna shortly
thereafter, represents the most significant jurctior
the composer’s biography.

The first volume of arias, already published, corga
works representing various genres and occasioms fro
the period of Mozart's apprenticeship and the
“beginnings” of his mastery: sample piecessnze and
insertion and substitution arias foperebuffe by other
composers. With the exception of KV 256 — an
insertion aria in the same opera as KV 210 — athef
arias in this second volume are “real” concertsarinat

is, independent works that, even if their texts taken
from a larger dramatic context, were meant from the
beginning not for the operatic stage but for perfance

in concert. Dramatic content and rich orchestralue

1 On this differentiation see the Foreword to thstfvolume of
Ariasin the NMA (1l/7/1 or BA 4548), p. VIII.

are united in these arias in a manner that caraidets
be unique in all of Mozart's output. The genr
however, is not the same as the “aria di bravuoahd
in opera seria although this is where the texts of tt
concert arias are, without exception, taken fro
indeed, the concert aria was to remain, in theopel
betweenldomeneoand Titus Mozart’'s only contact
with the genre. Another essential characteristi¢hef
concert aria (a term that does not appear, to
knowledge, in the eighteenth century) is the ddotina
of arias to individual singers, taking their spegif
particularly their virtuosic, abilities into accauThus
it is usually possible to learn something aboutskidis
and abilities of the singers for whom Mozart wra
these pieces. On 28 February 1778 Mozart wrotasto
father from Mannheim and referred to KV 295:ftr.|
love it when an aria can be fitted as accuratelyato
singer as well-tailored clothe$. Although this was
generally true for the opera aria at the time, @sw
especially relevant to the concert arias. Thushim
concert arias, Mozart wrote monuments for the s
to whom he dedicated them.

It seems that Mozart received his first inspiration
devote effort to the concert aria from J.C. BadHus it
IS no surprise that Mozart’s first genuine concerg,
the scene KV 255 (the first number in this volunvegs
composed with clear reference to a composition ©f .
Bach’s on the same text (only in the ron8d}his

% Mozart. Briefe und Aufzeichnungen. Gesamtausgabe
published by the International Mozart FoundaticaizBurg,
compiled and elucidated by W.A. Bauer and O.E. Baut
(hereafter Bauer-Deutsch), Kassel etc., 1962/6Xdl 431, p.
304, lines 26/27. The same image is used by Mazarietter
to Leopold, written in Milan on 24 November 177Bpat his
work on the arias foWlitridate, see Bauer-Deutsch I, No. 220,
p. 405, lines 5-7. The following passage shows Nhagart felt
an attraction t@pera serian the late 1770s:db not forget my
wish to write an opera. | am very jealous of evamg who
writes one. | want to weep profusely in frustratiary time |
hear or see an aria. But Italian, not German, saspnot
comic’ (To Leopold from Mannheim, 4 February 1778; Baue
Deutsch I, No. 416, p. 254, lines 117-120.)

% An investigation of the concert aria as a genik arore
importantly, the dating of its first traces, is yethe written. It
seems, however, that the concert aria as an indepemwork
emerged from the “Favoritstlicke [favourite piecdsjm
operas. J.C. Bach seems to have been the firgitogenuine
concert arias. The volume editor hopes to compietie near
future, a compact study of the question.

4 This scene, written for the castrato Tenduccigibaist
Fischer and for himself as concertante keyboargeplaan be
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connection is all the more obvious from Mozart's
borrowing, with only minimal changes, of J.C. Bah’
main theme for his “Rondeau’:

e a———
. —_-———4 —‘-————.—-
. - S S S S — SIS S & S—

The aria KV 294 furthermore owes its composition to
an aria J.C. Bach’'s with the same text, as Mozart
himself attests (see p. Xl below).

The choice of text for Mozart's concert arias seé¢ms
have been depended, in most cases, on the wislies of
singers. They often suggested to Mozart texts which
they felt were specially suitable for them and, tmos
importantly, that they already knew, so as to save
themselves learning the words by heart anew. Flgcis
this consideration played a primary role in theicbaf
texts. Mozart’s letter describing the genesis of R385
(cited on p. XIV below) gives a full account of ghi
procedure. This is probably one reason for the
predominance of texts by Metastasio in Mozarthase
works were part of every singer's basic repertoire.
Despite extensive searching, it has not been pestib
identify definitively the origins and authors ofrse
texts. We did, nonetheless, manage to identify the
librettist for one of the arias (KV 374) in thislume.

In some other cases (KV 255, KV 272, and KV 295), i
was at least possible to correct or, in some cases,
expand on information found in the sixth editiontioé
Kochel catalogue (= K¥ Wiesbaden, 1964).

The source situation for the arias in this volurse i
relatively favourable. With only two exceptions (KV
486295 and KV 316/300), autographs were available
for each of the arias. Since the other handwritied

the sparse printed sources date either from after
Mozart's death or are derived directly or indirgdtiom

the autograph, we have had no recourse to them here
Unfortunately, none of the lost compositions hagei
resurfaced. Nevertheless, this volume contains some
material previously unpublished. In addition to the

found inJ. Chr. Bach. 12 Konzert- und Opern-Arjed. L.
Lanshoff, Edition Peters 4319, 1930, pp. 76-87, No.
Commentary and Source Description for No.ibid., pp. 100-
101. — Landshoff dates the aria, with good reasoaround
1774 or, at the latest, 1775. Mozart could thudyehave
known the piece. The melody of the Rondo achieved
remarkable popularity in the following period. Tiherrowing
of the melody referred to is not mentioned by Lénuds

> The question of a text is made all the more corapdid in that
the identification of the opera from which it origily came
does not always guarantee the identification ofitirettist of
the given aria. Many libretti of this era list nibrkttist at all,
and, even when they do, it is always possiblettiggria in
question might be an insertion aria.
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sketches for KV 256 and KV 294, and the embellist
vocal part for KV 294, both the reconstruction bét
original version of KV 295 and a later version o¥/ K
294, put together from fragmentary autograph vo
parts, appear here for the first time.

In the section that follows we offer an introduatito
the genesis, source situation, specific problemg
scenic context of each piece in the order in wihingy
were composed, an approach that proved usefulein
first volume.

The Compositions in this Volume

The Arias KV 209 and KV 210 were composed

insertion arias in 1775, perhaps for one and timees:
opera buffa. The composition in September 177hef
Scene KV 255 Ombra felice!”—"lo ti lascid (here

no. 16), whose autograph was marked by Leopold
“Recit: ed Aria en Rondeduhas a certain relation tc
these two pieces. The alto Francesco Fortiimtuoso

di Camera di S.A.S. L’Elettore di Bavief&€hamber
Virtuoso to His High Serenity Elector of Bavari&y

whom Mozart wrote this scene—his only concert at
incidentally, for alto voice—belonged at the tinmean

Italian theatre troupe under the “Capo comico” [i&h
Comic”] Pietro Rosa. Rosa’s troupe performed

Salzburg in those years the buffo opelagiocatore

fortunato (see KV 210 and KV 256) and due

viaggiatori francese The text of our scene, howeve
comes from arnopera seria and is a variation on &
standard element in eighteenth century serias:

ombra scene, in which a lover bids farewell to tl
shadow ¢mbrg of the dead beloved. The text of tf
recitative and aria are from the librettoAaksace(ll, 8),

adramma per musicperformed in Padua in 1775. Th
scene represents a climax in this opera’s dram
development. King Medonte is preparing for F
marriage to Selene. Yet his happy enthusiasm gi
way to the most intense rage when he learns tlsat
general Arsace is in love with in Selene and thnst -
returns his feelings. At first Medonte conceals |
emotions and informs the lovers that he has reredir
his claim to Selene. But, before any furth
developments are possible, Selene is taken pridmne
Medonte’s henchmen and brought to a subterran
temple of the Goddess of Revenge, where she sh
die. Arsace rushes in and is also taken prisonkee.

moment of final separation is at hand. Arsace Ibids
beloved Selene farewell. The librettist is suppbse
(according to Sonneck) Giovanni de Gamér@ne can

® The libretto is in the Library of Congress, Wasftom (see
Thomas SonneclkGatalogue of Opera Libretto§Vashington,
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only speculate as to how this text found its way to
Mozart, especially since no opera of this title farsas
we know, was performed in Salzburg in 1776. It may
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accompaniment is rendered superfluous by

orchestral writing.
Mozart's buffa aria KV 256 Clarice cara mia sposa

have been Fortini who wanted to appear with an aria (= No. 17), bearing the date September 1776, \

from an opera he was familiar with and asked Motzart
compose one. After Mozart had arrived in Vienna, he
had the aria sent from Salzburg. On 12 April 1783 h
wrote this request to his fathéf— if you are going to

send me something anyway, then | ask to let the

Rondeau for alto voice Which | wrote for the castrato
who was with the Italian troupe in Salzbutgand the
Rondeau which | wrote for Ceccarelli in Vienna,veh
along with it; 2. — The very cleanly and accurately
written autograph (Veste Coburg) already displdyes t
balanced and fine handwriting so characteristic of
Mozart. He distinguishes, for example, very dedlyit
between staccato dash and staccato dot, e.g. m.
(dash) and mm. 63ff. (dots) or m. 117 and m. 119
(dashes), mm. 124ff. (dots). As one can see from th
corrections made during the compositional procss,
document, as usual with Mozart, represents the firs
writing-out. Title, indication of authorship, dagjrand
dedication are still, in the manner familiar fromet
early period, in Leopold Mozart’'s hand. The thoroug
bass figures in one place in the recitative (mn@8 m.

4) are remarkable: they show unquestionably thate
recitative at least, the keyboard

written for the singer Palmihias a substitute aria it
Piccinni’s buffalL'Astratto ovvero Il giocatore fortunatc
(text by G. Pietrosellini). For the same opera degr,

for the same scene (ll, 20) — thea buffa KV 210,

“Con ossequio, con rispetio(see No. 14 inArias ¢

Volume ) had already been written in May of tr
previous year, 1775. It is strange that these tnasa
were written within almost one year, especiallycsin
they are so similar in style. Piccinni’'s opera mt
therefore have been performed in Salzburg in 17itb
then again in 1778 The datings are certainly beyor
doubt, and are further confirmed by the extrem

62disparate handwritings in the two autographs. Alc

from the point of view of the handwriting, one wdu
not hesitate to place KV 256 close to KV 255. — T
finely, even if hastily, written autograph (Statdodary
Berlin — Prussian Cultural Heritage, Music Departihe
displays a relatively high number of entries by jheld:
besides the indication of authorship, there are
original tempo and character directions for the a$
well as all further directions for tempo and reia
and also the triplet numerals. There is a cledeihce

instrument should  penyeen staccato dashes and staccato dots, e.g.

certainly accompany in passages where the orchestra g 41 (cf. facsimile, top of p. XXIlIl). The autogta

has rests over the bass line. The only place in the

recitative at which this is the case and at whaththe
same time, the figures help to eliminate harmonic
ambiguity (incomplete second inversion dominant
seventh over a tonic as bass note), comes immBdiate
in measure 3, while the figures in m. 4 only supply
resolution At other places, the continuo

1914, vol. |, p. 157; shelf matkchatz 668p The title is
Arsace/Dramma per Musica/da rappresentarsi/nel
noblissimo/Nuovo Teatro/di Padova/la Fiera del’ Arititv5./In
Venezia 1775The composer of the opera was Michele
Mortelari, the librettist is not known. The role Afsace was
sung in this performance, incidentally, by Tendudtie
original title of Gamerra’s drama wa&edonte, re d’EpiroThe
text of our aria is not, as claimed by Abéviozartl, Leipzig,
1919, p. 480) and Landshoff (op. cit., see fn. dval, from
Metastasio’dssipile(ll, 13), but could well have been based on
his text, which readsi6 ti lascio; e questo addio/Se sia
I'ultimo non so./Tornero coll'idol mio,/O mai piton tornerg”
It has already been mentioned that J.C. Bach alsihis aria
text (see p. VIl f. above).

" Bauer—Deutsch Ill, No. 739, p. 264, lines 8-11.

8 On the figures and their function cf. the Forewtardrias *
Volume 1p. XVII, and, as a supplement, p. XIX f. below.

shows several corrections made in the course
composition. In the first measure of recitative, ()
Mozart had originally separated the recitative frtma
preceding section by bar-lines. On the fourth cgrari
note of the consequently correctly notated fir
measure, Mozart set a quarter rest with fermata
violins, violas and wind. He immediately eliminatie
bar-lines and rests with fermata, however, a
incorporated the recitative insertion (Don Timote
without regard for correct notation, into the Capit’s
final measuré! After m. 44, Mozart crossed out
passage for which bass and vocal lines had alreeely
written out (facsimile, bottom of p. XXIII). For owaria,

® Antonio Palmini is documented in Venice betwee8#nd
1798 as primo mezzcaratterée, after 1791 asprimomezzo
carattereassolutd. Cf. T. Wiel, | teatri musicali Veneziani del
SettecentoVenice, 1897.

%10 1772, Pietrosellini and Piccinni's work wasggd for the
first time at the Teatro di San Samuele in Venizfe T. Wiel,
op. cit., p. 292, No. 783.

! One can see that it was not a later correctioaus=Mozart
had already drawn the barlines as far as the Qtsteff before
deciding to cancel them again.
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a sketch has also been preserved, providing illatmg
insights into the drafting of the aria (transcigptiwith
facsimile as No. 1 in Appendix Il, p. 182). Here gsee
that the sketch differed from the definitive versioot
only in key (G major instead of the finally chosBn
major), but also in the time signature (6/8, orajiy

even 2/4 time instead of the finally chosen common

time) and in other details. It is also apparentrfrthe

sketch that Mozart had thoughts of writing further

pieces for the sameperabuffa for, on the same leaf,
the aria is preceded by a melodic sketch obawerture
per un' opera buffdoverture for an opera buffavith
the characteristic incipit:

The compositional style also suggests that bothegie
the subsequently unperformed or lost overture aed t
aria, belong togethéf. — Our aria should be not
designated “Scena”, as in Alfred Einstein’s thiditien

of the K6chelVerzeichnis Leipzig, 1937 (= KV) and
KV®, but rather seen as a type of aria, commdbuifa,

in which the aria is interrupted by comments irestiy

a second person. In scene 20 of Act Il, completely

reworked compared to the original libretto, it seethmat

KV 256 (Capitano) was followed by the aria KV 210
(Don Timoteo). In the original, the whole scene was

treated aseccorecitative. Only its conclusion took the
form of an arid> The initial situation is as follows:

Leandro, son of the old miser Don Timoteo, loves th
garden-girl Laurinda. As Don Timoteo and Leandro’s
unmarried sisters oppose the relationship, Capitan
Faccenda, Laurinda’s brother and of the “dare-deuvil

type, courts Don Timoteo’s daughters with the ititen
of clearing the way for the lovers. He appears ah D
Timoteo’s successively as cavalier
impressing Don Timoteo greatly.

The ScenaKV 272 “Ah, lo previdi’ — “Ah, t'invold —
“Deh, non varcdr (= No. 18) is one of the last

compositions from the Salzburg period before the
departure for Mannheim and Paris. The autograph
(State Library Berlin — Prussian Cultural Heritage,
Music Department) is dated by Mozart himself as

August 1777. The haste involved is visible not only
the handwriting, but also in the numerous correstio

12 The first identification of these sketches is in Biath,
Bemerkungen zu einem miRdeuteten Skizzenblatt tgamar
Festschrift Walter Gerstenberg zum 60. Geburtstag
Wolfenbittel and Ziirich, 1964, pp. 143ff.

13 The original version of the Scene is reproducettién
Kritischer Bericht[Critical Report available in German only].
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Here there is remarkable use of staccato marks
measures 9-11, where they obviously indicate asce
— This scene, dne of the greatest of Mozart’
compositions from this peridd® was written for
Josepha Duschek during a sojourn of the singethanc
husband in Salzburg. The cordial friendship linkil
Mozart with one of the most important singers af t
day continued into the last years of his life. kaia

Prague, Mozart composed for the same singer
famous concert aria KV 528B¢lla mia fiamma It is

possible that the scene KV 272 was performed i
musical evening given by Mozart in th
Tanzmeistersaal [Dancing-Master's Hall] in whic
Josepha Duschek took patOn 29 September 1777
after the Duscheks had departed, Leopold Moz
voiced the opinion thatConsoli could sing the new
scene instead of Madame DuschHék Mozart had
apparently taken the aria with him on his jourr@g. 7

February, he wrote to his father from Mannheim
follows: “I have given hefsc. Aloysia Weber arias

sung by de Amicis, the scene sung by Dus¢hékich |

will send her with my next lett¢rand 4 arias from the
Re Pastor&"’. Aloysia seems to have devoted herself
learning the scene right away, for Mozart retumshe

subject of KV 272 in a letter to Aloysia from Pa(&0

July 1778) in he gives us extremely useful infolorat
about how he envisages the rehearsal work for au
scene® He speaks first of all about the ari@dpoli di

Tessaglia! KV 316 (300), then continues:L‘ei mi fara

molto piacere se lei vuol mettersi adel3o con Tt

1 Abert,Mozartl, p. 519.

!> Schiedenhofen’s diary entry for 15 August 1772 ©eE.
DeutschAus Schiedenhofens Tagebuich Mozart-Jahrbuch
1957 Salzburg, 1958, p. 23)tri the afternoor...] | went with
the samgMiss von Dauwrawaickénd her honoured father to
Mozart's musical evening, where Mme. Toucheck,dyran
daughter of the merchant Weiser and married to Bucheck,
the famous piano master in Prague, was to be hasral
singer. Her voice was exceptionally clear and pégsisshe had
taste, and sang very nicely.]”

18| eopold to Wolfgang in the continuation of a leté 28
September 1777 (Bauer—Deutsch Il, No. 337, p.it8,84). In
the same letter (ibid., p. 17, lines 32—-40), Ledpefers to their
friendship with the Duscheks. — The castrato Tonmn@ansoli
sang the role of Ramiro in Mozarfnta giardinierain
Munich on 13 January 1775 and took the role of Aaiin the
Re pastoren Salzburg on 23 April 1775. On this dozart.
Die Dokumente seines Lebensmpiled and elucidated by O.
E. Deutsch, Kassel etc., 1961, NMA X/34 (hereafter
Dokumentg pp. 135-137. — Consoli seems to have been
employed at court in Munich.

" Bauer-Deutsch II, No. 419, p. 266, lines 118-120.

'8 Bauer—Deutsch II, No. 470, p. 420, lines 15-20.
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I'impegno sopra la mia scena d'Andromefd#&h lo

previddi! | perché l'a3icuro, che questa scena le stara

al3ai bene — e che lei sene fara molto onore — @llgi
raccomando l'espref3ione — di rifletter bene al seed
alla forza delle parolle — di mettersi con serigtéallo
stato e nella situazione d'’Andromeda! — e di figsira
d'eRer quella steRa persona’ ¥ You will do me a
great favour if you would put all your effort intay
scene with Andromedg‘Ah lo previddi! | because, |

assure you, this scene will suit you very much & an

that you will reap much honour from singing it —sho
of all I recommend to you the expression — to céfle
well on the meaning and the force of the words take

pains to put yourself into Andromeda’s state and

situation! — and to imagine yourself to be this wer
person; =] It is very significant, especially since the
aria in question is not intended for the theathat t

Mozart principally urges the singer to attend to

“espressiohand “meaning and force of the wordsnd
to identify with the situation and person of Andredfa.
How much Mozart valued this work is evident frons hi

request as late as 5 September 1781 to Leopold for,

amongst other things,tfe Rondeau for Duschek’

The text of our scene is taken from the Giovanni

Paisiello’s operaAndromedaperformed in Milan in
1774 (text by Vittorio Amedeo Cigna-Santi), whetresi

part of scene 10 in Act If? Perseus has been chosen as
husband for Andromeda by King Cefeo, her fathet, Bu

in order to break the power of a pronouncement
according to which a maiden is to be thrown to a

monster every month, the king is forced to revdrse
decision and to promise his daughter to EuristangK
of Argos. This time, however, the lot for the maide

be sacrificed falls to Andromeda. Perseus kills the
monster. Despite this, Cefeo remains opposed to the

19 Bauer—Deutsch Ill, No. 621, p. 156, lines 59—60.

20 poesiéper Musicadi/Vittorio Amedeo
CignaTorineséAccademico trasformato. — Torino 17Bfesso
Giacomo Giuseppe Aven@ampatore Arcivescovile, e
dell'lllustriss. Citta/Vicino al Senatpp. 159:
Andromed&ramma per Musicd&appresentato nel Regio
Teatrddi Torind/L'’Anno MDCCLV(Munich, Bavarian State
Library, signatureP. o. ital. 277). A text-book of Paisiello’s
opera, in which the poet is not mentioned, is tddoad in
Bologna, Civico Museo Bibliografico Musicale, forme
Biblioteca del Conservatorio G. B. Martini (signaL8794:
Andromed&rammaper Musicadda rappresentargnel Regic
Ducal Teatrddi Milano/nel Carnovaledell'annol774...
Milano. —La Musica € del celebre Sig. Giovanni Paisiello

Maestro di Cappella Napolitan®ur text appears here in scene

9 of Act Ill. In KV® the author of the text is named only with a
question mark, and the passage references are wrong
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union of Andromeda with Perseus. After a la
desperate exchange between the two lovers (lll,
Perseus storms out. His intention to end his ofenisi
thwarted by a friend. Euristeo now tells Androme
(lll, 10) that he encountered Perseus, beside Hiimn:s
pale in the face and stammering as if mad
wandering at random in the garden with a naked dw:
This is the point at which Andromeda starts theagr
monologue with which the scene ends, turning
painful agitation to Euristeo. The few words (ratite
after the Deh, non varcdi) with which she demands :
sword so that she can likewise put an end to Feate
not in Mozart’s setting. — Mozart’'s scene KV 272es#
an impression of the range of vocal expression
Josepha Duschek’s command at that time. Only a
years older than Mozart, she lived in Prague with
husband, the well-known composer and pianist Fr:
Xaver Duschek, and belonged to the select circle
those particularly close to Mozart. She died as @ine
the most famous singers of the period around £83
She was praised for her expressive rendition
recitative in particular and for a full, round veic"lt
was with ease that she mastered the difficulties
bravura song, in which there was no lack of bealti
portamento, and she know how to combine power
fire with sensibility and chartf® In the following
appreciative lines, we hear that she also compo:
“Duschek, Madamej...], the well-known great anc
experienced master-songstress, who knew how
captivate everyone with her beautiful, charmingceo
and a sensitive and pleasing presentation; she \
particularly distinguished in the bravura arias c
German and Italian recitative, but her compositidas
voice also provide proof of her insight, experieaoel
talent in musiq...]” %

During 1778, no less than five arias, including t
untraceable Scena for Tenducci KV App. 3 (31&ere
written, partly in Mannheim, partly in Paris. Thi
activity can probably be attributed principally
inspiration from the music of J. Chr. Bach and t
Mannheim school, but also to meeting singers st
Anton Raaff, Dorothea Wendling, G. F. Tenducci ar
above all, Aloysia Weber. While still in Salzbur
Mozart had written cadenzas to arias by J. ChrhB

2L Cf. at length on Josepha Duschek: P. Nbttzart in
BohmenPrague, 1938, p. 33ff.

2 Musikalischekonversationd_exikon Revised and edited by
Hermann Mendel, continued and completed by August
Reil3mann, vols. 1-11, Berlin, 1870-1883, vol.plI299.

23 Jahrbuchder Tonkunst von Wien und Pray96, published
by the von Schonfeldischen Verlag, p. 114.
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and a vocal part indusgesezten gusta.e. in a version
ornamented according to current taste (KV43

The Scene KV 294Alcandro, lo confessSo- “Non soO

d'onde viené(= No. 19) is dated 24 February 1778. Its

genesis is closely linked with KV 295. Mozart's
original intention was to write it for the tenor #om
Raaff; only in the course of composing it did itocto
him to dedicate it to Aloysia Weber. The composiéib
process for this aria cannot be better describad th

Mozart's own word<> “As an exercise, | have set the

aria non so d'onde viene etc., which Bach has alyea
written so beautifully, for the reason that | knBach’s
so well, it pleases me so much, and it is alwaysyn
ears; for | wanted to try and see if, despite hist | am
capable of writing an aria which is the equal ofdBss.

— — But it does not look similar at all, not at .all
Initially, I intended this aria for Raaff, but immtiately

it seemed to me that the beginning was too high for

Raaff, and | was too pleased with it to changeaiig,

because of the instrumentation, it also seemed o m

that it was better for a soprano, so | decided taenit
for the Weber girl; | left it on one side and taible text
se al labro etc. for Raaff. Yes, this was all imyawas
could not possibly write, the first aria always Gamto

my head, so | composed it and resolved to make an

accurate version for the Weber girl. It is an Antian
sostenuto, preceded by a short recitative, in ticdla
the second part, nel seno a destarmi, then theeBotst
again. When | had finished it, | said to M¥& Weber:
learn it on your own, sing it according to your t&s

then let me hear it, and | will tell you honestly
afterwards what pleases me and what does not please

me. | came again 2 days later, and there she satay i

me, and accompanied herself. But | had to admit tha

she had sung it as accurately as | had wished,jasd
as | had wanted to teach it to her. This is nowlibst
aria she has; with it, she will certainly reap hamo
wherever she goésShortly afterwards, Mozart wrote
to his father (7 March 1778) as follo&s¢I would only
wish that you could hear my new aria, of whichldto
you recently, sung by hésc. Aloysia} | must say of it
that it is entirely made for her. A man like youfseho

knows what singing with portamento means, would

%4 He sent a request to his father from Mannheimn 1
February for &n Andantino Cantabile by Battprobably the
aria “Non so, d'onde viehyeand at the same time informed him
that he had being preparing it with Aloysia. See@aDeutsch
I, No. 423, p. 282, lines 68-72.

> Mozart's letter of 28 February to his father frdtannheim;
Bauer—Deutsch II, No. 431, pp. 304/305, lines 27-49

%6 Bauer—Deutsch II, No. 435, p. 318, lines 12—16.
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surely find completely satisfaction and pleasurat.ih
Mozart made a detailed report to his father connogrn
the performance of the aria at a musical evening
Cannabich’s on 12 Maréh “Mad*®"® Weber sung 2
arias by me, the Aer tranquillo from the Re Pasto
and the new one, non so d'onde viene. With therJa
my dear Miss Weber brought indescribable honour
herself and on me. Everyone said that no aria hes e
touched them as this did; but she also sang ittas i
meant to be sung. Cannabich, as soon as the arga
finished, called out loud: bravo, bravissimo maest
veramente scritta da maestrdBravo, bravissimo
master. Truly written as a mastef.his was the first
time that | heard it with instruments. | wish yooutd
have heard it as well, but also how it was perfaim
and sung, with this accuracy in taste, piano andefo
Who knows, perhaps you will indeed hear it — | hepe
The orchestra has not ceased to praise the ariatant
talk about it? In a letter of 30 July 1778 to Aloysic
from Paris, he expressed his satisfaction with
preparation of his ari& “[...] & l'aria, | Non so d'onde
viene | che lei ha imparata da se stef3a — non tvato
niente a criticare o a corregere — lei me I'hna Catat
con quel gusto, con quel methodo, e con qu
esprel3ione che ho desideratp. ~]”

“[...] concerning the aria, Non sO d'onde viene, whi
you learned yourself — | have found nothing toiase
or correct — you sang it to me with that taste,ttt
method, and with that expression which | desirec
[...]”

Mozart heard the aria by J. Chr. Bach mentioned/@b
sung by Raaff in &oncertspirituel while still in Paris,
and told his father about it in a letter of 12 Jdraen
Pari€® “[...] he [sc. Raaff]sang the scene by Bacl
non so0 d'onde viene, which is my favourite pie
anyway/...]” It is either our aria or he Scen®b6poli di
Tessaglia! KV 316 (300 that is referred to in &
passage in Mozart’s letter of 3 December 1778 $0
father from Mannheini® “there [sc. in post sent by
Wolfgang to his fatherjou will have found the aria
which | wrote for Ma&f"® Weber; you cannot imagine
what effect the aria has with the instruments; waoaild
not think it to look at it; — but it must really seing by

27 Letter of 24 March 1778 from Mannheim; Bauer—Delt,
No. 439, pp. 326/327, lines 32—43.

8 Bauer—Deutsch II, No. 470, p. 420, lines 28-31.

29 Bauer—Deutsch II, No. 453, p. 377, lines 66—6The aria by
J. Chr. Bach is edited id: Chr. Bach. 12 Konzert- und
Opernarien ed. L. Landshoff, Edition Peters No. 4319, 1930,
No. 4, pp. 19-25.

%0 Bauer—Deutsch II, No. 508, p. 517, lines 40—45.
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a Miss Weber; — | request you not to give the stome
any person; — for that would be the most unfainghi
one could do, since it is entirely written for hand fits
her as well as made-to-measure clothest a much
later date, Aloysia Lange sang the aria in her oalsi

evening in Vienna on 11 March 1783. Mozart took par

and performed the Paris Symphony KV 297 (30the
C major Piano Concerto KV 415 (337and the Concert
Rondo KV 382. “-My sister-in-law sang the aria Non
so0 d'onde viene — Gluck..] could not praise the
symphony and the aria enough.]’, he wrote to his

father®® — The autograph of our aria (Hannover,
Kestner Museum) is one of the most beautiful, most
balanced by Mozart. There are hardly any correstion
and the notation is of the utmost precision. It is

interesting that Mozart composed thecompagnato
after the aria. It follows the aria in the autodrapnd
Mozart therefore supplied the remdrlecitativo avanti
I'aria [recitative before the arja Notwithstanding
Mozart's accurate writing out, leaving hardly agien

uncertainty regarding his intentions, a problem sdoe

arise, in the bass line in measure 2, for whichettieis

difficult to offer an incontestable solution. Inigh
measure, there are three quarter-not8si(Ehe bass as
a continuation of a quarter-note motion originating
the first measure. The third quarter-note in measur

appears questionable inasmuch as the opening raelodi

idea, which gives rise to the quarter-note motiorhie

bass, closes already on beat “two” with a feminine
ending, while the whole development receives new
momentum from an up-beat to measure 3 with theyentr

of clarinets and horns. The third quarter-note gjithee

impression, in terms of balance of musical ideds, o

being in the wrong place, blurring the otherwiseacl
lines of demarcation between the two melodic elémen
In the old Mozart complete edition (AMA), this tdir
quarter-note in the bass was simply suppresseduith
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measures 15-16, the only place, significantly akV
255), where the voice is accompanied by the balys c
It is consequently clear that the figures at tlogpare
to be realised on a keyboard instrument. The aapbgr
furthermore contains, on the last page, a rat
extensive sketch (vocal part and passages forndd)i
later crossed out by Mozart, for tAdlegro section and
for the reprise of the arf&.It reveals to us in unusuz
depth the compositional process and shows F
intensively Mozart worked on this aria in partiauta
While he seems to have conceived the first pathef
aria in score right away, and while the secétidgro-
Teil in the sketch agrees generally with the fieh
composition, the reprise in the sketch (mm. 117
differs completely from the final version. The dece
significance attached to the reprise within t
composition could not be documented mc
graphically. — Apart from the autograph score, heot
leaf in Mozart’s hand exists with an ornamentedcsizgr
of the first section of the aria until th&llegro (City
Archive, Brunswick). Judging by the ductus of ti
handwriting, it is certainly later than the oridimate of
composition of the aria. This leaf is importantamaich
as it represents, along with the Paris fragm
mentioned below, the only extant committing to pay
in Mozart’s hand of an ornamentation of one ofdwa
works. This ornamented version has therefore b
printed above the vocal staff in the score in thesent
NMA volume. The existence of a further autograpf Ie
(Paris, Bibliotheque nationale), likewise with &
ornamented version of the vocal part, althoughtime
of the reprise of the aria (from measure 117 toetia),
poses several questions. The first concerns thagila
for our fragment of the vocal part is derived fravhat
Is, in the reprise at least, an unrevised verslbons
possible that Mozart worked on it later in Vienmatbe
occasion of his sister-in-law’s musical eveninge(ge

comment. In measure 146, the only passage analogous XlIl above), and the communication to his fatherlén

to the beginning (strings and winds), there is etla
rest instead of the third quarter-note, as wasdirehe
case, incidentally, in the violas in measure 2 a.\v&n
uninterrupted quarter-note motion as at the begmni

however, is to be found in measure 16, but here the

musical context is another. Melodically, there n
interruption of the flowing motion here. For theasens
indicated here, the editor suggests eliminatingtiirel
quarter-note in measure 2 in analogy with measdée 1
replacing it by the musically more appropriate .resin

the recitative, Mozart put figures to the bass in

31 Letter of 12 March 1783; Bauer—Deutsch I, No17p. 259,
lines 17-19. Cf. alsDokumentep. 189.

April 1783 that he would send hinthe ornamented
vocal part of the aria non so d'onde viene "et¢. may
refer to this fragment. The Paris fragment alsayssts,
on the basis of the caligraphy, a dating to thiseti
What no-one has noticed until now is the probal

32 Cf. facsimile and transcription in Appendix Il, N&, p. 183.
¥ Regarding the special compositional importancthisfaria
within Mozart’s aria production and its relationstd the work
by J. Chr. Bach cf. St. KunzBje Vertonungen der Arie “Non
so d'onde viene” von J. Chr. Bach und W. A. Magzart
Analecta MusicologicaStudien zur italienisch-deutschen
Musikgeschichte JICologne—Graz, 1965, pp. 85-111.

% Bauer—Deutsch Ill, No. 739, p. 264, lines 7-8.
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unique fact that Mozart here simply changed thesiord
of the individual sections of the reprise. It wémsid
possible to reconstruct this re-arranged, probédtigr

version, from the fragment of the vocal part (cf.

Appendix I, No. 18 pp. 151-166). At the same time, it
is not possible to determine to what extent thesiord
may have been changed in the first part of the asia
well on this occasion. It is certainly conceivabhat it

was unchanged. — The text of our scene is taken fro
the Olimpiadeby P. Metastasio (lll, 6), one of the most

frequently set dramas in the 18th centifryThe
situation is as follows: Licida is brought beforeng
Clistene as the person responsible for an attempte
King's life. The encounter with Licida, who is,

unknown to the King, his son, induces in Clisteme a
inexplicable sense of foreboding. He expressesido h
confidant Alcandro how a tenderness he has nevVer fe

before has taken possession of him.

In Mannheim, Mozart met one of the most famous

singers of his time, the tenor Anton Raaff (171877

although the latter was now past his brilliant best

Mozart wrote the aria KV 295S®e al labbro mio non
credi” (= No. 20) for him. According to the dating

remark, he finished the composition on 27 February

1778, i.e. some days later than the aria KV 294ckhi

as we know, he had originally intended for Raaff.
we have
extremely precise information from Mozart's letter,

Regarding the compositional process,

partially quoted above, of 28 February 1778:

“Yesterday | was with Raff, and brought him an aria

which | had written for him in the last few day$ieT
words are: se al labro mio non credi, bella nemm&
etc. | do not believe the text is by Metastasiee @ha

pleased him exceptionally. One must treat such a ma

very individually. | made a special point of segkout
this text because | knew that he already has aa ani
this text; he will therefore learn it more easilgcamore
willingly. | told him that he should say quite hetig if
it is worthless or does not please him; | will charthe
aria as he wishes, or also write another. God fdrlhie

said, the aria must remain as it is, for it is very

beautiful; | would only ask you to shorten it alétfor
me, for | am no longer able to sustain so well.nt
willing heart, | replied; |1 had deliberately made i

longer, because one can shorten anytime, but adding

material is not so easy. After he had sung the re®co

% For the texts from Metastasio’s dramas refer éoettiition by
B. Brunelli: Tutte le opere di P. Metastasi®ondadori,
Mailand, 1953, vol. I.

% Bauer—Deutsch II, No. 431, p. 304, lines 9-26.
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section, he laid his spectacles aside, looked atmitie
large eyes, and said: Fine, fine, this is a finecswl
section; and he sang it 3 times. When | left, lamkled
me in the best manner, and, in return, | assured |
that | would arrange the aria so that he would earty
enjoy singing it; The cut requested by Raaff we
carried out thoroughly by Mozart. This is apparkeom
the autograph (State Library Berlin — Prussian @alt
Heritage, Music Department) with its numerous a
extensive glued patches and crossings out. Thénatic
version which Mozart brought to Raaff is at the eal
time discernible almost without lacunae; it is peohfor
the first time in Appendix | of this volume (No. 20pp.
167-181). Only at one point in the final versiam,m.
108 (222) (2nd half of the measure), was a cowact
necessary. Here the fifth"BF was inadvertly left there
after the re-working of these measures. There is

doubt that both horns must have F, ei1J enr‘ J. )

The autograph is also revealing in the fairly pgeavay
the compositional process can be followed by meén
the different intensities of the ink. It is fasdimg to

observe how Mozart, page by page, writes out Gfst
all vocal and bass lines, occasionally includinggorant
motifs such as e.g. the bassoon passage in medsBye
followed by the rest, usually in the order Violinll,

then the winds. — When Electoral Prince Karl Theoc
brought Anton Raaff to Mannheim in 1770, the sinc
could look back on a dazzling career in Italy, Ganym
and Spain. As his acting skills land were limitéds

voice and interpretation at that time must havenkae
the more unusual. Metastasio once described Raal
an ‘“eccellentissimo cantore, ma freddissin
rappresentante [“excellent singer, but a most col
actor’]. > The perhaps most detailed, and in parts q
critical, account of his vocal style comes from MaZ®

Abundant information on Raaff, the first to take title

role in Mozart's ldomenep and on Mozart's
relationship with his singer is conveyed in Mozar
plentiful letters from thddomeneoperiod (1780%° —

37 p. MetastasiocQperepostumeVienna, 1795, I, p. 334.

3 postscript to his mother’s letter to Leopold MazxHr12 June
1778 from Paris. Cf. Bauer—Deutsch Il, No. 453,3%§7/378,
lines 52—99.

% The life-story of this singer appeared in illgemeine
Musikalische Zeitund810, XII, cols. 857-871, 873-877.
Amongst the qualities mentiones afeVoice unequalled in
range and beauty, mastering the most daring oitdiffes with
ease, almost as child’'s play; an admirable modolabf the
voice, raising it from the lightest breath to theegtest strength
and taking it back again; a bold presentation, aqunciation
with accents and clarity with which, whether heganltalian
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The text is without doubt taken from Metastasio’s
Artasersein the setting by Johann Adolf Hasse, from

scene 14 in Act Il. The aria appears here in ptddbe
aria “Dimmi che un empio s&ioriginally planned for

Mandane in Metastasio’s drama, and is therefore, as

Mozart already suspected in the letter quoted alfpve
XIV), not by Metastasio. The author is perhaps Aito

Salvi*® We will consider the aria here, however, in the

context provided by MetastasioArtaserse Arbace is

wrongly accused of murdering the King. Encountering
his beloved Mandane, he attempts to convince her of

his innocence, but discovers she does not beliewe h

she informs him that her love for him has turned to

hate. Arbace presses and implores her for thetifast
to try to bring herself to believe him.

The Scene KV 486(295) “Basta vincestt — “Ah non
lasciarmi, nd (= No. 21) originated in close
chronological proximity to the two preceding arids.

firm dating is given by the mention of this aria in

Mozart’s letter, already quoted above, of 28 Fetyrua
1778 to his father from Mannheim:yésterday |
sketched at Wendling’s the aria | had promised[ker
Dorothea Wendling]with a short recitative. The words

were her own request, from Didone: ah non lasciarmi
no. She and her daughter are quite crazy about this
aria.”*! The conjecture that Mozart completed the aria

or German and even with the most brilliant of instental
accompaniments in the largest of theatres, no lsidlaas ever
lost” Raaff also receives an extensive tribute in EGErber,
Neues historisch-biographisches Lexikon der Tortkéms
Leipzig, 1812-14, vol. 1ll, cols. 788—791.

% Our aria appears in scene 3 of Act Il (II, 3) nfAaminio.
Dramma per musica ... London, G. Woodfall 1760
(Washington, Library of Congress, signatuvi: 50. 2. A 77, a
pasticcio performed in London in 1760. In this déitio, written
(according to Sonneck) by A. Salvi, the ar&e“al labbrd was
replaced by the arieCare luci, che regnatdoy Metastasio
(Issipile Ill, 4). On this cf. E. G. Th. Sonnedkatalogue p.

155. In the libretto oArminio (1730) by Hasse and A. Salvi,
who is not mentioned as author in the libretto, &osv, the aria
“Se al labbréis no longer included. Nor does our aria appear
in anArminio, Florence 1703 (libretto: Venice, Marciana, [sign:
Dramm. 3762.Rwith a ms. remark of the period:
Componimento del Dottore Antonio Salvi Fiorentino
[Composed by Doctor Antonio Salvi of Floreficklasse’s
score on Salvi'&rminiois lost. The remark in K¥results

from a confusion of the two operas by Hasse caliedinio,
which have only the title in common. G. Cl. Pasquime
librettist of the otheArminio opera by Hasse, is, contrary to the
conjectural identification in K¥, to be ruled out as author of
the text of the aria. It appears in neither theescor the text-
books for the Hasse/ Pasquiximinio.

“l Bauer—Deutsch II, No. 431, p. 305, lines 49-52.
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sometime later must have arisen from the use of
term “sketchetl There is nothing else to suggest thi
Apart from the fact thatsketcli for Mozart obviously
already meant the draft score — he would hardlyeh
presented the Wendlings with a sketch such asfana
KV 294, it is fairly unlikely that Mozart would hav
returned later to work on a work intimately linkexa

particular constellation of persons. The autogrhph

never been discovered. Only the beginning of
recitative has been found, incomplete at the end
several leaves which contain the Piano/Violin San
KV 305 (293) and the crossed-out 1st part of tl
Sonata KV 306 (30R*? The existence of two copie
from the 18th century, diverging from each other
details and, in one case, possibly derived from

autograph, leave us with what is not exactly aralid
source situation. Both copies were consulted fis
edition. — Mozart wrote his aria for Dorothea Wengl|
(1737-1811), spouse of the flautist Johann Bap
Wendling and celebrated prima donna at the court:
Mannheim and, later, Munich; she was the first ihia
Mozart's Idomeneo Her animated interpretation wa
hailed enthusiastically by her contemporaries.
daughter Auguste (Gustl) was endowed with a plda:
voice and sang, according to Mozartcomparably.

It was to her that Mozart dedicated the two Frer
Ariettes (KV 307/28% and KV 308/298). — The text
for this Scene is from Metastasio’sDidone

abbandonatg(I1,4).*® Pained and embittered by Enea
decision to leave her, Dido is rashly led to prammuan
unjust sentence of death. She responds to En
requests for mercy and justice with bitter ironyeg
then resorts to his final expedient and appealseton

the name of her previous love for him. This reazltEn

leads to a sudden breaking of the ice of pain: :
distances herself from her judgement, gives |
overpowering feelings free rein and breaks down
desperate pleas to Enea that he should not leave-h
In Paris, Mozart again met J. Chr. Bach, who w
residing there at the time in the company of hisnfi,

the castrato Giustino Ferdinando TenddécMozart

“2\ith Einstein’s convincing explanation (B\that Mozart
crossed out the beginning of KV 306 (Somhen he noticed
that the last leaf was already partially coveretthwbtation, we
also have a latest possible date for the genesigradria. For,
according to this, Mozart must have started toensiit the aria
before completing the sonata mentioned, left deasi
incomplete, and started the work again on otheslganow
lost.

“3KVv? and K\ erroneously speak of I, 6.

* Tenducci (1736-1790) played an important role sisiger in
England after 1758. J. Chr. Bach wrote a seriepntert arias

XV
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stayed with J. Chr. Bach and Tenducci in Saint
Germain, at the house of Louis, Duke of Noailled an
Marshall of France, from the 19th to around the 28
August 1778. There he wrote the now lost Scene (KV
App. 3/31%) for Tenducci; the inspiration he received

from the J. Chr. Bach composition already referieed

(see p. VIl above) also applied directly to the

instrumentation. In his letter to Leopold of 27 At
1778 from Saint Germain, he wrote tfat— | must
make haste — because[dc. must]write a scene for
Tenducci for Sunday — with pianoforte, oboe, hand a

bassoon, a lot of the Marshall's people, German® wh

play very well = That he did finish the composition is
attested by Charles Burney’'s report
Barrington on the pieceMiscellanies London, 1781, p.

[288]):*® “Mozart being at Paris, in 1778, composed for

Tenducci a scene in 14 parts, chiefly obligati; w0
violins, two tenors, one chromatic horn, one oo
clarinets, a Piano forte, a Soprano voice part,hatitvo
horns, and a base di rinforza. It is a very elaldierand
masterly composition, discovering a great practcel
facility of writing in many parts. The modulatios i
likewise learned and recherchée; however, though it

a composition which none but a great master of
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“lo non chiedo, eterni D&i(= No. 22). On 30 July
1778, Mozart wrote from Paris to Aloysia Weber,

whom the Scene is dedicat&d:

“[...] e con quella occasione avra anche il Popolo
TeRaglia, ch'é gia mezzo Terminato — se lei ne sar
contenta — commg§!] lo son io — potro chiamarmi
felice; — intanto, sinché avro la sodisfazione dpare

di lei steRa l'incontro che avra avuta questa Sce
apreo di lei s'intende, perché siccome ['ho fat
solamenteper lei — cosi non desidero altra Lode che
sua; — intanto dunque non pof3o dir altro, che, Tea
mie composizioni di questo genere — devo confelf
che questa scena € la megliore ch'ho fatto in wiia —

(“[...] and on this occasion you will also have il Popa
di Tessaglia, which is already half finished — yili
be so pleased with it — as | am — you will be ableall
me happy; — in the meantime, without the satisfacif
hearing from you personally the impression thastl
scene will have made on you directhy course, since |
wrote onlyfor you — thus | do not desire any prais
apart from yours; — in the meantime | cannot say &
more to you than that, amongst my compositiongig
genre, | must confess that this scene is the bkaté

harmony, and possessed of a consummate knowledge ofwritten in my life?)

the genius of different instruments, could produgst;
neither the melody of the voice part, nor of ang on
the instruments, discovers much invention, thoumgh t
effects of the whole, if well executed, would, desb,
be masterly and pleasitigAs Tenducci probably took

the autograph with him to England and may have had
the piece published there anonymously, there ik sti

hope that it may be discovered some Hay.

While still in Paris, Mozart began with the compmsi
of the ScenaKV 316 (300) “Popoli di Tessaglid! -

for him, including the scene mentioned and the Rdiitbben
si vadd — “lo ti lascio, e questo addidcf. fn. 4).

> Bauer—Deutsch Il, No. 479, pp. 458/459, lines 212

“% Cf. alsoDokumentep. 166.

“" A conjecture along these lines has already betimed by
C. B. Oldman Mozart's Scena for Tenducan: Music &
Letters Year 42, 1961, pp. 44ff.) with regard to an amoays
Scena and Rondeau printed at Tenducci’s instigatiduondon
in 1779 ("Sentimi, non partir— “Al mio bene a lei che addip
This print is in the possession of Dr. C. B. Oldmiaondon. |
would like to thank him for obligingly making a piocopy
available to me. Unfortunately, for circumstaneiatl, more
particularly, stylistic reasons, | cannot secorglhyipothesis. It
seems to me that it is a composition by J. ChrhBas whose
work it was printed by Corri in 1779. The instrurteion also
diverges substantially from Mozart's stated foraed Burney’'s
description, as Oldman himself has noted.

Mozart then apparently finished the aria in Munifdr,

the autograph, today untraceable, bore the Matgch

8 January 17790ur editing was based on a copy, on
owned by Otto Jahn, which was certainly made fra
the autograph and which was also available as &so
for the AMA. As in many other cases, Jahn’s copg |
proved to be an invaluable substitute for the I
autograph. It is remarkable that the solo windsoéol
and bassoon) are consistently left without dynarmiics
would be inappropriate to supply them here. It was
keeping with the custom of the time, and was with
doubt Mozart’s intention, that the instrumentalossts

— just like the singers, whose parts Mozart prodic
with dynamics only in exceptional cases — should
granted a certain degree of interpretational freed
Nor did the editor see any reason to assimilate

occasionally divergent articulation in oboe andsbas,

all the more so as this differentiation is once imag
intentional, since it appears simultaneously inhb
parts. The copy does not permit any distinctiomieen

staccato dot and staccato dash; dashes were tieer
set in the one place where there is no doubt atheut
intention (aria, measure 156). The music text imda
copy displays many obviously erroneous readings,

“8 Bauer-Deutsch II, No. 470, p. 420, lines 8-14.
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all of these could be emended straightforwardlyn—
Gluck's Alceste Alceste’s first entry (I, 2), which
provides the text of our aria, is preceded by aereded

lamentation by the chorus for the imminent death of

King Admet. With the words Popoli di Tessaglid!
[“People of Tessaglig! Alceste, Admet's spouse,
appears with great dignity before the lamentingpteo
and gives their pain expression in majestic eloqgaeenr

Not only does Mozart's aria indicate a completely

different conception to Gluck’s setting, but aldwws
what an astonishing virtuosity and range Aloysiabéfte
already had at her disposal; they were fully takea
account in Mozart’s setting. Aloysia, at that pabbut

18 years old, was prima donna at the Munich Court

Opera when KV 316 (30pwas finished.

The composition of an lost aria for
Schikaneder, KV App. £1(365) “Warum, o Liebe—

“Zittre, toricht Herz, und leid&! was likewise a
product of Mozart's sojourn in Munich. On 8

November 1780, Mozart wrote requesting his fatber t

49 «

give™ “my compliments to Mr. Schickaneder, please

forgive my not having sent the aria yet, for | haat
been able to bring it entirely to completitif.

Somewhat later, on 22 November, he replied to the

repeated exhortations of his fati&r‘Here follows at

last the aria for Mr. Schikaneder which has been

promised for such a long time — during the firsewé
could not quite finish it due to all the other ness for

which | am heré> On 1 December, Mozart’s aria was
inserted into scene 5 of Act IV of Carlo Gozzi's

comedy Die zwey schlaflosen Néachtefor a
performance in Salzburg by Schikaneder’s trotipe.

“9 Bauer—Deutsch IlI, No. 535, p. 14, lines 60-62.

%0 See further the letters from Leopold to his sof&®f
November (Bauer—Deutsch lll, No. 539, p. 21, liBe5) and
20 November 1780 (ibid., No. 540, p. 25, lines 6§-10

>1 Bauer—Deutsch Ill, No. 541, p. 27, lines 3-5.

*2 Cf. in addition Mozart's letter of 24 November D7@Bauer-
Deutsch lll, No. 542, p. 29, lines 3-4).

%3 Cf. Nannerl's letters to her brother of 30 Novem{igauer—
Deutsch 1ll, No. 547, p. 38, lines 89-92), Leopkldzart’s to
his son of 2 December (ibid., No. 551, p. 42, lih8s20),
Mozart's to his father of 13 December (ibid., N695p. 54,
lines 22—25), Leopold’s to his son of 15 Decemidad(, No.
562, p. 57, lines 60—-61), and Nanner!'s to herli@obf 18
December 1780 (ibid., No. 564, p. 61, lines 4-5)he text of
recitative and aria is reproduced in K&hd K\P. Misleading
remarks are made, however, regarding the origthefext. It
is found in Werthes’ transcription of C. Gozzi's#trical
works (Carlo Gozzi, Theatralische Werke. Aus dem
Italienischen Ubersetftranslated by WerthesBern, bey der
Typographischen Gesellschaft 1777-17/90ls., vol. 5, p.
241; Bavarian State Library, Munich, signatUfep. ital. 453.
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The great Scene KV 368via che vi fece, o stelle-
“Sperai vicino il lidd (= No. 23) was probably written
in Munich in 1781. It is true that the dating, inet
absence of any other evidence concerning this gric
entirely dependent on Nissen’s entry of 1781 in |
autograph, but the musical structure also places
composition in the time ofldomeneoand in the
immediate vicinity of the other concert arias oésh
years. Einstein (KY) suspected that this aria, especia
because of the highly virtuosic coloraturas, waster
for Elisabeth Wendling, the first Elettra idomeneo—
The autograph (State Library Berlin — Prussian @alt
Heritage, Music Department), in which numero
corrections are evident, was certainly written aste,
the recitative being even more rushed than the aria

The cutting of four measures after measure 43 (o
facsimile on p. XXVI) shows clearly that Mozart laeg
the writing-out with the vocal and bass lines. —vias

often the case, Mozart selected a text from Metasta
Demofoontg]l, 4). In the preceding scene, Demofoor
had revealed to his supposed son and heir of
irrevocable choice of Creusa, Princess of Phryagdyis

wife. Timante, who had already secretly wedd
Dircea, is left stunned and crushed by ti
announcement. All further developments in the dra
grow out of this starting point.

One of the last compositions written before leavi
Munich is the Scene KV 369Misera, dove son!—
“Ah! non son io che parlg= No. 24) for Countess
Paumgarten. The autograph (Bavarian State Libr:
Munich) bears the date 8 March 1781. The dedicatic
la Comtesse de Paumgarten Veltethe Countess of
Paumgarten, widojv is not autograph? It seems
Mozart was a frequent guest in the house of
Countess, at that time the Elector’s “favourite’h ©3

A completely different text is found in the trarigia by Dyk
named in KV (Einstein) and in KV (Wie man sich die Sache
denkt! oder: Die zwey schlaflosen Nachte. Ein Sshi@liin
funf Akten von Karl Gozzi Fiur das deutsche Theagarbeitet
[von DyK], Leipzig, im Verlage der Dykischen Buchhandlung
178Q — A copy in Munich, Bavarian State Library, sigma:P.
0. germ. 1214/ The incipits are in this case (IV, 6): recitativ
“Wie grausam ist o Liebearia “Die neugeborne Ros'
entzickt

** The person concerned, as Dr. Robert Miinster (Ni)mi@s
kind enough to inform me, is Josepha, Countess Barien,
née Lerchenfeld-Siessbach. So far it has not bessilge to
discover anything more than that she died aroud®.18
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November 1780 he wrote to his fatierYesterday |
dined with Cannabich at Countess Baumgarten’s, born
Lerchenfeld — my friend means everything in thisseo
and now | do as well — this is for me the best amubt
useful house here. Everything concerning me hascom
about via this house, and — God willing — will dooe

to do so’ Mozart returned to the aria for Paumgarten
(Mozart writes Baumgarten) several times. On 23
March 1783, Valentin Adamberger (tenor!) sang the
aria KV 369 in Mozart's musical evening in the
Burgtheater in Vienn& — The text of the scene is taken
from Metastasio’'sEzio (lll, 12). In Fulvia’'s great
monologue, all the torment, the pain and despaér ov
the death of her beloved Ezio and over the criminal
guilt of her father weigh on her simultaneouslylviau
took this gquilt on herself in order to avert the
punishment from her father. It is the pain itsdiatt
speaks through Fulvia’s mouth in this aria: her own
annihilation is her only wish.

On the instructions of Prince-Bishop Hieronymus,
Count Colloredo, Mozart left Munich on 12 March

1781 and reached Vienna some days later. Here the

final rupture between Mozart and his employer was
about to take place. Amongst the first compositions
written in Vienna was the Scene KV 374 ‘questo
seno deh viehi “Or che il cielo a me ti rendg= No.

25) for the castrato Francesco Ceccarelli — likezdfty

a member of the Salzburg Court Mu3icAlthough the
autograph (State Library Berlin — Prussian Cultural
Heritage, Music Department) displays neither a date

an indication of authorship, we do know the dat¢hef
first performance. Mozart will have finished the ko
not long before this date. On Sunday 8 April 1781,
Mozart's Scene was presented by Ceccarelli in a
concert hosted by Prince Rudolf Joseph Collorela®, t
father of the Salzburg Prince Bishop, alongside 33
and KV 379°® Mozart's described it as follows.

*> Bauer—Deutsch III, No. 537, p. 16, lines 7—10. Besddition
the letters of 20 November (Bauer—Deutsch I, B0, p. 25,
lines 10-11) and of 24 November 1780 (ibid., N&,5 29,
lines 11-12).

*5 On this cf. Bauer—Deutsch IlI, No. 585, p. 108eliL01; No.
621, p. 156, lines 57—-61; No. 665, p. 199, lines23; No. 673,
p. 208, line 37; for reference to Mozart's musieatning see
No. 734, p. 261, lines 13-14.

*" Francesco Ceccarelli (b. 1752 in Foligno), whaseptessive,
accurate songwas praised in thallgemeine Musikalische
ZeitungVI, 1804, col. 587, belonged to the Salzburg Court
Music between 1778 and 1788. His strength was there
concert platform than the stage. He died in 181@tzmmber
Singer in Dresden, where he entered service in.1795

%8 Cf. Dokumentgep. 173.
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“Today we had...] a musical evening. There 3 piec
were of my composition. New, of courge;] [sc.
listing of the pieces named abowa]d then a Rondeat
for Ceccarelli — which was encoréf Ceccarelli also
took part in Mozart's musical evening in Frankfort
15 October 1790 and sang Rdndeati, very probably
our aria KV 374. — In the autograph, there is ate¢hd
of the aria an extended, later variant of eight sness
length. Although Mozart did not mark the place wehe
this variant is to be inserted, one can be faidytain
that it is a substitute for measures 177-180. $&tond
version of measures 177 to 180 [conclusion] istpdn
immediately following the aria in our music textThe
text of the Scene KV 374, whose provenance haarsc
defied identification, has been found in a librekp
Giovanni de GamerraSismano nel Mogplset by
Paisiello for Milan in 1773. The text of recitatiaand
aria occur in Scene 7 of Act fit. The conflict between
Siface, the Gran Mogol, and his opponent, Sisma
King of Persia, has now reached the decisive ba
Tormented by her uncertainty about the outcomeaZ:
waits for her lover, Siface. Siface then appeard
announces to her that he has defeated Sismanbel
scene that follows, the pain and tension that mgabgd
Zeira in the preceding dark hours are dissolved .
transformed into joy and gratitude over the forten:
turn of events. In the libretto, Zeira’'s recitatieA
questo seny is interrupted by a short account given |
Siface. Mozart omitted this section.

Performance

Mozart's concert arias were of course conceived w
the general performance practice of the day in mi
even if their dramatic content and compositior

%9 Bauer—Deutsch Ill, No. 587, p. 103, lines 13-19.

0 Mozart mentions the aria in several letters, ferlast time in
1783. Cf. Bauer—Deutsch Ill, No. 605, p. 128, lifed1; No.
621, p. 156, lines 57-61; No. 739, p. 264, linek18-No. 747,
E). 269, lines 5-6.

! Title of the original librettoSismand Nel Mogol/ Dramma
per Musica/ da rappresentarsi Nel Regio-Ducal TeatrbDi
Milano / Nel Carnovale dell'anno 1773®edicato/ alle LL.AA.
RR./ Il Serenissimo ArciducAFerdinando... /— In Milano/
Presso Gio. Batista Bianchi Regio Stampatorg. Both the
text author, Gamerra, and the composer, G. Paisai
named. | have examined the copy in Venice, Fondaz{Zini
(Rolandi Collection). The libretto was also setthyannetti in
1776 (a copy in the same collection). The two eddiof
Gamerra’s worksNuovo Teatro del Sig. G. de GamerRisa,
1789-90 in 8 volumes, amdlovo Teatro del Sig. G. de
Gamerrg Venice, 1790-93 in 18 volumes) contain
predominantly prose pieces. Most of his librettgliding ours,
are missing.
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structure generally give them a
transcending the limits of a period style. The piert
vocal influence in the 18th century was the Itglitor
the concert aria in particular it was theria tradition.

This has consequences which apply fully to all the
works in this volume and can be examined with the
help of the two following questions, which must in
principle be posed anew for each composition: 1.

Where, and in what manner, does the tradition (wisc
of course not

substantial limitations by the music itself, andeng
must individual interpretation step in as a coikector
the tradition itself? That is: Where does the pcacof
the day provide only a very general framework foe t
interpretation? With these fundamental reservations
would like to refer the reader to the remarks comog

performance, vocal practice and instrumental forces

(appoggiaturas, grace-notes, cadenzas, recitatividpe
first Volume of Arias and also to the literature

mentioned there. As in Volume I, the editor hasimga

decided to offer suggestions for cadenzas as ftegno

in the music text. On the question of articulation,

especially of the staccato dot or staccato dasmate

here only that the primary requirement is not to

distinguish graphically dot and dash, but to recegn
the intention in each individual case and the texyl

consequences for the realisation (e.g. in bowing or

vocal technique). The multiplicity of interpretai®

permitted by, for example, the staccato marks (dash

dot) is indicated by the passage from dlseompagnato

of KV 272 already mentioned, where sharp separation
The
question of Mozart’'s intention becomes particularly
accute in his works after about 1776, in which the

and accentuation is undoubtedly called for.

distinction in the autographs, in purely opticaints,

becomes increasingly clear and cannot be resolved i

individual cases without reference to the composdl
context. — Regarding the reinforcing of the bass by

a bassoon, everything necessary has been saicein th

Foreword toArias ¢ Volume [p. XVIf.). The essence is
that, with small orchestral forces in which there ao
obbligato or solo bassoon parts (e.g. KV 316/300e

reinforcing of the bass with the bassoon, common

orchestral practice at the time, cannot be ruled At
the same, it

strictly than was generally necessary in the maktbe
day, calls for the greatest caution in
instrumentational procedures, which affect the renti
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precisely and generally defined
everywhere) apply? 2. Where does it appear that its
applicability has been set aside or subjected to

is clear that Mozart's differentiated
orchestral writing, to which one must adhere more

such
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orchestral sonority. Possible doublings of thisdkir
conceived for small ensembles, are in most cases
practicable today anyway. — A further point relates
the ornamentation of the vocal line. For the arid F
294, Mozart himself has given us an example, as
also did for an aria by J. Chr. Bach (see p. Xlvaho
The “ornamented” vocal part for KV 294 conveys
impression of how Mozart imagined a possible vo
realisation, and is far advanced beyond the pur
figurative ornamental style and sentiment
contemporary practice. Here it is no longer sugtito
apply figurative formulas in conformity with goodste.
Otherwise, this individual example — under the mo
“One find is no find” — only tells us that Mozat
considered it good in this case to write out
melodically even richer version of the vocal linar f
Aloysia. It does not tell us that the vocal line @f
Mozart aria must be realised in this, or a simil
manne? The degree of interpretational freedo
permitted to singers in ornamenting the notated, p
incidentally, assumes a living tradition. At a latiate,
Anton Reicha Cours de composition musicalParis,
1818; German translation by C. Czerny, Vienna [183
p. 499) still considered it pointless to write @iich
ornamentation. He justified his view, and thus adsc
fundamental distinction between notation and vo
performance, with the argument that the singer do
only achieve an artistically satisfactory ornameata
by taking the particular nature of his own voicéoin
account. The practice of the day, even if it washat
time applied without second thoughts to Mozart'ssiau
as well, cannot be accepted as the standard for
Mozart works discussed here. Similar observatic
must be made regarding thorough-bass accompanir
as well®® As an addition to the remarks made in t
Foreword to Volume 1, the following is evidencetth:
as early as the beginning of the 18th century,icoot
practice in Italy was apparently much more resgair
than elsewhere. In Leonardo Leo’s buffa odgemore
vuol sofferenza(1739), a work whose composition:
techniqgue does not in any way deny thorough-b:
precise directions are occasionally to be foundtirej
to continuo accompaniment and differentiation is

%2 problems of a similar kind appear in Mozart's Bian
Concertos. On this cf. the valuable remarks by Badura-
Skoda,Uber die Anbringung von Auszierungen in
Klavierwerken Mozartsin: Mozart-Jahrbuch 1957Salzburg,
1958, pp. 186ff.

% On this cf. also the Foreword Agias ¢ Volume Ip. XVII.

XIX
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use>* At the entry of the second subject, cantabile and

transparently set, in the Sinfonia, the harpsichiertb
rest. In other pieces, in piano passages and wthere
writing is thin, “senzacembald is specified. A number
of arias and the final trio of Act | are to be merhed
without any harpsichord accompaniment at all. it ba

taken as certain, however, that the use of a kegboa
accompaniment remained longer in use in vocal music
especially inserig than in instrumental music, although
continuo play became less and less important giyera

in the course of the 18th centyMozart's figures for
individual passages in the recitative bass lineshim
concert arias — on the whole very rare — permitaus

conclude that he envisaged such an accompaninmemnt (s

KV 255 = No. 16, KV 294 = No. 19 and KV 316/ 300
= No. 22). In the first two pieces, Mozart addsufigs

in those passages in which the bass alone accoegpani

the voice, while, in the last piece mentioned, ¢hare

also figures in a passage with written-out orclaéstr
accompaniment (strings). While it is hard to ima&gin
the first two passages without the
accompaniment, the latter can easily be omittethén
third case. Thetasto solo accompaniment at the

beginning of KV 374 (measures 1-2) was left by

Mozart without figures. There are likewise no figsiat
the beginning of the Scene KV 48@95)), transmitted

only as a copy. Mozart obviously avoids such “blank

bass parts and prefers to write the harmoniesrotite
strings. Only once, as far as | can see, namelyen

Aria KV 513, does Mozart set figures above the bass

within the aria. Whether this calls for accompamine
by the keyboard instrument, or whether Mozart,adsJ
(Mozart 1ll, p. 330, fn.) believed, simply wished to

make a reminder of the harmonic progression at this

point during the drafting of the composition, cardiy
be determined. In either case, this does not ofseou
imply  harpsichord or piano

% New edition of the score by G. A. PastoreNtusiche e
Musicisti Pugliesil, Bari, 1962.

% F. OberdorfferDer GeneralbaR in der Instrumentalmusik
des ausgehenden 18. Jahrhundefizssel, 1939) has proved
this.

% Figures were also used by Mozart in teaching. ffeiction
there is of course different. On this cf. R. Laklnzart als
Theoretiker K. Akademie d. Wiss. in Vienna, Philos.-histor.
Klasse Denkschriftenvol. 62, 1st article, Vienna, 1918, p. 29
and pp. 51ff.
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accompaniment
throughout® Apart from the marked passages in the
accompagnato, not to mention the aria itself, it is
entirely dispensable; it was at the time certainly
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possible and, especially in taecompagnatodesired”

For Georg Joseph Vogler, the ke&yboard
accompanimenitwas part of every piece of orchestral
accompanied vocal music, and Daniel Gottlob Tusk,
late as 1790, assumes continuo play as a matte
course, although one should not play uninterrugte
but should rest altogether in passagespiano, in

pizzicatoand where very gentle playing is called %r
Accompaniment is obligatory, he writes, where the
are rests in all parts other than voice and basgk’s
statement Kurze Anweisung pp. 267ff.) that
accompagnatas in principle to be treated in exactly tr
same way aseccois significant. Only in instrumenta
interludes or in theariosi, he advises, is the

accompaniment, as in other compositions, to

adapted in its manner to the whofé At that time,

however, a tendency was already observable to tnes
harpsichord out of the orchestra altogether, asitdi

Christoph Koch lamented in 17951t is important to
note, we are told, that continuo accompanimentter
orchestra only has a good effect when t
compositional texture is full and rich in harmon
contrasts. With empty or uniform harmony, tl
keyboard accompaniment is of no help anyway: on
contrary, it only makes the weaknesses of -
composition all the more noticeable. Koch
argumentation is thus precisely the reverse of weat
would expect and usually assume; here, light p;
writing is no reason for filling-out with a keybahr
accompaniment. Koch J¢urnal der Tonkunst pp.

41/42) has especially critical words for tf
disappearance of the keyboard $uch orchestras with
which singers are usually to be heard with arifs;]

for very many of our modern arias are sung with t

®7In the piano concerto, where a piano was presentay, the
situation was different. But even here one canpegk of a full
continuo accompaniment throughout. On this cf. &dWBa-
Skoda,Uber das GeneralbaR-Spiel in den Klavierkonzerten
Mozarts in: Mozart-Jahrbuch 1957Salzburg, 1958, pp. 96ff.
His considered remarks make musical sense andwrke to be
recommended.

% G. J. VoglerKuhrpfalzischeTonschuleMannheim, no date
[1776], pp. 65ff. and, generally in favour of contd
accompaniment in the orchestraeM, Betrachtungen der
Mannheimer Tonschuld 780, pp. 298-299. — D. G. Turk,
Kurze Anweisung zum Generalbal3spigléalle and Leipzig,
1791, pp. 254ff. A general treatment of accompanirpeactice
E . 252ff., and pp. 261ff. concerning recitative.

Kurze Anweisungpp. 268/69. It is followed by an example
(pp. 270-272) of anccompagnatavith thorough-bass
accompaniment.

9 Journal der Tonkunsed. H. Chr. Koch, First Chapter, Erfur
1795, p. 40.
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accompaniment which immediately precedes them.
The reason given for the necessity of an
accompaniment, however, is the passages in
accompagnatan which the bass alone accompanies the
voice. Here, he says, the keyboard must take dweer t
accompaniment in order to help the singer’s intomat
and to represent the harmonic texture. We havadyjre
mentioned, however, that Mozart usually writes theat
harmonic accompaniment for orchestra at such places
thus making continuo play superfluous (&rias
Volume 1 p. XVII). — Supplementary to the remarks on
the transitions between sections with singer anelpu
orchestral sections iaccompagnatdibid., pp. XVIIf.),

a point which was apparently not treated uniformly
everywhere, let us quote here a particular passage
this subject. In an essay on vocal practice in firse
third of the 19th century by August Ferdinand Haser
read that, while the singer should wait for thergbof

the instruments to die away before entering himsed
instruments should follow the singer instarftly.

Finally, we must at least draw the reader’s attento a
way of performing the vocal part which today may
seem alien, but which was at the time not at alisual,
namely that soprano arias could unhesitatinglyiteng

to a tenor, or tenor arias to a soprano. In thesmof
discussing a Rondo Aria, G. J. Vogler wrote
(Betrachtungen der Mannheimer Tonschuyde8): “The

use of a treble clef for a vocal part is primaritg
accommodate, as has been established in compgsition
the range, whether [sc. the Rondo]s performed by a
tenor or soprand. Further evidence of this state of
affairs is provided by the fact that, in Italian eog,
tenor arias were often set in the treble &fefn
Mozart's case, he had of course started the Aria2R¥

as a tenor aria for Raaff. Conversely, in Mozart’s
musical evening on 23 March 1783, Adamberger sang
the Scene KV 369, originally written for sopranor(f
Countess Paumgarteﬁ’)]n a concertante performance

"> A. F. HaserAndeutungen tiber Gesang und Gesangslehre.
Recitatiy Caecilia Band 10, 1829, p. 155. It is interestimg
note his disapproval of the custom of some Itdtiafii cantanti
of actually speaking theeccorecitative (see ibid., p. 154).

"2 This disproves the hypothesis advanced by F. $pi®
Entstehung einer Mozart'schen Konzertaiie
Vierteljahrsschrift fiir Musikwissenschd, 1888, pp. 255ff.)
that Mozart must have conceived the tenor aria KU #r
soprano, since he notated the vocal part in theasop(C) clef.
This aria, contrary to the statement in %\s for tenor. The
soprano clef was at this time not a criterium fistidguishing
works for tenor and soprano.

3 Cf. Dokumentgp. 189 and Bauer—Deutsch I11, No. 734, p.
261, lines 13-14.
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of the operaAmphionby Johann Gottlieb Naumann i
Dresden in 1785, the title role, conceived for tem@as
sung by Josepha Dusch&k.In Munich in 1812,
apparently, a Madame Schoenberger, née Marc
appeared in the role of Belmonte in MozaAlsduction
from the Seraglid® This interchangeability of voices i
made all the more possible by the fact that, esfigadn
seria and concert arias, the texts are stylised and
affective content is therefore largely de-persceali

| do not wish to conclude without expressing n
warmest thanks to the Editorial Board of the NMA;, L
Wolfgang Plath (Augsburg) and Dr. Wolfgang Reh
(Kassel), for help at every stage, to Dr. WalthénrD
(Tubingen) for checking the Italian texts, to Dred
B. Oldman (London) for generous assistance, to
Robert Minster (Munich) as well as to the libracesl
institutes named in the&ritischer Bericht [Critical
Report available in German only]. Chamber Sing
Prof. Annelies Kupper was once again so obligingpa:
read through the suggested cadenzas.

Stefan Kunze Munich, September 1967

Translation: William Buchanan

" Cf. R. Englander). G. Naumann als Opernkomponist
Leipzig, 1922, p. 145 —Dr. Robert Minster kindlyirged out
to me a piano reduction in the Bavarian State kibirawhich a
hand-written ornament, possibly originating frons€pha
Duschek, is notated in the soprano part.

5 Quoted from a theatre poster of 29 May 1812 ferNtunich
Court Opera in H. Bolongaro—Crevenh&\rpa Festante.
Minchner Oper 1651-182Munich, 1963, p. 177, No. IX.
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Facs. 1: Clarice cara mia sposaV 256 = No. 17: leaf 1of the autograph from the State Library Berlinrud3ian Cultural Heritage, Music Department. Cf.
page 15, measures 1-7.
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Facs. 2-3: Clarice cara mia sposSe&KV 256 = No. 17: leaf 6andleaf 7 of the autograph from the State Library Berlin u$aian Cultural Heritage, Music
Department. Cf. pages 20-21, measures 39-42, gyas R4—22, measures 45-47.
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Facs. 4: Alcandro, lo confesso- “Non so d'onde viefi&V 294 = No. 19: leaf 1of the autograph kept in the Kestner Museum, HaendCf. pages 43—44,
measures 1-11.
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Facs. 5-6: Alcandro, lo confes$e- “Non so d'onde vien&V 294 = No. 19: autograph leaf in the possesgibthe City Archive, Brunswick w-ith the
ornamented vocal part of the first section (ab@re) an autograph leaf (fragment) with ornamentexpart in the possession of the Bibliothequeomaiie,
Paris, Department de la Musique (formerly Bibliaibheé du Conservatoire de Musique). Signatite.: 234 measure 117 until the end (below). Cf. Foreword,
p. XlII, pp. 44-50 and Appendix |, No. 39p. 161-165.

International Mozart Foundation, Online Publications XXV



New Mozart Edition /7/2 Arias, Scenes, eEmbles, Choruses

Wasibpim o a-,_t,‘r- &

Fp gk

Facs. 7: "# al labbro mio non cretiKV 295 = No. 20: leaf 1of the autograph in the possession of the Stdteaty Berlin — Prussian Cultural Heritage,
Music Department. Cf. pages 59-60, measures 1-10.
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Facs. 8:Ma che vi fece, o stelle” — “Sperai vicino il lildé&V 368 = No. 23: leaf 5of the autograph (State Library Berlin — Prus<tartural Heritage, Music
Department). Cf. page 112, measures 41 to 43.
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