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EDITORIAL PRINCIPLES

The New Mozart Edition (NMA) provides for research

purposes a music text based on impeccable schigarsh

applied to all available sources — principally Madza
autographs — while at the same time serving thesee
of practising musicians. The NMA appears in 10 &eri
subdivided into 35 Work Groups:

I: Sacred Vocal Works (1-4)

II:  Theatrical Works (5-7)

lll:  Songs, Part-Songs, Canons (8-10)

IV: Orchestral Works (11-13)

V: Concertos (14-15)

VI:  Church Sonatas (16)

VII: Large Solo Instrument Ensembles (17-18)
VIIl: Chamber Music (19-23)

IX: Keyboard Music (24-27)

X:  Supplement (28-35)

For every volume of music a Critical
Commentary (Kritischer Bericht) in German is
available, in which the source situation,
readings or Mozart’s corrections are presentedaind
other special problems discussed.

Within the volumes and Work Groups the
completed works appear in their order of compasitio

Sketches, draughts and fragments are placed in an
Appendix at the end of the relevant volume. Skeiche

etc. which cannot be assigned to a particular wWouk,
only to a genre or group of works, generally appear
chronological order at the end of the final voluofe
the relevant Work Group. Where an identification
regarding genre is not possible, the sketchesagtc.

published in Series X, Supplement (Work Group 30:

Studies, Sketches, Draughts, Fragments, Variowst L

compositions are mentioned in the relevant Critical

Commentary in German. Works of doubtful

authenticity appear in Series X (Work Group 29).
Works which are almost certainly spurious have not

been included.
Of the various versions of a work or part of
a work, that version has generally been chosermeas t

basis for editing which is regarded as final and

definitive. Previous or alternative forms are refroed
in the Appendix.

The NMA uses the numbering of the
Kdchel Catalogue (KV); those numberings which diffe
in the third and expanded edition (R\r KV3?) are
given in brackets; occasional differing numberings
the sixth edition (KV) are indicated.

With the exception of work titles, entries in

the score margin, dates of composition and the

variant

footnotes, all additions and completions in the iawu
volumes are indicated, for which the following seiee
applies: letters (words, dynamic markingssigns and
numbers in italics; principal notes, accidental$olee
principal notes, dashes, dots, fermatas, ornanmerds
smaller rests (half notes, quarters, etc.) in sipaiit;
slurs and crescendo marks in broken lines; grace
ornamental notes in square brackets. An exceptor
the rule for numbers is the case of those group
triplets, sextuplets, etc. together, which are gbvin
italics, those added editorially in smaller priWi¢hole
measure rests missing in the source have b
completed tacitly.

The title of each work as well as th
specification in italics of the instruments andoas at
the beginning of each piece have been normalised,
disposition of the score follows today’s practidde
wording of the original titles and score dispositiare
provided in the Critical Commentary in German. Tl
original notation for transposing instruments hagrb
retained. C-clefs used in the sources have bedacesp
by modern clefs. Mozart always notated sing
occurring sixteenth, thirty-second notes etc. adss

through, (i.e. 7 ¥ instead ofﬁ'ﬁ); the notation
therefore does not distinguish between long or tsh
realisations. The NMA generally renders these i 1

modern notatior @J ’ '5) etc.; if a grace note of this
kind should be interpreted ashort an additional

indication [& s given over the relevant grace not
Missing slurs at grace notes or grace note grogps
well as articulation signs on ornamental notes he
generally been added without comment. Dynan
markings are rendered in the modern form, eandp
instead offor: andpia:

The texts of vocal works have bee
adjusted following modern orthography. The reaidsat
of the bass continuo, in small print, is as a mutdy
provided for secco recitatives. For any editorial
departures from these guidelines refer to the agiev
Foreword and to the Critical Commentary in German

A comprehensive representation of tt
editorial guidelines for the NMA (3 version, 1962)
has been published Editionsrichtlinien musikalischer
Denkmaler und Gesamtausgabjérditorial Guidelines
for Musical Heritage and Complete Editions
Commissioned by the Gesellschaft flr Forschung ¢
edited by Georg von Dadelsen, Kassel etc., 1963,
99-129. Offprints of this as well as tBericht Gber die
Mitarbeitertagung und Kassel, 29. - 30. 198
published privately in 1984, can be obtained frdma t
Editorial Board of the NMA. The Editorial Board
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Part 1: Genesis
The Commission and Choice of Subject

In 1780 Mozart received a commission from
Munich to write the carnival opera for the
following season. He was eager to write a big
serious opera for the court there, especially since
he became closely acquainted with its musical
forces during his extended stay at Mannheim in
1777-1778. The Mannheim court had moved to
Munich during 1778, after Karl Theodor
succeeded to the rule of Bavaria. Mozart's friends
among the Mannheimers, as he continued to call
them even in Munich, included Christian
Cannabich, concertmaster and director of the
orchestra; Anton Faaff, principal tenor, who
would sing the title role of the opera and for
whom Mozart had earlier written the concert aria
K.295; Dorothea Wendling, soprano and prima
donna, for whom he had earlier written K.486A;
her husband Johann Baptist Wendling, principal
flute; and Friedrich Ramm, principal oboe. Of
these key members of the "Mannheimer Kapelle",
Cannabich and Raaff were particularly
instrumental in securing the opera commission for
Mozart. When Mozart was on his way back from
Paris and Mannheim in late 1778, he wrote his
father that both musicians were working hard to
further his interests. Leopold had previously

persuaded Padre Martini to write a
recommendation to Raaff that could be shown to
the Elector

The intendant of theatrical activities in
Munich was Joseph Anton Graf Seeau. He had

! Cf. Mozart. Briefe und Aufzeichnunge®omplete
edition, published by the Internationale Stiftung
Mozarteum Salzburg, compiled by Wilhelm A. Bauer
and Otto Erich Deutsch (4 vols. of text = Bauer-
Deutsch I-1V, Kassel etc. 1962/63), with commentary
by Joseph Heinz Eibl based on their previous wark (
vols. commentary = Eibl V and VI, Kassel etc. 1971)
p. 535, lines 49-54. (In contrast to the exact
localisation of the letter passage given here and i
footnote 2, in further references to entire let@mrm
direct quotations from Bauer-Deutsch, mainly from
vol. lll, generally only the exact date will be givas
orientation.

2 Bauer-Deutsch I, No. 447 (21 August 1778), pp.
447f%, lines 12ff.
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occupied the position under the previous ruler,
Maximilian 1l Joseph and had supervised the
production of Mozart's first opera for Municha
Finta Giardiniera of 1774. His good will was
essential to the undertaking of course. He can
without doubt be seen as a prime mover when it
came to choosing the composer and subject of the
carnival opera 1781.

The tastes of Munich under Karl Theodor
ran in a different vein, as we may judge from the
series of Carnival operas in the 1780’s, before the
practice was abandoned for reasons of expense in
1787.

1780 Telemaccoplibretto by Graf Seriman; music
by Paul Grua

1781 Idomeneg libretto by Gianbattista Varesco;
music by Mozart

1782 Semiramidelibretto after Metastasio; music
by Antonic) Salieri

1783Tancredi,librettist unknown; music by Ignaz
Holzbauer

1785 Armida abbandonatalibretto by G. Sertor;
music by Alessio Prati

1787 Castore e Polluce libretto after P.J.J.
Bernard andTandaridi libretto by C.l. Frugoni;
music by Abbé Vogler

Most, if not all, of these libretti were
modeled after older French dramas. Idomeneo was
an adaptation of Anthoine Dancheflsagédie
lyrique of the same name, first performed — with
music by Andre Campra — during the carnival
season of 1712 at Paris.

Probably responsible for selecting the
drama of Idomeneo was the immediate circle
around Karl Theodor, if not the Elector himself.
Mozart also enjoyed the favor of the Electress, to
whom he had dedicated the violin sonatas written
in Mannheim and Paris (K.301-306)

There is evidence that the Elector's
maitresse en titre Countess Baumgarten, was
important in promoting the opera. She was a
singer of talent for whom Mozart was to write a
concert aria (K.369). Shortly after arriving in
Munich, Mozart wrote to his father on 13
November, 1780: Dined yesterday with
Cannabich at Countess Baumgarten’'s, née
Lerchenfeld — my frienfCannabich]is everything
in this house, and now | am as well — this is the
best and most useful house for me. Through this
[house] went everything in connection with my
[opera] and will do — God willing.
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It is tempting to hypothesize that Mozart
himself discovereddomenéeand suggested it to
the Munich court. During his Parisian sojourn two
years earlier he is known to have read widely in
French dramatic literature searching for a possible
subject. The Idomeneo legend offered dramatic
opportunities parallel to those of the Agamemnon
— Iphigenia dilemma: a great leader is reduced to
sacrificing his own kin to save himself and his
people. Danchet’Blomenéehad the advantage to
a composer of being untapped for subsequent
operas. Racine’siphigénie en Aulideon the other
hand, had inspired numerous operatic imitations,
especially since both Algarotti and Diderot had
promoted it in their writings of the 1750's as the
perfect model for serious opera. A culmination
was reached with the version that Du Roullet
made and Gluck set to music for Paris in 1774. By
the time Mozart and his librettist were finished
arrangingldomenéeasldomeneadt offered several
additional scenes of a Gluckian character not
found in Danchet. This is particularly true of Act
I, which departs radically from the modelThe
changes must stem from Mozart's desire to show
what he could do in his style with some of the
dramatic situations at which the older master
excelled. While the possibility cannot be excluded
that the subject was originally chosen by Mozart,
it seem more likely, given the general picture of
opera at Munich in the 1780’s, that the court chose
ldomenée

According to Erich Schenkthe subject of
I[domeneo was chosen by Mozart's librettist,
Gianbattista Varesco (c. 1736-1805), Hofkaplan in

% Eibl (VI, p. 16) assumes erroneously that the
Idomenedn three acts by Baldassare Galuppi
(premiére: Rome, January 1756) was derived from
Danchet'sTragédie lyriqudn five acts and thatHis
libretto probably passed on from the Court in Mdmiic
to Mozart; this Italian libretto of 1756 does not
however have the least connection to Danchet or to
Mozart's opera. — Georges de Saint-Foix’ statement
(W.-A. Mozartll, Paris, 1936, p. 222) that Danchet'’s
Idomenéeavas indebted to Jolyot de Crébillon’s piece
of 1703 with the same title is likewise based on an
error.

4 Cf. Daniel HeartzThe Genesis of Mozart's
Idomeneoin: Mozart-Jahrbuch 1967p. 150-164,
particularly pp. 158f. This essay also appearedl in
slightly revised form and with illustrations ifihe
Musical QuarterlyLV (1969), pp. 1-19.

®*Wolfgang Amadeus Moza#jirich-Leipzig-Wien,
(1955), p. 479.
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Salzburg. This is the least likely of all conjeesir
Throughout the entire correspondence relative to
the opera it is clear that Varesco occupied a
subsidiary position vis-a-vis the Mozarts, whose
choice for the task he was. Varesco did what he
was bidden, albeit with some grumbling. He took
no initiatives. It was an advantage during theyearl
stages of constructing the opera to have the
librettist close at hand in Salzburg. After Mozart
left for Munich he could still depend on getting a
quick result from Varesco via Leopold, who was
no less arbitrary with the poet than his son had
been. For instance, Mozart asked in his first tette
to Salzburg (8 November 1780), because of the
concertante nature of the music that was decided
upon at Munich for Dorothea Wendling's second
aria (No. 11), to have certain changes in the text:
elimination of asides, substitution of a more
simple and natural language in order to allow for
melismatic vocal writing & completely natural,
continuously flowing aria — where | am not so tied
to the words, and can also write so easily and
fluently" Leopold received it two days later,
summoned Varesco immediately, and the new
verse was ready to be sent off the following day,
11 November. Mozart acknowledged receipt on
15 November, one week after his original request:
"The aria is excellent in this forlmVaresco was

an able versifier; to his credit, and to the goéd o
the opera, he was also an industrious and quick
worker. With regard to prosodic construction and
content, he produced exactly what he was told.
The difficulties with him were mainly over the
length of some scenes in the text. As Mozart came
to realize more and more towards the completion
of the opera, there was too much text, and
consequently too much music. He would
eventually take drastic steps to redress the
consequences of Varescol’s prolixity.

The degree to which the Munich
authorities exercised control at all stages in
planning the opera emerges from the extensive
correspondence of the Mozarts, after Wolfgang
left Salzburg on 5 November 1780 and before
Leopold and Nannerl came to witness the
premiere in Munich on 29 January 1781. The
detailed exchange of information covered every
aspect of the production and its preparationss It i
the most penetrating evidence of the kind that we
possess for any opera of Mozart, perhaps for any
opera of the period. It allows us to construct stag
by stage how the opera was put together. The
more than usual length of this foreword is largely
due to the extent of the correspondence.
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The Original 'Plan: Early Modifications

Leopold Mozart's first letter to his son in
Munich on 1 November 1780 makes clear that
precise directions had been worked out with
Munich about how to treat the old librettd¢iére |
return the book and the plan, so that His
Excellency Count Seeau can see that everything
has been done according to the stipulatiting
fact, negotiations with Seeau must have gone on
for some time prior to Mozart's departure for
Munich. In his second letter (13 November 1780),
Mozart mentions the dramatic impossibility of
having ldomeneo make his entrance in Act |
without a retinue, a point which the Mozarts had
earlier made to Munich, was now perceived by the
stage designer, Lorenzo Quaglitn ‘the first act,
scene VIII, Mr. Quaglio made the same objection
as we did right at the beginning, namely that it is
not appropriate for a king to be completely alone
on a ship - In his reply (18 November 1780),
Leopold reveals that he had already madéou’
know that | raised this objection with those in
Munich, but they only wrote back that the thunder
and sea don't bother about etiquettaNritten
negotiations with Munich had thus been left to
Leopold, perhaps because Wolfgang was already
fully occupied with the composition dlomeneo
during the weeks prior to his departure. (That
Mozart took some of the opera’'s music with him
to Munich will be shown below, cf. I/c.) Father
Leopold did not confine his advice to textual
matters. In the same letter he made general
suggestions as to how the music for the Oracle (La
Voce) should sound: This voice and _its
accompanimenmust be touching, terrifying and
out of the ordinary, this could become a harmonic
masterpiecé.His imagination carried him further
in a later letter (29 December 1780) where he
specifies more precisely how the music might
sound: You will probably take Ilow wind
instruments to accompany the subterranean voice.
How about, after a littlesubterranean noise, the
instruments_sustaining quiet[garried over to *]
more exactly, begin to sust&jrthen a_crescendo
rising to the point of terrgr and during the
decrescendo the voice starts singing\nd a
similar spine-chilling crescendo_every time the
voice pausey Mozart first composed the Oracle
in exactly this fashion (Appendix I/9 = No. 28c,
later shortened: Appendix 1/10 = No. 28d). The
instance is suggestive as to the important role
played by Leopold in the planning and
composition oldomenec- indeed, of all Mozart's
operas up to this time.
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The "Plan" regulated such matters as
where set numbers were to occur (necessitating
verse instead of prose) and how many arias went
to each singer. It even went so far as to speb#y t
length of some passages in recitative. When
Mozart in his letter of 19 December 1780
demanded cuts in the recognition scene (Atto
primo / scene IX) between Idomeneo and
Idamante, because both singers were poor as
actors, Leopold repliedit'is translated following
the French, as the plan demands. Yes, just look in
the plan, it is even demanded that this recitative
should be lengthened a little, so that they do not
recognise each other so quicKly.

The opera underwent several modifications
at an early stage, before the first version of the
libretto (cf. I/d and IV) went to press. From the
correspondence these can be deduced as follows:
1.) Idomeneo originally arrived on a ship; as we
have seen, this was changed so that he arrived
with a retinue, and a speech was added for him to
dismiss his followers (Atto primo / Scena VIII-
1X).

2.) Between the final choruses of Act Il (Nos. 17
and 18), Idomeneo was originally givean"aria

or rather kind of Cavatina(probably a verse of
no more than four lines) which Mozart wanted
changed into a recitativeHeére it will be better to
make only a recitative to which the instruments
can work well, for in this scene, which, on account
of the action and the groups which as [M®zart
und Quaglio] recently agreed them with Le
Grand, will be the most beautiful of the whole
opera, there will be such a noise and confusion on
the stage that an aria would cut a poor figure at
this point — and on top of this there is the thunde
— and this will probably not stop for Mr. Raaff’s
aria? — and the effect of a recitative between the
choruses is incomparably better(15 December
1780). Leopold wrote back 18 December 1780
approving this change:The aria between the
choruses will be transformed into a fiery recitativ
which one can accompany with thunder and
lightning as much as one pleases.

3.) Arbace originally had a shorter recitative
preceding his second aria (No.22), extended at
Mozart's suggestionAhd then | have also written
about Panzachi[Arbace] — one has to do
something good for the honest, old man — he
wants his recitative in Act Il extended by only a
few lines — which, because of the chiaro e oscuro
and because he is a good actor, will have a good
effect — for example after the stanza sei la d&h
pianto, e questa Reggia quella del Duch faint
glimmer of hope — and then! how crazy | am! — to
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what is my pain seducing melah Creta tutta io
vedo etc—" (5 December 1780).

5.) The original did not provide for a March to
open Scene VII of Act lll: After the mourning
chorus, the king, all the people and everything
depart — and in the following scene we have
Idomeneo on his knees in the temple — which in
that form is not right, he must come with his entir
retinue — there it is essential to have a march —
there | have made a completely simple march for
2 violins, viola, bass and 2 oboes, played mezza
voce — and during which the King comes, and the
Priests prepare what is necessary for the sacrifice
— then the King falls to his knees and begins to
pray = (3 January 1781). Both libretti (cf. I/d and
IV) indicate that Idomeneo made his exit just prior
to No. 24, not after it, and they probably représen
a final decision in this case.

5.) Preceding the pronouncement of the oracle
(No. 28) there was originally a second duet fia Ili
and ldamante, deh soffri in pace o Car¥
Mozart explains its omission as followsTHe
second duet is dropped entirely — which in fact is
more gain than loss for the opera; for you will no
doubt see, when you read the scene through, that
the scene becomes dull and cold as a result of an
aria or duet — and is very awkward for the other
actors, who then have to stand around — and
beyond this, the courageous combat between llia
and Idamante would become too long, and
consequently lose its whole value’) —(13
November 1780)

6.) In the Scena ultima, after Idomeneo deposed
himselt there was originally a second Quartet
(ldomeneo, Idamamte, llia and Arbace). Raaff
requested a lyric aria for himself in its stead and
Mozart agreed: Now there yet another change,
for which Raaff is responsible: but he is right]

He came to me yesterday — | showed him how to
ride his first aria, and he was very pleased with i

— Now — the man is old; he can no longer afford to
show himself with an aria such as in the second
act, ‘fuor del mar ho un mare in seno ete.'so,
because he otherwise has no aria in the third act,

® Bauer-Deutsch IlI, Nr. 539 (Leopold to Wolfgang, 1
November 1780), p. 22, lines 49f.

" Eibl (VI, p. 20, commentary on Nr. 537/25) gives
another explanation which is indeed quite plausible
the light of Mozart’s negative utterances about the
singing of Idamante (Dal Prato), but which contctsli
Mozart's dramaturgical justification for the cutdacan
therefore hardly be the decisive factorhé deletion

... was probably the result of the unsatisfactoryatoc
performance of dal Pratb.
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he wants for himse[t..] after his last speech(}
Creta Fortunata, 0 me Felicenstead of the
guartet a pretty aria to sing, and in this way a
further unnecessary piece is dispensed with — and
the third act will make a better impressioiils
November 1780) A suitable text for Raaff's last
aria, which was afterwards cut for the premiere
(cf. I/d), was produced by Varesco only on the
third try ("Torna la pac¥).

The casting of the opera was decided
before Mozart reached Munich. That Dorothea
Wendling should sing the primary female role
(llia) was evident, whereas it was initially not so
clear that Raaff should sing the title part (cf.
V/b/3). An outside person was brought in to sing
Idamante, the young castrato Vicenzo dal Prato,
and it is apparent from the correspondence that
Mozart had nothing to do with the choice, which
he regretted, nor had he any previous acquaintance
with the voice. His predictions that Dal Prato
would not survive the rehearsals (22 November
1780) and would not be reengaged by Seeau (15
November 1780) both proved untrue. It is also
untrue that with Idomeneo he was singing on the
stage for the first time (8 November 1780); he had
sung in Italy and in Stuttgart prior to being hired
at Municlf. He sang not only the following year
in Munich but for many seasons, until he was
finally pensioned in 1805. This suggests that he
turned out to be not quite as incompetent as
Mozart painted him. The entire cast for the
Munich production was as follows:

Idomeneo Anton Raaff

Idamante Vincenzo dal Prato

llia Dorothea Wendling
Elettra Elisabeth Wendling
Arbace Domenico de' Panzachi

Gran Sacerdote Glovanni Valesi

c) Composing and Rehearsals

In his first letter after arriving in Munich
(8 November 1780), Mozart was happy to report
that Madame Wendling wag\fci=Contentil3im&
("arch-most-happy") with her scene, which she
insisted on hearing three times in a row. It must
have been llia's first ofethe crucial expository

8 Otto Michtner,Das alte Burgtheater als Opernbiihne
von derEinfuhrung des deutschen Singspiels (1778)
bis zum Tod Kaisdreopolds II. (1792)Wien etc.,
1970, Theatergeschichte Osterreichg1), p. 379,
footnote 20.

° Not the opening scene of the third act, as Eibl
assumes (VI, p. 17, commentary on No. 535/48).
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scene culminating in her arigPddre, germani,
addio” And Mozart must have composed the
scene and aria in Salzburg, for there would have
been little time in Munich after his arrival. What
time there was, other activities claimedso
Mozart's first task was to get the complete music
for Act I, including instrumentation, ready for
rehearsal by the end of November. The singers
had to begin studying and memorizing their first
arias, which required more than just listening to
Mozart play them at the keyboard. He probably
prepared for every aria a short score consisting of
vocal line plus bass. Such study scores for singers
rarely survive, but in the case of this opera one
does (see Appendix Ill), a two-stave version of
"Torna la pacé (Appendix /12 = No. 30a). On
November 15 Mozart wrote to his father
mentioning that he had played Idomeneo's first
aria 'Vedromi intorno I'ombra dolentgNo.6) for
Raaff. He reported further that Elisabeth
Wendling (Elettra) had already sung her two arias
(Nos. 4 and 13) a half dozen times and was very
content with them. It is likely that Mozart
composed all these pieces before leaving
Salzburg. He knew the singers' voices and would
have had no hesitation on this account. A letter he
wrote on 26 May 1781 from Vienna, in answer to
Leopold’s chiding, tells us that he was unable to
write a note during one two-week period, which
can only be the period right after his arrivdh "
Munich, it is true, | have against my wishes shown
myself to you in the wrong light, | have have
enjoyed too much entertainment — — but | can
swear on my honor that | did not go into any
theater before the opera got into stage rehearsals,
and then only to the Cannabich pieeeThat I
have the biggest and heftiest part to finish at the
end now is true; but that is not from laziness, or
neglect — but | have gone 14 days without writing
a note, because it was impossible for me — | have
written it of course, but none in fair copy — Of
course much time has been lost, but | do not
regret it[...]".

The last qualification is important here:
Mozart wrote out music during the first days in
Munich, but not in the clean copy that would be
necessary in order for a copyist to duplicate score
and parts. The social round of Mozart’s first days
in Munich was indeed demanding, which is one of
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complete it. Yet he must have been hard at work
from the time of his arrival, despite what he said
to Leopold later. He is unlikely to have brought
with him much music for the unknown quantity
represented by Idamante. Yet by mid-November
he had already begun to teach Dal Prato his role,
apparently no easy taskBut | have to teach my
very dear castrato del Prato the whole opera. He
is not capable of making ornamentation of any
significance in an aria; and an uneven
voice!'(15.11.1780). Mozart wrote again on Dal
Prato‘s ineptitude: When the castrato comes, |
have to sing with him, for he does not have a
penny-worth of method.(22 November 1780).
The trouble had to be taken, for his role was
dramatically and musically crucial for the whole
opera.

One task that Mozart might well have
accomplished before leaving Salzburg was the
composition of the three choral scenes in Act I. In
any case all the planned set numbers — above all,
all of Act | — had to be ready for the first rehsadr
with small orchestra on or shortly before 1
December. Orchestra rehearsals followed with
regularity on a weekly basis, always at weekends
(cf. letter to his father on 1 December 1780).

The first month in Munich must have seen
seen dramatic rehearsals as well. Mozart's
conference on November 13 with Seeau, Quaglio
and Le Grand resulted in the changes at the end of
Act Il that have been remarked above (cf. I/b/2). |
was customary at the time for the librettist of a
new opera to take a hand in moving the singers
and to fill some of the other functions that have
since become the prerogative of the stage director.
But Varesco was not on the scene — he was hardly
a man of the theater in any case, certainly not in
the sense that Lorenzo da Fonte was — and the
dramatic coaching devolved upon others. Le
Grand was the most likely: he did stage the crowd
scenes at the end of Act Il. Whether he directed
the two main singers is questionable, since Raaff
and Dal Prato were apparently left without the
coaching that was necessary in the face of their
limited acting abilities, and the other singers, as
good actors, were not absolutely dependent on
help with their roles on stage. Mozart foresaw
difficulty from the very beginning, before he had
met Dal Prato: N.B.: he has never been on a

the main reasons the score made slower progress stage— and Raaff is a statue — now just imagine

than he might have wished later, as he struggled to

19 See the summary calenddozart in Munich(6
November 1780, day of his arrival, until the premié
29 January 1781) in the Critical Report.

the scene in the first act'-(8 November 1780).
When Mozart emerged from the confines of his
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writing tablé”! to accompany recitative rehearsals
at the harpsichord — he had certainly no time to
concern himself with directing the singers on
stage — he was shocked to find his early fears
about the two singers confirmed. He writes that
"they are both bad actdr19 December 1780),
and that Raaff and Dal Prato sing through the
recitative completely without fire, in a complete
monotone- and the most miserable actors that the
stage has ever borng27 December 1780).

In his letter of 1 December to Salzburg
announcing that Act | had been rehearsed by a
skeleton orchestra, Mozart mentioned that a
similar rehearsal was projected of Act Il one week
later. It is not clear from the subsequent
correspondence whether Act Il actually had an
orchestra rehearsal as early as 8 December. But
both acts were rehearsed together at Count
Seeau’s on 16 December. By this time Mozart was
already into the composition of Act Ill. Indeed, by
19 December he could report that everything had
been composed except for three arias in Act Il
(undoubtedly the last three, — Appendix I/7, 11, 12
= Nos. 27a, 29a, 30a — all of which were
eventually to be cut), the final chorus, balletdan
overture. Composed does not necessarily mean,
and in this case probably does not mean, written
down, much less orchestrated. At the end of
December Mozart wrote: 1" am forced to
submerge in writing — everything is composed —
but not yet writteri. (30 December 1780). During
a Recitative rehearsal at Dorothea Wendling’s two
days earlier the Quartet (No.23) was tried,
apparently for the first time; it had to be sung si
times through before itwent'. A rehearsal of the
entire last Act with instruments did not take place
until 13 January (the decision had been made by
10 January to postpone the premiére one week,
from the 22nd to the 29th of the month). Mozart's
last letter from Munich announcesfdday is for
the first time a recitative rehearsal on the stage
(18 January 1781). The ten days remaining before
the opening performance must have seen frequent
rehearsals in the theater, but the imminent
departure of Leopold and Nannerl from Salzburg
deprives us of further knowledge through the
correspondence. They were to arrive on the 26th,
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The opera was repeated on 3 February and on 3
March; there may also have been further
performances? The Mozarts made a brief trip to
Augsburg on 7 March 1781, then returned to
Munich on the 18 or 11", where they separated,
Leopold and Nannerl returning to Salzburg and
Wolfgang hastening to Vienna at the summons of
Archbishop Colloredo.

Final revision in Munich

From his very first letter Mozart intimated that
changes would have to be made in Varesco’'s
libretto in order to shorten the operaiere and
there small changes will be made — the recitative
shortened somewhat — yet everything will be
printed' (8 November 1780). Mozart requested
specific cuts in his letter of 19 December, nottea
at Seeau’s instigation, for the reason that two of
his singers, Raaff and Dal Prato, were so poor as
actors. Leopold replied to this request when he
sent the entire libretto, together with the German
translation of Schachtner, on 22 December. He
argued against further cuts, saying that he and
Varesco had tried in vain to find dialogue in eithe
scene that could be omitted. At the same time he
made a few suggestions on his ow it is
insisted that something be omitted at all cdsts.
They approximate to but do not duplicate the cuts
that Mozart eventually made (details in the
Critical Report). Leopold warned again that
Varesco’s entire text must be printed, even if
some of it were not to be sung. Mozart
acknowledged receipt of the libretto and his
father's admonitory letter on 27 December, saying
that he had persuaded Seeau, although only with
difficulty, to have the whole text printed as
Varesco wrote it.

Libretto | along with Schachtner's
translation had left Mozart's hands for the prisiter
by early January. The proofs were no doubt soon
available, but were not sent to Salzburg for
correction, as Leopold had hoped (cf. his letter of
29 December 1780). His son could not or would
not take the time to correct the proofs himselfj ha
he done so, many of the typographical errors in
the printed libretto would not have escaped

and hence were able to attend the dress rehearsal detection. He had his hands full with composing

("Hauptprob&) on the 27th, an occasion that
marked the 25th anniversary of Wolfgang's birth.

1 Cf. the passage quoted above from the letter of 25
May 1781 from Vienna; but cf. also Bauer-Deutsdh |l
No. 559 (Wolfgang to his father, 13 December 1780),
p. 54, lines 22-27.

the ballet music up until 18 January. The libretto
(= Libretto 1) represents the stage that the opera
had reached by late December. It ended with

12 Cf. Mozart. Die Dokumente seines Lebarslected
and elucidated by Otto Erich Deutschiskumente,
NMA X/34), Kassel etc., 1961, p. 170.
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Varesco's second attempt at a final aria for Raaff,
along with Schachtner’s translation of it (along
with the five original quatrains of the final cheru
"Scenda Amor, scenda Imete®@n 30 December
1780 Mozart had already written to say that this
aria text, Sazio e il destthwas unacceptable to
Raaff. Varesco quickly concocted a third aria text
for the final aria, Torna la pace al corg sent by
Leopold with his letter of 4 January 1781; it met
with approval. The new aria-text in Varesco’s
hand was accompanied by a request that his
second aria text appear in print: "Two German
alternative translations by Schachtner of the new
replacement ariaTorna la pacé were included in

the same letter, along with, however, Varesco’s
demand that the text of the second arggZio e |l
destirt, should be printed in the libretto. In the
same letter, Leopold made the suggestion that
both texts should be printed in the libretto. But
Seeau appears not to have taken up this
suggestion. The Mozarts, father and son, kept
insisting to the last, out of loyalty to Varescoat

his everyline be printed, (Leopold was more
adamant than his son in the matter) and at the
same time Mozart's score shortly before the
premiere had already departed in many passages
from Varesco’s libretto. The decision was then
made to print a second libretto, as Seeau was
understandably loath to put into the hands of the
Elector and those of the opera’s other high-born
patrons a printed text that was so often at odds
what they heard sung. For some reason the
identical title-page from the first libretto was
carrried over to the second, even though the
mention of Schachtner’'s German translation made
no sense, and must have led to some confusion at
the time. The confusion has persisted to this day.
No edition of the opera or study of its music, with
the exception of the article mentioned in footnote
5! has taken account of what Libretto Il
represents: the state of the work in late January a
a time close to the premiere. Mozart does not
mention the printing of Libretto Il agreed in
Munich in his letters to Salzburg, and one suspects
he was loath to tell Leopold something that was
sure to incur his disapproval. It is also possible
that the decision was made even later than
Mozart's last letter of 18 January 1781. In any
case, this letter reports some of the same cuts
evident in Libretto Il: The rehearsal with the
third act turned out perfectly. One found that it

13 Cf. however David Cairns’ later article in the
booklet for thddomeneaecording under Colin Davis
(Philips).
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surpasses the first two by much. — Only the verse
in it is too long and consequently the music as
well [...] for which reason Idamante’s ari&lo, la
morte i0 non pavenidhas been omitted — which
has caused the people who have heard it in music
to sigh — and Raaff's final one as well — which
causes even more sighing — but one must make a
virtue out of necessity(18 January 1781).

Libretto Il corresponds to Mozart's score in
many other respects. The several unused strophes
for the choruses No. 15 and (No. 31) that were
printed in Libretto | now disappeared. The great
chorus O voto tremendo(No. 24), as well as
Idomeneo's PrayerAtcogli, o ré del mdr (No.

26) were both reduced to one strophe, which
deletions, indicated by pen-strokes in Mozart’s
autograph, have been rendered Wyde" in this
edition: we believe that cuts within these pieces
betray more necessity than virtue and should not
be used today. He did of course compose the arias
for ldamante and Idomeneo (cf. Appendix I/7 =
No. 27a and 12 = No. 30a) as well as a long
stretch of the sacrificial scene (Atto terzo, Scena
X, cf. Appendix 1/8); these deletions no longer
appear in Libretto Il (cf. facsimile on p. XXXVII).
His autograph score shows these deletions
unmistakably, with bold pen strokes through the
beginnings of the music that was cut. The Munich
manuscript (cf. IV) that served as a performing
score at the first production omits the the crossed
out music altogether. In his efforts to tighten Act
lll, Mozart even went as far as initially crossing-
out the eight-bar opening ritornello of No. 30 in
the Scena ultima in the autograph, but he
evidently changed his mind again on this point:
his two-fold Dies gilt [this applie$ in bar 2 (cf.
facsimile p. XXXVIII) and the fact that the
Munich copy of the score contains these 8 bars
indicate that the ritornello was played at the
premiere.)

One further revision of major significance
upon which the autograph, the Munich performing
score, and Libretto Il agree affects Elettra’s last
scene. Mozart replaced the ariaD'Oreste,
D'Ajace ho in seno i tormefit(Appendix 1/11 =
No. 29a) with a new obbligato Recitative using
only 8 textual lines of the original Recitative’s,1
thus the doubts expressed in early January (on the
3% about a long scene for Elettra at this late stage
in the opera had been pursued to their logical
consequence. For the otheactors' to stand
around while Elettra ranted on as if in a vacuum
would be Very awkward. On the other hand it
was unnatural for the other principals to troop off
the stage just so that Madame Elettra is left
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alone' (3 January 1781), only to come on again
after she concluded. There was no other solution
but to sacrifice the aria. An aria wasot suitable
there' (as Mozart wrote of Ildamante’s last aria)
and made apgoor figure', as he put it referring to
Idomeneo’s Cavatina originally planned between
Nos. 18 and 19, if it impeded the stage actioa at
time when it should be speedy. From a purely
dramatic point of view, Elettra’'s aria was
dispensable, because it tells us nothing further
about her that we did not already know from her
raging scene and aria in D minor (No. 4). Mozart
turned the occasion to advantage as only he could.
He composed a short but incomparably fiery
recitative leading to Elettra’s exit, surely one of
the most dramatic in all opera. Mozart's final
intentions with regard to Elettra, as rendered in
our edition, have not only been disregarded but
willfully garbled in the A.M.A. (cf. Critical
Report).

Another lengthy saga came to an end, or
nearly to an end, when Mozart specified in his last
letter: "The speech of the Oracle is still much too
long — | have shortened it — Varesco does not need
to know anything about all this, for everythinglwil
be printed as he wrote'it(18 January 1781). The
words 'still much too long suggest that a cut had
previously been made in Varesco’s original long
speech. Mozart had complained to his father about
the length of La Voce in a letter of 29 November
1780. Leopold replied on 4 December 1780,
promising a version shortened by Varesco. Thus it
is possible that the long speech printed in Lilrett
| and composed by Mozart to 70 measures in
Adagio (Appendix I/9 = 28c) is already shortened
relative to what Varesco originally wrote. Or, as
seems more likely, shortening the speech was
forgotten in the final rush to get the libretto and
translation copied and sent off to Munich on 22
December 1780. In any case an intermediate
length is represented by the condensation of the
long version to 31 measures (Appendix 1/10 =
28d), preserving the crescendo-decrescendo swells
originally suggested by Leopold (see I/b). This
may represent Varesco’s cuts aftes letter of 29
November 1780. This version is crossed out in
Mozart's autograph. A third version is present in
the autograph, (No. 28a), consisting of only 9
measures and 13 words. It abandons the dynamic
swells except for one chord, the final one. This
may be what Mozart refers to in his letter of 18
January 1781. But it does not correspond to the
text of La Voce printed in Libretto .

Economic considerations entered the
picture during the last stages of putting the opera
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together. In his second letter of the new year
Mozart began by sayingThe biggest news is that
the opera has been put off by 8 days again — the
dress rehearsal is not until the 27...] and the
first opera on the 29— why? — probably so that
Count Seeau can save a few hundert Gulders.
(10/11 January 1781). It is difficult to see how a
one-week postponement would save money.
Perhaps because the date change meant one less
public performance before the end of Carnival.
Evidently the cost of the production was causing
concern. A few sentences later in the same letter
Mozart spells out more of the story: Have had
(alongside many other minor quarrels) a major
dispute with Count Seeau regarding the
trombones— | call it a major dispute because |
had to be very rude to him, otherwise | would not
have achieved anythingMozart had beenrtide’

with Seeau once before, when insisting that all of
Varesco’s text be printed (27 December 1780).
Whether such blunt tactics worked in the end is a
moot question. In the case of the argument about
Varesco's text the last word, represented by
Libretto I, was had by Seeau, who did not not
accede to the demand for extra players to
accompany La Voce. In the Munich manuscript
from which the opera was actually performed
there is a version of the piece for winds without
trombones (No. 28b). This is the only version in
which the text sung by La Voce matches word for
word the speech in Libretto II.

The postponement of one week allowed
not only more time for rehearsal, but also more
time for revision. It is probable that further cuts
were made in several recitatives, going beyond
those in Libretto II, although there is no definite
evidence that these cuts were applied to the
Munich premiére (cf. Critical Report). These cuts
can easily be seen as corresponding to Mozart’s
remark of 8 November 1780 that the recitatives
had been cut somewhat; of these, the cuts in the
recognition scene (Atto primo/Scena X) and in the
recitative at the beginning of Act Il (No. 10a) had
already been hinted at in Mozart’s letter of 19
December 1780. The changes apply principally to
passages involving ldomeneo, and have been
adopted in the main text of our edition as
representing Mozart’'s final wishes. The original
versions are in Appendix | (1-6).

Another revision involving the character
of ldomeneo, a major one, may have been made
just prior to the first performance in Munich, or
perhaps even during the course of the
performances. When Mozart acceded to Raaff's
request for a lyric Aria in Act lll, he hinted (15
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November 1780) at difficulties Raaff would have
with his aria di bravura "Fuor del mal, in Act

Il. It is unclear whether Mozart had actually
written the music or merely imagined it by mid-
November. In any case, the music did not reach
Raaff as early as was usual, for two weeks later
Mozart wrote: Yesterday morning Raaff was with
me again in order to hear the aria in the second
act. The man is as in love with his aria as always
only a young fiery man can be with his beauty.
For at night, before he goes to sleep, and in the
morning, when he awakes, he sings it: he said
[...]: | always used to find my own way into the
roles, whether in the recitatives or the arasut
here everything has stayed as it was, | don’t know
of any note which doesn’t accord with me, étc.
short— he is as happy as a kifigl December
1780).

This cheerful report makes it appear that
Mozart's troubles with his tenor were over. In
truth they were far from over. Raaff balked at
singing in ensemble he was a relic of an earlier
epoch, when the primo tenore in an opera seria
sang nothing beyond arias except perhaps an
occasional love duet. Raaff objected specifically
that his part in the quartetto (No. 21) was not
lyrical enough. Moreover, his dissatisfactions with
"Fuor del Mar' reached Mozart by an indirect
route. By the end of December Mozart was very
concerned about both problemBetke said to me
the other day that he had written to you after the
second last rehearsal, and amongst other things
that Raaff's aria in the @ Act is written contrary
to the text[...] the aria is written following the
words closely and it is absolutely the most
splendid aria in the opera(27 December 1780).

In the light of what Mozart said earlier (e.g. 15
November 1780) about Raaff's failing vocal
powers it would appear that complaints about text
expression were but a feint, a rationalization to
cover up another area of sensitivity. Might thd rea
problem have been Raaff's inability to cope with
formidable technical difficulties of Fuor del
mar'? If this were the case, perhaps the second
version of the piece, 12b, lacking most of the
coloraturas, was really written for him, although i
is hard to imagine Raaff choosing not to sing this
great showpiece with its vocal fireworks, its
cadenzas, its chance to earn an ovation. Practical
considerations must dictate whether the 12a or
12b should be sung in today’s productions. There
is no question that the original, 12a, is superior
musically to its replacement, 12b. In the AMA the
2nd version is assigned to Vienna but then doubts
are expressed:Whether the second version was
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already in use at the Munich premiere cannot be
clearly and convincingly recognised from the
autograph"** An unresolved question it still
remains.

II: The Ballet

I[domeneo was written for the finest
ensemble of the time — the Mannheim orchestra.
Mozart took full advantage of this unique
opportunity, which accounts for much of the
opera’s special character. The second night after
his arrival in Munich he was in the court theater,
i.e. the small Rococo hall in the Residence Palace,
built by Frangois de Cuvilliés the Elder from 1750
to 1753 — it was the first opportunity he had to
hear the Mannheimers in their new surroundings.
He wrote his father:"At the Elector's Court
Theater EsseXa tragedy by John Bankjvas
performed— and a magnificent ballet, the theater
was completely illuminated; the opening was an
overture by Cannabich, which | did not know,
because it is one of the recent ones. | assure you,
if you had heard it yourself, they would please you
so much and touched you, as they did me! And if
you had not known beforehand, you would
certainly not have believed it. Come soon and
hear them. Admire the orchestrd+8 November
1780).

To the magnificence of the Elector's ballet
troupe, in fact, we owe one of the most individual
features ofldomeneg the great orchestral suite
with which it concludes. Yet it has never been the
practice, subsequent to the initial production, to
include the Ballet. The reason for this was perhaps
that subsequent generations wankédmeneoto
resemble as closely as possible Mozart's later
Viennese operas, which had gained popularity
earlier and had fixed a certain image of the
composer in the public mind. One of the main
departures of the present edition is to restore the
Ballet to its proper place as an integral parthef t
opera. That is how Mozart conceived iNdw |
am completely submerged in work. | have not yet
finished the third act; and then | have the horor
because it is no separate ballet, but a divertiment
belonging to the opera — of writing the music for
it. This suits me well, for then the music is irdlee
by a mastel. (Wolfgang to his father, 30
December 1780).

In style and dramatic content, the ballet
music is indeed at one with the whole of opera and

4 Editorial Report by Paul, Count of Waldersee on
Series V, No. 13Idomened, Leipzig, 1883, p. 68.
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of as high quality. Not until his last letter is
Mozart able to relate that he has finished dll. "
have not been able to write the score for copying,
because | have continued to be busy with the
cursed dances — praised be God — now | have it
behind mé. (18 January 1781). The Ballet must
have made demands on the orchestra. Coming
after an unusually long opera, it required superior
powers of endurance. Leopold advisedry' to
keep the whole orchestra in a good mood, to
flatter them and to keep them well-inclined
towards you by lavishing praise on all sections;
for | know the way you write, it requires from all
instruments continuous and most astonishing
attention, and it really is no joke when the
orchestra is under strain for at least three hours
with such application and concentratidn(25
December 1780)ldomeneois without doubt an
opera of unusual dimensions, and Leopold
Mozart's estimate of dt least three houts
(including the Ballet) was probably too shbtt.
But apart from the duration, the virtuosity of the
Mannheimers had never been tested by a more
difficult score prior to this.

There is some problem of knowing just
what was performed of the ballet music KV 367 at
the original production. Mozart's autograph is
filled with deletions and corrections. As the balle
comes down to us (it was bound at some later
time), it does not make a satisfactory order of
movements. The last piece in the score was a
fragmentaryPassecaille Harald Heckmani did
not offer any suggestion regarding its formal
function. It is our hypothesis that Mozart left the
piece in an unsatisfactory and unfinished form
because it was cut at some time prior to the
premiére. It could never have been intended as an
ending to the opera in any case. The key is wrong
(E) as well as the character, which is calm and
without intensification towards the closes. But
besides this, the ballet has a grand finale —én th
autograph it is markedPas seul de Mr. Legrafid
(the choreographer and balletmaster, it may be
recalled), beginning on p. 519 of our edition; afte
three tempo changes, it ends over a hundred
measures later with the most rousing "Mannheim"
crescendo. The music is cadential in nature
and represents one of the longest closing gestures
anywhere in Mozart's music. The triumph of D
major, reiterated over and over, might appear to be

!> Suggested shortening of the Ballet: cut p. 500 (m.
69) to p. 506 (m. 144).

16 Cf. NMA 11/6/2, Music for Pantomimes and Ballets,
p. XII.
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overdone. But it is not, for what is being
concluded is not just the Ballet, or a single Act,
but the entire span of the opera with its centegl k

of D major.

One cannot seriously believe that Mozart
intended this unabashed applause trap to be
followed by anything else, certainly not by the
dainty Passepiedn B flat (Appendix 1/13) or the
ethereal littleGavottein G (No.8a). Our theory is
that both pieces got to the bottom of the pile
because they too, like the unfinishBdssacalille
(with which theGavotteis linked) were cut before
the premiere. This surgery is no more drastic than
that represented by three arias and much else
deleted in Act Ill. One of the most heart-
wrenching sacrifices must have been the little
Gavotte for in addition to being as graceful a
representative of its genre as the century produced
it offered a beautiful transformation of the opera’
main melodic motive; cf. the woodwinds in m. 9
of the Overture. But perhaps, although excluded
from the final Ballet, it saw service elsewhere in
the opera? We have suggested as much with its
hypothetical inclusion as No.8a.

There are, properly speaking, several
Ballets inldomeneo The frequent crowd scenes
and dramatic choruses — more features of the work
that distinguish Idomeneo from other Mozart
operas — probably required the participation of the
dancers as well, for we know for sure that Le
Grand directed rehearsals of the pantomime of
fear and terror that concluded Act Il (cf. I/b/2dan
I/c). The embarkation March and Chorus before
the storm, Placido e il ma* (No.15) offered
further opportunities for great stage tableaux in
which the dancers could assist. Another place
where the Ballet troupe shouldered major
responsibility was during the (premature)
rejoicing at the end of Act I. The gre@taconna
which the chorus sings is in the best French
tradition, with its two contrasting sections
(couplety and its main sectionefl rondead; in
rhythm and phrase structure this is real dance
music. Act | ends with the Aridl"padre adoratd
(No. 7), according to both Libretti, and what
follow is an Intermezzo In the AMA Revision
Report these corrections of the Libretto, along
with those specifying a Pantomime appearance of
Neptune in Scene VIII of Act | were dismissed
because they do not occur in Mozart's autograph.
The point at issue here, however, is that Librétto
represents a later stage than Mozart's autograph of
Act I. It is significant that the description ofeth
Pantomimaand thelntermezzan Libretto | (early
January) was not deleted, as much else was, in
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Libretto Il close to the Premiére. When both
Libretti state that the Cretan Ladies expressed
their joy over the happy return of their peopleaby
Ballo after the disembarkation March (No.8), and
then by the Chorus (No.9), presumably the
audience expected to witness exactly that. Hence
the hypothetical suggestion of thBavotte as
No.8a in this spot’

lll. Vienna Revision 1786
a) General Remarks

After Mozart had left Munich for Vienna
in March 1781, he made several attempts to secure
further performances dblomeneo(cf. also 111/d).
He was finally successful in having the opera
performed in the palace of Prince Karl Auersperg
in 1786. But as this performance took place in
Lent (March), a staged realisation was not
possible. This must have been a particular
frustration for Mozart, because the Prince’s
private theater was adequately equipped and had
already hosted a series of opera performatices.
We know that the cast of the Vienna Idomeneo
performance involved the following persons:

Idomeneo ......... Giuseppe Antonio Bridi
Idamante ......... Baron Pulini
lia ...ccocovvennnnn, Anna von Pufendorf
Elettra ............ Maria Anna Hortensia,
Countess of Hatzfeld
A further outstanding participant was

Count Hatzfeld, violin virtuoso and close friend of
Mozart’s; although a member of the higher
nobility, he belonged to the best violinists of his
time and had studied in Paris with Pierre
Vachon®® His half-brother's wife, Countess

Hatzfeld, took part as Elettra; she was not only an
outstanding singer, but also an influential

" The Ballet Music KV 367 used here and at the end
of the third act is part of a repeat printing frofA
Volume 11/6/2,Music for Pantomimes and Ballets,
prepared by Harald Heckmann, whose Critical Report
to the volume mentioned is relevant in this context
The supplementary numbering in italics of individua
movements in NMA 11/6/2 was not adopted. The
references to the dancers in the autograph score.e
497, m. 26, were likewise omitteB4s de deuxstead

of Pas de deux de Mad. Hartig et'M\ntoineetc.)

'8 Dokumentep. 234.
19 Ernst Fritz SchmidAugust Clemens Graf Hatzfeld
in: Mozart-Jahrbuch 1954, pp. 14-32.
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patroness. Two months previously, on the same
stage, she had sung the title role in Gluck's
Alcesteunder the direction of the composer.

For the Vienna performance tdomeneo
fundamental changes were made, caused by the
the new voice taking the part of Idamante, sung no
longer by a castrato mezzo-soprano, but by a
tenor. For this role, Mozart wrote a new scene at
the beginning of Act Il (No. 10b = KV 490), a
Recitative and Aria with obbligato violin solo
(Count Hatzfeld) instead of the scene with Arbace
(= No. 10a). Mozart also re-wrote the love duet
llia/ldamante (No. 20b = KV 489); and in the two
other numbers in which Idamante sings in the
ensemble (No. 16 und 21), his part was changed,
resulting to a certain extent in changes in themoth
vocal parts. In the present edition, the Vienna
vocal score is always printed in second place. The
tenor as Ildamante sang the other sections of his
role an octave lower, an option which is indicated
in this edition by an8 in square brackets under
the treble clef (cf. also V/b/1).

Mozart noted the two replacement
numbers in his (No. 20b and 10b) in his work
catalogue on 1March 1786, three days before the
performance on 10 March 1786:

"A duetfor my opera Idomeneo. For Frau
von Puffendorf and Baron Pulini.
Accompaniment2 violins, 2 violas, 2 oboes, 2
bassoons, 2 horns and bass."

"Scena con Rondavith violin solo for
Baron Pulini and Count Hatzfeldt in the opera
mentioned aboveAccompaniment2 violins, 2
violas, 2 clarinets, 2 bassoons, 2 horns and bass."

So while the Vienna revision as a whole
points to Idamante as a tenor, this state of affair
is cast into doubt by Mozart’s notation in thistpar
In the new aria (from No. 10b) he wrote the vocal
part in the treble clef, and some passages prove
that he was in fact thinking of a high voice: the
dialogue between solo violin and voice in the
measures 47-49 would for example sound best
with the two solo parts beginning in unison, that
is, as notated; the aria can however be sung
effectively by a tenof®

0 Recitative and ariaMisera, dove sotil- "Ah! non

son io che parl§ KV 369, written for Countess
Baumgarten, was performed in a concert under
Mozart's direction in Vienna on 23 March 1783 by a
tenor, Johann Valentin Adamberger; cf. Stefan Kunze
in NMA 11/7,Arias Volume 2p. XVII; cf. there also

p. XX: "Finally, an option in vocal performance
should at least be pointed out which for us today m
seem very strange, but was in no way unusual in
Mozart's day: namely that soprano arias could witho
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An ambiguity of another kind is found in
the replacament duet No. 20b: Mozart sets the
treble clef for both lIlia and Idamante at the
beginning of the piece (cf. facsimile p. XXXIV).
But Idamante’s part can be be sung from his first
entry (m. 11) onwards in tenor clef; corresponding
changes of clef were entered in the score by
another, early hand.

In the new vocal score, written out by
Mozart for the quartet (No. 21), he likewise
notated ldamante’s part in the treble clef, but the
part cannot be sung as it stands, for further on
Idamante (as tenor) has the reach the lugh
measures 92-96; he is also required to guitaro
on a highb® in measure 138. Other differences
between the two Idamante parts in Nos. 16 and 21
show that Mozart obviously put more trust in
Baron Pulini than in the castrato Dal Prato in
1781. In measures 17-18 of the quartet he helped
Dal Prato to reach the high g by anticipating if ha
a measure earlier in the first violins; with Pulini
on the contrary, the entry is with the violins - th
syncopation makes the voice-leading more
interesting.

Mozart's new versions of the vocal parts
for the two ensemble pieces, printed here in their
entirety for the first time, offer a further exarapl
of how he knew how to make a virtue out of
necessity. The tenor range of Idamante’s role
allowed Mozart to lead the voice continually to a
high and expressive tessitura, while the original
mezzo-soprano very often remained in a rather
deep or middle range when singing with Elettra or
with llia and Elettra. The improvements in the
second half of the quartet are particularly
revealing, for which the diminished chord with
fermata (m. 110) may serve as an example. The
same spot illustrates how Mozart exchanged llia’s
and Elettra’s parts so that the latter lies hightes;
reason for this is probably the individual
characteristics of Countess Hatzfeld's voice,
especially praised in the only report of the Vienna
Idomeneoextant, where she is also compared to
Nancy Storace:

"His [Mozart's] opera, too over-filled with
accompaniment, performed at the noble Prince
Auersberg’s, did not receive the applause which,
when one hears him at the pianoforte, one must
grant with clapping. Countess Hatzfeld, who sang
most finely (and, without wishing to diminish the
merits of Baroness Buffendorf, who also sang at

hesitation be performed by tenors and tenor arias b
sopranos; and p. XXI, footnote 72:The treble clef is
at this time no criterion for differentiating betare
pieces for tenor or soprario.
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Prince Auersberg’s), almost surpassing our
Storace, has made Mr. Mozart a wonderful
present. (From the periodicaPfeffer und Salz
Salzburg [Vienna], 17860n 5th April'®})

What applies to the revision of the Quartet
can equally be said of the Trio (No. 16), which
similarly profits from Idamante as a tenor. The
voice is expressively led several times to hagh
(mm. 79, 96, 101, 106, 112), through which the
part gains the effect of a melodic climax missing
in the original.

b) A new scene at the beginning of Act Il

In re-writing the first scene of Act II,
Mozart touched on what was without doubt the
weakest point in the Munich score of 1781. It has
to be admitted that the recitative Arbace/ldomeneo
does have a certain dramatic significance, in that
Arbace’s advice to banish Idamante along with
Elettra sets the whole Act in dramatic motion, but
the Munich Arbace aria (in No. 10a) is completely
superfluous as far as the plot is concerned. Mozart
reacted to the sweeping platitudes of the text with
music without marked character and of an
unsuitably old-fashioned pattern. The aria was
severely cut during the Munich performances, and
may even have been delefédit was therefore
predictable that the scene should make way for
another.

A new scene, No. 10b in our edition
(recitative for llia/ldamante and aria for
Idamante), in such an exposed place changes the
balance of the opera in several ways: the scene
strengthens that character amongst the four who
was most in need of a clear profile and greater
dramatic weight. With this opening aria,
Idamante‘s importance is increased; with it, he can
now become a credible partner for Ilia, who opens
the other two acts. The aria itself is a genuinely
lyrical piece, and in style and form very "modern".
Nowhere else does Idamante have such a lyrical
solo to sing — the closest is his first aria (N@. 2
but even there only in parts and interrupted by
dramatic contrasts. Likewise, Dal Prato's
technical limits had caused Mozart to put more
emphasis on the orchestral colors than on the
vocal part® — If one considers the new recitative

I Dokumente, p. 236.

22 Cf. Editorial Report of the AMA (Series V), p. 70,
Section 5.

2t is possible, but cannot be proved, that thet fir
Idamante aria was deleted or shortened for thenden
performance. His second aria (No. 7) was, accortting
Otto Jahn\\V. A. Mozart I} 3/1891, Beilage XII, p.
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between llia and Idamante, preceding the aria
(Rondo), it becomes clear with what mastery and
ease Mozart could resume the style and musical
language ofldomeneo even while in the middle

of theMarriage of Figara

I[damante’'s Rondo has two sections in
different tempos and should not be confused in
style and form with the (instrumental) Finale
Rondo. This kind of aria belongs to the favorites
of the time around 1780 and is described by
Esteban de Arteaga as follows:

"Non tutte quelle Arie somiglianti in parte
ai Rondo, son veri Rondo; ma son Arie grandi, e
sublimi, che contengono due motivi, 0 soggetti,
uno lento, e l'altro spiritoso, replicato due volte
solamente, le quali Arie sono certamente migliori
delle cosi dette Arie cantabile antiche, perche piu
naturali, pill vere, e pill espressiVé.

("Not all those arias which partly resemble
Rondos are genuine Rondos; rather, they are
grand arias, sublime, which contain two motifs or
subjects, one slow and the other spirited,
presented only twice. Arias of this kind are
certainly superior to the old so-called cantabile
arias because they are more natural, more
veracious, and more expressliye.

The closest parallels toNon temer, amato
bené in Mozart's own works is, likewise inB
Belmonte’s Rondo Wenn der Freude Tranen
flieBert. With a length of 172 measures, this
Rondo competes with Idomeneo’s large-scale aria
"Fuor del mal (No. 12a) and therefore appears
somewhat out of proportion in comparison to the
more modest domensions of its twin, llia’d &ia
(No. 11). As a consequence of its loose formal
structure, the Rondo does not lose substance when
its last episode and the reprise are cut: it is
therefore quite possible to leap from measure 115
straight to the coda (m. 153).

799) likewise deleted. Yet both numbers are oftgrea
importance for the musical substance of Act |, and
can therefore hardly imagine that Mozart could have
approved these deletions. The same applies to the
numbers 13 and 14 in Act Il, which Jahn maintains
were also deleted. Count Waldersee (AMA) appears
notto agree with Jahn regarding the deletion of Nos.
13 and 14 in the Vienna performance, in that hesdoe
even mention the matter in his Editorial Report.

4 Arteagale Rivoluzioni del Teatro musicale italiano
dalla sua Origine fino al PresentBologna, 1783-

1788, Vol. Ill, pp. 194 f.
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c) A new love duet

The text of the replacement duet KV 490
(No. 20b) probably originates from the same
unknown source as th&cena con RonddV 489
(No. 10b). Some linguistic eccentricities are
common to both: line 7 of the Rondd\dn mi
posso, oh Dio, spieggr enables a direct
continuation with the duetSpiegarti non poss'io
Why Mozart preferred to replace the text and
music of the love duet becomes clear when when
one compares Nos. 20a and 20b with each other
and then compares the two revised but not
replaced ensemble numbers (Nos. 16 and 21).
There was no question of Mozart’'s wishing to
change in any fundamental way the the grand
quartet (No. 21) — the tonal and emotional center
of the final act —, for he had declared it his fateo
piece: The more | imagine it on stage, the more
effective the quartet seems to fne. ] So far,
there is nothing in the opera with which | am so
satisified as with this quartét.(Letter to his
father, 27 December 1780).

The trio (No. 16) is not a very powerful
piece with regard to its text and dramatic situatio
but it does certainly have essential tonal fun&ion
its key of F major is prepared by the numbers 12
to 14 in its dominant. In addition, Mozart had
included it in his overall plan in as much as he
anticipated in the middle of the number (mm. 25-
27) the storm music which breaks out at its end. In
his discussion of theldomeneo ensembles,
Hermann Abert names the trio ammmmaturé
composition inconsistentwith the full energy of
the later Mozart and the dramatic situation.
When Abert speaks of theAhdante beginning
quite Scarlatti-liké, he implied further that the
style is old-fashionef Mozart himself
contradicts this judgement when he — consciously
or unconsciously takes up again some
characteristic traits of this trio in a "mature" nkp
the Andante cantabilélikewise in F major) of his
C major String Quartet KV 465. This, along with
the fact that Mozart performed the trio in 1786
with only small changes and improvements,
confirms the evidence that this ensemble piece is
thoroughly Mozartian and worthy of his
compositional style.

The weaknesses of the original love duet
(No. 20a) become obvious above all in its second
section Allegretto im % time). A nothing less
than child-like characterisation of llia and
Idamante cannot be denied here. Mozart

% Abert,W. A. Mozart | Leipzig /(1955), pp. 703 f.
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concentrated totally on the feeling of joy, which
he portrayed in the simplest and least demanding
of colors, so that one might suppose it was only
there to spare Dal Prato for the following grand
quartet. It is difficult to believe that these two
lovers, so young and naive in this setting, is the
same pair that, immediately afterwards, resolve to
die for and with one another. The tone in No. 20a
is simple and light; dance-like movements in 3/8
time in serious operas are otherwise to be found if
at all in scenes of pastoral character. At no other
point was Mozart so close to calling into question
the elevated and serious tone of the whole opera.
Regarding the necessity of preserving the various
genres in their pure form, he himself wrote (letter
to his father 16 June 1781)AS little as one
should find trivialities in an opera seria, and
much that is scholarly and rational, in the same
way there should be little that is scholarly in an
opera buffa, and correspondingly more that is
trivial and amusing. Particularly suspect in No.
20a is the four-measure cadential passage which is
repeated three times in succession (mm. 56-67).
Its staccato articulation, in which even the
bassoons participate, suggests a model from a
comic genre. The two lovers are transformed into
Papageno and Papagena, and this in a situation in
which, in view of the test to come, they should be
showing the strength of Tamino and Pamina.

The duet No. 20a could have been adapted
without difficulty for the Vienna tenor role of
Idamante, but Mozart chose not to do this. He
rejected — apart from some details — not only the
original setting, but also, as already mentioned,
the original text. Serious characters should not
"chatter". If Varesco had followed this best of all
advice at the end of 1780, he would not have have
taken in refuge in so much agitated dialog and
broken lines gtichomythia of this kind. Christian
Gottfried Krause, who had formulated the limits
of the possible in a duet, had at an earlier date
advised that dialog should consist neither of
common questions and answers nor of short
statements, since neither of these is suitable for
the expression of serious feelirfds.

Instead of the roughly 100 measure
Munich duet, Mozart set a tautly constructed
sopran-tenor duet of only 39 measures (No. 20b)
in which the key and some other characteristics of
the earlier duet were incorporated: the
instrumental introduction remains, but now llia
has the first entry. The dialog starting at measure
17 consists of one line for each of the loversraft

% Krause Von der Musikalischen PoesiBerlin, 1752,
p. 327.
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which both sing then sing together for the first
time, but not in thirds or sixths. By means of a
rising chromatic line in the bass (as in m. 16),
Idamante introduces a new, chromatic figure to
which llia responds with an independent
counterpoint. Thus the mood, already whipped up
anyway, is intensified to unlimited heights. And
Mozart does even more: the violins seize their
independence, are led in contrapuntal lines high
above the voices, and an extended chain of
dissonances resolves in long, descending sighs.
Even the violas have their own melodic life. This
writing in more than four-part polyphony is
characteristic of what one could term the
Idomeneo tyle. It is really astonishing how
Mozart, while he was fully involved in the
composition of another operaFigaro), could
transport himself into the atmosphere of an earlier
work and conjure up its spirit once again. No. 20b
(KV 489), this breathless and seamless piece, has
the effect of a single, continuous emotional
crescendo. In this, it resembles the great Death
Quartet (No. 21), and it seems to prepare the two
lovers and the audience for the imminent shocks,
for the quartet, in which such deep and personal
emotions are set loose that Mozart himself broke
into tears and could not continue singing his part
(surely that of Idamanté.

d) Plans for further revisions

Mozart never lost interest in his Munich
opera of 1781. Soon after his return to Salzburg he
was already cherishing the plan of performing
Idomenedhere. In May 1781, at Countess Thun'’s,
he played the score to the theater director, Count
Rosenberg, in the presence of Baron Gottfried van
Swieten and Baron SonnenféfsHis hopes of a
performance in the following autumn on the
occasion of the visit of the Grand Prince Paul of
Russia remained unfulfilled, for Gluck had bagged
the field with his two most important dramas;
Mozart commented in a letter to his father:

"If only Iphigenie or Alceste were to be
performed, | would agree, but having both is very
unpleasant for me; | wish to tell you the reason.
The man who translated Iphigenie into German
[Alxinger] is an excellent poet, and | would have
liked to have given him my Munich opera to

7 Cf. A Mozart Pilgrimage. Being the Travel Diaries

of Vincent & Mary Novello in the year 1829
transcribed and compiled by N. Medici di Marignano,
edited by Rosemary Hughes, London, 1955, pp. 114 f.
2 Alfred Orel,Grafin Wilhelmine Thunin: Mozart-
Jahrbuch1954, pp. 89-101.
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translate. 1 would have changed the role of

Idomeneo completely and written it for Fischer as

a bass role and made several other alterations
and done everything in a more French style.

Bernasconi, Adamberger and Fischer would have
been delighted to sing it, but now they have two
operas to learn — and such strenuous operas —
that | have to excuse them, and"a&era would

be too much anywday(12 September 1781).

A Germanldomeneowith a libretto by
Johann Baptist Alxinger would without doubt
have led Mozart to an opera of a completely
different kind. Of course, it would not necessarily
have been a better opera, in the same way that
Gluck’s masterworks did not automatically benefit
from being reworked in another language. In his
enthusiasm, Mozart may have overlooked some
difficulties to be anticipated due to the limits of
the Vienna opera ensemble.

It is certain that Johann Ignaz Ludwig
Fischer as bass would have offered an effective
vocal contrast to the tenor Johann Valentin
Adamberger, especially in the two scenes between
Idomeneo and Idamante (Atto primo/Scena X and
Atto terzo/Scena IX), and Mozart was probably
thinking of rivalling the splendid effect achieved
by the contrast between high and low male voices
in Gluck’s Iphigenie en TaurideBut at the same
time, doubts were being voiced whether the placid
Fischer was suitable for serious rofésin
Mozart’s own hurtful words (29 August 1781), the
aging Antonia Bernasconi had hardly anything left
but her acting abilities. Her appearance as llra (o
Elettra?) would then have hardly brought about
any inprovement in the parts under consideration.
The practical consequence of a Vienna

29 According to theAllgemeinen Theater-
Almanach vom Jahr 178¥ienna, p. 124) he sang
"first comic and tender fathers, also caricaturees|
(quoted from NMA 11/7, AriasVolume 3, presented
by Stefan Kunze, p. XVII; Kunze collected there, pp
XVII f., some contemporary reviews of Adamberger
and Fischer).

Another article written at the time mentioned
Fischer as an actortHis behaviour makes him a good
actor if one gives him only roles which suit hislfady
and sober appearantéquoted from: Michtner, loc.
cit., p. 84). In contrast to Fischer, Adamberges wa
obviously a bad actor, for Count von Zinzendorftesi
on 30 July 1782 after a performance of mluction
from the Seraglio"Fischer[Osmin]joua bien Adam
Berger[Belmonte]est une statdg" Fischer[Osmin]
played well, Adam Berg¢Belmontelis a statu&)
(Dokumentep. 180); Mozart uses exactly the same
expression to characterise Raaff's acting (8 Novamb
1780).
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Idomeneo in German, whatever its artistic
advantages and disadvantages compared to the
original might have been, would almost certainly
have been its being adopted into the opera
reperoire.

The changes which Mozart finally made to
Idomeneoduring the Figaro year 1786 are small
compared to comprehensive revisions which
Mozart might have had in mind for the planned
competition with Gluck. In its kernel, the original
remained untouched; Mozart tightened it up where
necessary, and the resulting gain in intensity and
tension is Mozart’s finally legacy to this piece.

IV The Source¥

Libretto I A copy of the printed libretto
with both Italian text (Varesco) and the German
translation of Andreas Schachtner survives in the
Bayerische StaatsbibliothelSammlung Her 811
The title beginsiDOMENEO / DRAMMA/ PER/
MUSICA (see the facsimile on the left on p.
XXXIX). Use of the one-word title of the opera is
confirmed by the review of the first performance
in the Munchner Stats-, Gelehrten, und
Vermischten Nachrichten(1 Februar 17813
This libretto represents the state of the operaitabo
a month before the premiere (see I/d above). It
was the sole literary source used by Count
Waldersee in preparing the AMA edition.

Libretto II: A copy of the printed libretto
with Italian text only, but employing the identical
title-page of the first libretto (with its referem¢o
the German translation! Cf. facsimile on the right

% Here are details of, besides the two printed tibre
the musical sources used for the editing; a coraplet
catalogue of sources is contained in the Critical
Report.

31 Dokumentep. 170. — The usual title of the work
today is in several partllomeneo, Re di Creta, ossia
llia ed IdamanteThis originated with the first printed
edition of the score of 1805 (Bonn, N. Simrock,
publisher's numberd44); there the opera is described
asDramma Eroico In the Nesselrode Score (see
further below in this section), the title istomeneo.
Opera SeriaMozart himself, in his letter of 6
December 1783 from Vienna to his father, called
Idomened'die grolRe opera(Bauer-Deutsch lll, No.
770, p. 293, lines 8f.). Perhaps it would be evetteln
to call it "grand opéra”, because that expresses th
"international”" synthesis achieved in this worlOur
edition (cf. p. 1 = intermediate title before the
overture) follows the title version in the two ldtti.
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on p. XXXIX), is preserved in the Bayerische
Staatsbibliothek (signumBavarica 4015 XiII, B
This libretto dates from shortly before the
premiere. With the aid of it we are able to
ascertain what was actually performed under
Mozart's direction on January 29, 1781; it is thus
key document upon which the present edition is
based. As a result of neglecting the definitive
libretto and following the earlier one, Waldersee
assigned several revisions to the 1786
performance in Vienna when they actually
pertained to the original production (see the
Critical Report for details)

The AutographActs | — Il and the Ballet
KV 378 — bound separately in four volumes —
belong to items from the former Preullische
Staatsbibliothek, Berlin, transferred elsewhere
during World War II. Since then, Act | (with the
Overture) and Act Il have been lost. Act Il and the
Ballet are today in the State Library Berlin —
Prussian Cultural Heritage (Music Department).
The Vienna revisions of 1786 concerning Act Il
are bound into the score, along with the versions
they were intended to replace: No.20b = KV 489
is bound at the beginning of the volume, while the
revised vocal parts for No.21 are written on two
leaves (supplemented by a single leaf written on
one side only in the State Library Berlin —
Prussian Cultural Heritage (Music Department))
immediately before the score of the Quartetto. The
autograph of No. 10b, once thought by Constanze
Mozart to be in the possession of the Hatzfeld
family,*> reappeared later in the Poelchau
Collection, went from there to the former
PreuRBische Staatsbibliothek, Berlin, and has been
lost since the end of World War |l.

The Munich Score Copgand performing
material): A full score and (now lost) parts were
made for the original production. These are listed
in an early 19th-century catalogue of court music
discovered by Robert Minster in 197atalog
Uber samtliche Kirchenmusik, welche sich in dem
Magazine der Konigl. Hofcapelle befindéit the
end is a list ofOperas by various Masters
including 'No. 6 Idomeneo by Mozart, concert
parts and Horn | missirig All that remains in the
Bayerische Staatsbibliothek in Munich today is
the score of Act Ill (signum: Mus. Mss. 6806; cf.
also I/d). It is, according to Robert Munster, e t
same hand that copied the carnival opera of the
previous year (1780Telemacoby Brau); it was
then probably a copyist who came to Munich with

32 Bauer-Deutsch IV, Nr. 1285, Constanze to J. A.
André (21./27. 2. 1800), page 322, lines 128f.
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the Mannheimer Cappelle, for there is no other
evidence of him in Munich.

The Nesselrode Scor@here are several
copies of the full score dating from the 18th
century which may claim attention because of the
disappearance of the autograph to Acts | and Il
None is more scrupulous or authoritative than the
three acts (without the ballet) in Vienna,
Oesterreichische Nationalbibliothek in Vienna
(signum: S. m. 4709). It came from thgr&fl.
Nesselrodeschen schlossbibliothek
Ehreshoveh ("The castle library of Count
Nesselrode at Ehreshov@hhe scribe, whoever
he was, took greater pains than any other to
duplicate Mozart's autograph as it stood without
copying "improvements”. A detailed comparison
of the Quartetto (No. 21) as copied in severalyearl
scores will bear this out (see Critical Report).

ZUu

V. The Edition and Performance Practice
a) General remarks on the edition

The Nesselrode score has served as the
main musical source for this edition in Acts | and
Il in lieu of the autograph, which was available fo
Act Il and the Ballet KV 378 (the sections of the
ballet music used are presented, as already
remarked in in footnote 20, as a repeat printing
from NMA 11/6/2.)

The main part of our edition presents
Idomeneoin the version of the Munich premiére
of 29 January 1781 (cf. | and Il); in this parteth
Vienna revision of 1786 is integrated (cf. 1ll) so
that the two replacement numbers are priatieer
the originals (No. 10a/b and No. 20a/b); the vocal
scores of the two ensemble numbers Nos. 16 and
No. 21 are included in the complete score. The
guestion of whether the two consecutively printed
versions of Fuor del maf (No. 12a/b, each with
its own connecting close in the recitative) should
be assigned to Vienna or Munich or instead seen
as alternatives for the Munich performances has to
be left open (cf. also I/d). Appendix | of this
edition contains the indisputable Munich deletions
and the original versions of the sections re-worked
and thereby shortened for the Munich premiere
(cf. 1/d). The speech of the Oracle (La Voce) has
been included in the edition in all its four verso
in such a way that the main musical text offers the
two alternative versions No. 28a and No. 28b with
or without trombones and in the appendix (I/9 and
10) the two rejected versions No. 28c and No. 28d
(cf. I/d).
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Regarding the editing technique, the
remarks on page VI (Editorial Principles) should
generally be referred to; beyond these, the
following exceptional procedures apply to this
volume:

1. An indication of the original ("old")
clefs for the vocal parts at the head of the setbre
the beginning of a number or a recitative has been
omitted; they are given instead in the cast list on
page 2.

2. The stage directions in the autograph
(third Act) and in the Nesselrode Score (first and
second Acts) as well as in the two libretti (I and
II) are indicated typographically as follows:
Autograph or Nesselrode Score:

a. IDOMENEO con seguito.
direction in the scene heading

b. (IDOMENEO con seguito.)
direction within the accolade.
Libretto Il:  [IDOMENEO con seguito,]
Libretto | (only in Appendix I)]IDOMENEO con
seguito.]
Editorial addition:(IDOMENEO con seguito.)

b) Special remarks on the Edition

1. ldamante: his part has the cgf in the main

part of the edition, whether for the castrato role
(Munich) or the tenor role (Vienna). This practice
is of course only used where both versions
coincide (Munich and Vienna); in the separately

printed parts, the Munich part has the J:f the
Vienna correspondingly the cl ¥ . (In Appendix
I, Idamante always has the c ¢%)

2. No. 4 Aria: in the flutes no distinction between
a 2 and I™ has been transmitted, but practical
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plausible explanation could be the obvious one:
Mozart wished to have a greater difference
between the tenor parts for Idamante and
Idomeneo (Vienna 1786) and therefore included a
lower alternative. This simple explanation turns
out, however, to be untenable: the Nesselrode
Score, which in all other matters betrays no
knowledge of the Vienna revision, has this double
notation as printed in our score, with the lower
alternative written in normal notation, while the
higher alternative is in small notes, thus reflegti
exactly the notation that Count Waldersee (AMA)
reported in the autograph. This allows us to
suspect that that the higher alternative is
secondary, that is, a subsequent addition. Even
more mysterious is the further fact that
ldomeneo’s part changes from tenor to bass clef
(see the evidence in the Critical Report). This
requires a more elaborate explanation: Mozart
initially sketched the part in bass clef before
leaving Salzburg for Munich in Autumn 1780;
that is, at a time when he did not know who would
sing the title role indomeneobut was no doubt
hoping that it would be the Mannheim bass
Giovanni Battista Zoncha. We arrive at this
conclusion by reading Mozart’'s comment on the
previous ariayedrommi intorno I‘ombra dolente
(No. 6) and taking it literally: If | had written it

for Zonca, it would have been fitted even more
closely to the tekt (Letter to his father, 27
December 1780). According to this, Mozart had
begunldomeneowith the Recognition Scene, and
this was then the central point of the opera a$ wel
as the earliest section of the autograph. — The
AMA decided to print the alternative versions
only in the short version of the recitative in the
appendix (No. II) but not in the main score,
although this led to the loss of some of the double
notation (cf. on this NMA Appendix I/3; in
contrast to AMA Appendix I, the NMA in its
main score consciously dispenses with the bass

experience suggests that those individual passages clef for Idomeneo and leaves the entire part in

marked by the editor should be play@@ — The
arpeggios in the flute (alwaysl™) have
traditionally always been accompanied by theater
lightning, released at the fermata in measure 76
(and also at the close) with thunder rolls.

3. Atto primo/Scena X or Appendix |/3opme
mysterious changes in the autograph made by
Mozart relate to the recognition scene in Act I. He
notates alternative versions for the part of
Idomeneo in dialog with Idamante (cf. p. 107 ff.,
m. 26 ff., with p. 538, m. [12] ff., where Idamante
is also affected once by this procedure). A

treble clefoctavo bassoCount Waldersee was
apparently confused by the notation in the
autograph, for he admits quite openly in the
Critical Report (p. 70, Section 3)it"is strange
and inexplicable that in this scene Idomeneo’s
part is not only notated in the bass clef but soal
conceived in a definitely bass range. The dotting
for the tenor voice is shown above in small nétes.
In fact, the lower alternative for Idomeneo never
leaves a comfortable baritone range, so that the
entire main role of the opera can be also be sung
by a lyrical baritone with a good coloratura
technique.
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4. Atto secondo/Scena IV or Appendix The cut

in the recitativeafter No. 12a (Fuor del mal)
demanded the sacrifice of a complete scene which
is printed in both libretti, Scena IVSire, da
Arbace intesi (Elettra/ Idomeneo). In comparison
with the two libretti, the main text of this editio
differs in the numbering of the scenes in Act II
after Scena lll; Scena IV Chi mai del mio
provad’) corresponds to Scena V in both libretti,
etc. In presenting the original version of the
recitative in the Appendix (I/6) the numbering
"IVa" and "IVb" was adopted instead of the "IV"
und "V" in the libretti, thus avoiding a different
scene numbering from that in the main text.

5. No. 15 Coro with No. 19 AriaMozart
stipulates clarinets in B for the two pieces in E
major, thus following the advice on
instrumentation he gave his pupil Thomas
Attwood (cf. NMA X/30/1, Attwood Studies, pp.
156 f., and Critical Report, pp. 79 f.) that clatis
should only be used in the tonic or subdominant
(i.e. in transposition C or F). As clarinets in & a
no longer in use, the parts are notated for cl&gsine
in A.

6. Atto terzo/Scena:Xhe cut in the Sacrifice
Scene (third Act), confirmed by autograph and
libretto for Munich (cf. facsimile p. XXXVII and
I/d), results in a completely un-Mozartian
progression: after a seventh chord or’ B
(originally resolved to Emajor: cf. p. 561, m. 114

= [1] f) the C minor of the Oracle follows
immediately. The editor therefore suggests instead
a smoother progression shown in small print (cf.
p. 471, m. 114 {.), not least on the assumption tha
in Munich a similar correction was entered in the
corresponding parts at the last minute.

7. No. 30 Recitativan the autograph, the last five
measures of Idomeneo’s final monolog are notated
twice. The version printed in Appendix Il of our
edition is probably the earlier one; it is at aater
less convincing in terms of instrumentation and
harmonic progression (m. 52!).

c) Remarks on Performance Practice

Idomeneowas the most French-oriented of
Mozart’'s major operas and in several respects. For
decades the Mannheimers had looked not to
Vienna as the capital of the musical world, but to
Paris, where much of their music was published
and performed, and to which they themselves
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frequently repaired to give concerts. What Mozart
said of the household of Dorothea Wendling —
"where everything is still half French-sweet
(letter to his father, 5 December1780) — might be
extended to the Mannheimer Kappelle as a whole.
In practical terms this probably meant that some
of the rhythmic alterations associated with French
playing were commonly applied. That the dotted
rhythms at the beginning of the Overture would
have been rendered as double-dotted seems
beyond question. This was one of the chief
characteristics of the old French Overture. Its
character is felt even more strongly in the
pompoud.argo that begins the final section of the
Ballet (Pas seul, where double dotting is
emphatically called for in the first and third
measures and in mm.11-16 following. That dotted
rhythm in general had certain French associations
for Mozart is apparent from a number of instances
in his works, and particularly from thielarcia

alla Francesein the DivertimentoKV 251. The
Marcia Guerrierafrom the intermezzo following
Act | of Idomeneo(N0.89) has so many parallels
with the Marcia Franceseone might believe the
earlier piece to be a study for the later; paradyl
characteristic of both, besides the ubiquitous
dotted rhythms, is the harmonic emphasis on a
modal degree (the supertonic e minor), and the use
of the winds paired in thirds, with little
ornamental figures, mainly written-out trills. This
is not to suggest that Mozart remembered the
Marcia alla Francesewhen he came to write the
opera, but that there were certain associations he
had concerning military Marches in the French
style, and they emerged again to lend their stamp
to theMarcia Guerriera(No.8). Appropriately so,

for at this point in the opera the French ballet
troupe of Le Grand had taken over and the post-
Act | Intermezzo had begun. Double-dotting is
certainly appropriate in No.8 too, but perhaps it
should be confined to the opening and the
cadential measures so that the whole does not
become excessively mannered. A lot depends on
the tempo, for which Mozart gives no indication.
It should be brisk enough so that the sixteenth
notes following dotted eighths sound very short
even when played strictly (without alteration) and
synchronized with the running sixteenth-note
passages in other voice-parts. The same applies to
the choral outbursts Nettuno s’onofi of the
Ciaccona (No0.99), which is also without tempo
marking beyond the dance title, which was itself
enough to communicate tempo, style and probably
much else affecting performance to 18th-century
practitioners — conventions that are all but lost
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today. Suffice it to say that the curious littlead-
measure introduction and the turning figure in the
violins with which the Ciaccona begins is not
without precedent; a remarkably similar beginning
may be found in th€haconneof Rameau’d_es
Indes Galantes No direct connection need be
assumed. Mozart is merely mirroring some of the
trappings of a genre of long standing.

Other numbers indomeneowhich lend
themselves readily to the possibility of double
dotting are Idomeneo’s heroic aria in D major
(No.12) and the C Major March (No.14) in Act Il
The last sixteen measures preceding Arbace’s aria
(No.22) and the beginning of No.23 are two places
in Act Il that would be appropriate for double
dotting. In 'O voto tremendb(No.24), the single
choral eighth-notes (e.g. m. 4) could be shortened
so as to coincide with the triplet eighths of the
accompaniment, but this would not work when
there are two choral eighths against the
accompanying triplet eighths (e.g. m. 11), thus it
is preferable to have the chorus observe strict
rhythm throughout.

Another device by which variety and
subtlety were gained in the French style consisted
of the so-callechotes inégaledvy which a series
of tones of equal value, slurred together in pairs,
would be modified in performance by making the
first of the pairs a little longer or a little sher,
thus approaching triplet rhythms. Something of
the kind could be introduced with good effect
when llia sings D’ingrata al sangue mio so, che
la colpa avrei (p.28, mm. 42 ff and p.32, mm. 82
ff). Idamante could then respond in kind in hisari
at the identical spot (No. 2: p.41, m. 33 ff., and
48, m. 104 ff.). A variety of Interpretation in
Idamante’s case would be all the more welcome
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notes under the simple recitatives (N¥mplice

is the proper 18th-century term, rs#cco which

is anachronistic and pejorative, being an invention
of the 19th century when the practice was dying
out). A variety of interpretations is often possibl
as to the harmony intended, because the composer
used figures very sparingly. The voice-part
provides the main guide, which must be
interpreted within the harmonic context and
traditions of the genre as Mozart used them, which
is well-documented in the frequent string-
accompanied recitatives in this opera. Textual
significance can also serve as a guide, partigularl
it there is a choice to be made between major and
minor.

While attempting to make the
harmonizations simple, and in keeping with good
voice-leading, we have also introduced some
variety in texture by using three- and five- aslwel
as four-part chords. Thicker chords are often
placed at the end of the recitatives to make the
cadence more forceful. Mozart provides many
precedents for this in the accompanied recitatives
(e.g. p. 227, mm. 24-27 etc.). Thicker texture has
also been used in a few special cases to call
attention to a significant chord (e.g. thé Bt
Idamante’s first entrance (p. 349 m. 19), which
returns in the same configuration at his second
appearance (p. 105, m. 7).

It is not the policy of the NMA to indicate
how the chords should be played at the
harpsichord. Theorists of the time make it clear
that a lot of variety was appropriate: upward and
downward arpeggios being the norm, to be
relieved occasionally by the absence of the same.
The accompaniments need to be enlivened further
with many embellishments. Ascending leading

because prior to this passage he had already sungtones and descending sevenths lend themselves

a similar figure (falling eighths slurred in pairs)
not once but four times.

b. Continuo and Recitatives

In keeping with the practice of the time,
Mozart wrote one bass line that sufficed both the
orchestral basses and ’'cellos and the continuo
‘cello (and perhaps continuo bass too, as
documented iconographically) who looked over
the shoulder of the harpsichord player at the full
score. The present edition separates the two
functions and introduces two staves where they
overlap.

The editor of the present volume has
realized the basso continuo as the chordal
accompaniment for harpsichord printed in smaller

particularly well to trills) and trills are also efsil

in order to slow the harmonic pace where stage
action requires it (e.g. when Idamante first
approaches his father and addresses him (p. 106,
m. 21) a trill with turn on the last eighth-note in
the highest voice would be proper to extend the
slight sense of distance that Mozart obviously
intends by the movement in the bass). The
sensitive and experienced harpsichord player will
determine from the dramatic and musical context
many other places requiring ornamentation.

When Mozart himself presided at the
harpsichord we may be sure that he did not
confine himself to playing in the simple
recitatives. Kunze has adduced evidence from the
theoretical sources to show that the harpsichord is
normally present in the orchestrally accompanied




New Mozart Edition

recitatives, but that its presence in the set numbe
was going out of fashion in Mozart's tirfffeEven
places where the orchestral texture is so thiroas t
suggest the harpsichord would be welcome (e.qg.
No. 16, mm.28-29) may not have warranted its
intrusion®* The function of the composer in the
set pieces seems to have been mainly remedial —
to set right at the keyboard what went awry in the
orchestra or with the singers. Haydn performed
this function at the keyboard as late as the
"London" symphonies of the 1790's. As to the
orchestral recitatives, it may be useful to male th
Rousellian distinction betweena¢compagnatb
(held chords in the strings) andbbligatd'(more
elaborate rhythmically and unified by recurring
motives)®® The former is close to simple recitative
and in this opera often emerges out of it. Thetatt
often goes to such lengths and complexity as to
approach the set piece. But the distinction is not
always so clear as this. In modern performances a
rigid exclusion of the harpsichord from the
orchestral recitatives is no more justifiable thtan
opposite, omnipresence of the harpsichord. Some
examples will serve to elucidate the flexibility we
have sought in the matter. Passages where the
strings enter only briefly in a recitative that is
mainly semplicewould gain in smoothness by
having the harpsichord and continuo ‘cello play
throughout, to avoid frequent shifting, which
would call too much attention to what is, after, all
of subsidiary importance. An example is the brief
interjection of the strings in Idomeneo’s first
recitative (p. 959, mm. 8-12). When the strings
take over, obbligato-fashion, at the end of this
recitative (p. 96) would Mozart have played along
with them? It is difficult to imagine Mozart's
hands leaving an unresolved diminished chord
such as we have left in m. 23. At the same time,
there is something to be said in favor of keeping

33 Johann David Heiniche®er General-Bass in der
CompositionPresden, 1728, p. 557, recommends
great freedom regarding chord structure and brgakin
Daniel Gottlob TirkKurze Anweisung zum
Generalbal3spield,eipzig-Halle, 1791, pp. 262f.,
gives concrete examples for the arpeggio.

% Cf. NMA 1l/7, Arias  Volume 2pp. XIXf.

% Loc. cit., p. XX: the harpsichord, Kunze argues
(based on Heinrich Christoph Koclournal der
TonkunstErfurt, 1795), would only draw attention to
the thin texture. It is important to realis§ Kunze
writes (following Koch), that figured-bass
accompaniment in the orchestra only has a gooateffe
if it has a thick texture and harmonic variéty.
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orchestral unison octave outbursts like this
unmitigated by the softening which chordal
realization would lend them. In a somewhat
similar case, llia’s first recitative (p. 249, mB0-
51) we have suggested that the harpsichord's
diminished chord in m. 49 be resolved. Yet it may
well have been Mozart's intention to have no
chordal sounds tempering the intentionally sinister
effect of the unison-octave trills in the strings
(connoting the character of Elettra). This reciti
provides an example of a situation that is frequent
in the opera: the strings drop out only
momentarily, the recitative being mainly
accompagnatoor obbligata We believe that in
such cases Mozart would have played throughout
the entire recitative. There is one piece of
evidence in the autograph which may, because it
is so extraordinary, confirm that the harpsichord
normally played in the accompanied recitatives.
At the spot already discussed, where Mozart
brings in the strings prior to Idamante's words
"Dunque i0 me n’andfp Mozart notates the
orchestral bass differently from the continuo basso
(see facsimile p. XXXV and p. 385, m. 34.) By
writing rests for the continuo bass, Mozart seems
to indicate that in this special case he does not
want the harpsichord sonority to dilute the special
effect of the A major string triad. Effectively, he
has expanded measure 35 5/ so that the A
minor cadence accompanying Elettra’s last
syllables "degnd will not be overlapped by the
shimmer of A major in the strings preparing for
Idamante's great moment. This brings up the
general subject of orchestral interjections vissa v
the vocal part.

Common Italian practice at the time was to
avoid an overlapping of voice and orchestral
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interjections>® A few hints in Mozart's autograph
indicate that such was his intention too, at least
when the moment was an affective one. His
spacing on fol. 44in the autograph of Act Ill (see
the facsimile p. XXXVI) makes it clear that he
wants theAdagio following Idomeneo’s naming
of the victim, where the first violins enter withet
principal motif, to begin after the two syllables o
the initial beat of the measure. This would
transform the measure to one of five beats as in
the above case. Another example where the
spacing in the autograph indicates a delayed
entrance of the strings is at the intensely
expressive moment when Idamante commends llia
to his father's care (p. 467, mm. 101-102). In
No.28a the trombones should not overlap the end

% Jean Jacques RousseRigtionnaire de Musique,
Paris, 1768: "RECITATIF ACCOMPAGNE est celui
auquel, outre la Bassecontinue, on ajoute un
accompagnement de Violons [...] ordinairement formé
de longues Notes soutenus sur des Mesures entieres
[...] RECITATIF OBLIGE. C'est celui qui, entremélé
de Ritournelles et de traits de Symphonie, obligerp
ainsi dire le Récitant et I'Orchestre I'un envérstte,

en sorte qu'ils doivent étre attentifs et s'attendr
mutuellement. Ces passages alternatifs de Réa@tatif
de Mélodie revétue de tout I'éclat de I'Orchestoat

ce qu'il y a de plus touchant, de plus ravissanplds
énergique dans toute la Musique moderne. L'Acteur
agité, transporté d'une passion qui ne lui perrastde
tout dire, s'interrompt, s'arréte, fait des rétomm
durant lesquelles I'Orchestre parle pour lui; st ce
silences, ainsi remplis, affectent infiniment plus
I'Auditeur que si I'Acteur disoit lui-méme tout gae

la Musique fait entendre [...]" ("Accompanied
recitative is that kind to which, besides bass iooiat,
one adds the accompaniment of violins [...] normally
consisting of long notes sustained over entire omeas
[...] Obbligato recitative is that kind which, mixed
with ritornellos and symphonic passages, oblige$os
speak, the performer and the orchestra to each, athe
such a manner that they have to be very attentide a
wait for each other. These alternating passages of
recitative and melody dressed in all the splenadur
the orchestra are the most touching, most ravishing
most energetic in all modern music. The agitated
performer, transported by a passion that doeslioot a
him to say everything, is interrupted, is stopdatis
quiet, during which times the orchestra speaks for
him ; and these silences, filled in this way, affibe
listener infinitely more than if the performer hiatis
said everything that the music communicates [...]")
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of the first utterance of La Voce (p. 472, m. 4) bu
should wait for one quarter note, as the spacing in
the autograph suggests. ldomeneo should also
wait for a quarter before beginning his final
monologue (p. 478, m. 9). This monologue poses
a special problem with its manifold junctures of
solo voice and orchestral commentary. If the
orchestra were to wait at every juncture until the
voice had finished, the result would be tediously
mannered, and indeed nothing in Mozart's
autograph suggests that such was his intention.
Here, as elsewhere, it is necessary to seek a
balance between keeping the vocal-orchestral
dialogue moving (best accomplished by
simultaneity) and pausing for special effect.

Mozart went to elaborate compositional
lengths to join the recitatives to the beginnings
and ends of the set pieces in this opera. llia& fi
aria (No. 1) inaugurated a series of ingenious
blurrings of the boundaries of the recitative
cadence, the last of which to be written was
No.10b. We may suspect that when Mozart was at
the keyboard he pushed further in the same
direction, especially in situations where the
recitative ended with the same chord with which
the set piece began. The practice of sustaining the
Dominant until the onset of the concerted piece
brought the Tonic resolution was referred to at the
time as attacca in cadenzalt is recomended for
the beginnings of Nos. 3, 11 and 15. In No. 2
Mozart actually writes the final chord of the
recitative cadence so as to coincide with the
beginning of the aria.

c) Ornaments and Appoggiaturas

An editor is constantly matching wits with
the composer in preparing an edition of a
masterpiece, and in no aspect is the task more
challenging or absorbing than the attempt to
reconstruct for modern performers what Mozart's
performers did by second nature. Four of the
original arias (Nos. 2, 10a, 12a, 30a) provided the
opportunity for full-fledged cadenzas which we
have provided as footnotes. They, or their
equivalent, must be viewed not as an optional
decoration but as stylistically necessary to a
proper rendition of the arias in question. In the
case of No. 12a, ldomeneo’s heroic aria on the
shipwreck metaphor, we have suggested an
unusually ample cadenza, in keeping with the
proportions of the piece (p. 248). It should betkep
in mind that the audience for which Mozart wrote
equated heroic posture with vocal heroics and that
virtuosity still had some association with the
"virtu" attached to overcoming great difficuties.
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All the more reason to regard the reduced version
of the aria Fuor del mal lacking most of the
coloratura (No. 12b) as an imperfect compromise
made for practical reasons, and one that does not
do full justice stylistically to the grand manndr o
the music. We stress this point again because its
exact opposite has long been maintained. Otto
Jahn, expressing a typical 19th-century viewpoint,
found that the revised aria thtough its
concentration on the essential elements has
gained an incomparably better fotfd Count
Waldersee discusses 12b in a favorable light,
stressing its practical advantages and in a manner
to suggest that he doubted any tenor could sing the
original versiort® It is true that the orchestral
practice of the 18th century made light coloratura
singing more feasible for a number of reasons,
such as volume, which was considerably less, and
pitch, which was lower. Bernhard Paumgartner
assigns No.12b to the revised Vienna version of
1786 and names Mozart's elimination othé
coloraturas and final cadenza from the big
Idomeneo aria ("Fuor del mar") a change both
happy and in keeping with the tinté8.In two
pieces (Nos. 10b and 31a) we have suggested
short interior cadences when a fermata comes at
the end of a section; vocal passages linking one
section to the beginning of another such as these
("Eingangé, as Mozart called them) may well
have been improvised in other pieces as well (e.g.
llia’s last aria, No. 19, p. 358, m. 81).

The appoggiature suggested in small notes
above the staff in the recitatives, and occasignall
in the set pieces, follow the tradition that hasrbe
evolving with NMA editions over the past two
decades, and towards which the prefaces of
Tagliavini and Kunze have made outstanding
contributions on the basis of the theoretical works
of Mozart's time? Our small contribution in
joining this ongoing debate will be restricted to a

37Cf. NMA 1l/7, Arias Volume 1p. XVII, and
Kunze’s essayAuffiihrungsprobleme im Rezitativ des
spaten 18. Jahrhundertis; Mozart-Jahrbuch 1968—
70, pp. 132-144, especially p. 136. The expression
"accompagnatbwas not as rare in the 18entury as
Kunze assumes (p. 134); cf. also footnote 39.

% JahnW. A. Mozartl, %1891, Supplement XII, p.
799.

%9 Cf. Editorial Report of the AMA (Serie V), p. 70,
Section 7.

*0ldomeneogdited by B. Paumgartner, Kassel etc.,
1955, foreword to the piano reduction (BA 4705a), p
V.
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few general remarks and an analysis of one scene
only in terms of what choices were made and why.

In attempting to achieve a proper balance
between too many and too few appoggiature, we
have striven to follow above all the counsel of
Mancini against exce$3If the present edition has
on the whole fewer suggestions for appoggiature
than in previous volumes of the NMA, it will be
seen to suggest at the same time more variety of
usage: more use of the under-auxiliary (described
in the sources as more expressive than the upper-
auxiliary), of the rising fourth (especially gooar f
guestions) or other intervals such an the falling
third. Mancini is adamant that in the most
common variety, the falling or rising second, the
former should occur only as a whole tone and the
latter only as a half tone. All sources agree that
lower auxiliary should be used only in half-tone
situations; Garcia allows both a half tone and
whole tone descendirfg.Yet rising appoggiature
of a whole tone have crept into the pages of the
most recent opera editions to appear in the NMA
(1I/5/17: Don Giovannj 11/5/19: The Magic Flute
[1/5/20: La clemenza di Tijo Besides a greater
variety of melodic possibilities we have
occasionally suggested variants on the simple
appoggiatura such as the quick snap or
acciaccaturaand the turning figure agruppetto

The basis for editorial suggestions
throughout the opera will be demonstrated by an
analysis of the possibilities and choices in llia’s
opening scene in Act | (p. 20 ff.) mm.1-4: Mozart
writes out the first appoggiatura on fiee-i"; the
under auxiliary of a half tone is well suited teth
rising inflection of a question anii-e?; the false
interval outlined by "llia in-fdi-ce" is motivic (cf.
p. 435, m. 78) and should on this account not be
veiled in any way by an appoggiatira.

1 Cf. The forewords to NMA 11/5/5Ascanio in Alba,
and NMA 1I/7,Arias Volume 1.

2 Giovanni Battista MancinPensieri e riflessione
pratiche sulcanto figurato Vienna, 1774, p. 42.

*3 Manuel GarciaScuola. Trattato completo dell'Arte
del Canto Milan (no date), Parte Prima, p. 50:
"Appoggiature. Puo essere superiore od inferiore: se
superiore, la si prende quale la richiede la scalad
un tono o ad un semitono di distanza; se inferisréa
pressoché sempre d'un semitdripAppoggiaturas.
Can be from above or below: if below, take it as th
scale requires, an interval of either a tone or a
semitone; if below, it is almost always done with a
semitone’)
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mm. 5-7 repeated notes other than at the end of a
phrase were sometimes given appoggiature, but
we do not believe that any word here is affective
enough to require extraordinary treatment; an
appoggiatura from above onpri-va" is not
necessary because the leap upwards coinciding
with the first beat already gives sufficient stress
also, the vowel "i" was the least musical in Itajia
and singers were wary of calling attention t&'it.

mm. 8-11: "geneeo-se" offers a good opportunity
for the most common falling whole-tone variety)
and the added stress on f" helps connect the line
and prepare for the ' sharp in the next measure;
the false interval on "pite-a" is enough by itself

to achieve the proper accent and an upper
auxiliary g" here would undercut the linear
progression f' — " sharp; Mozart ends the phrase
by using for the first time one of his most
expressive formulae for accompanying quentions,
the augmented sixth chord, resolving to a triad,
over which Nu-mi" in the voice would be
effective without any appoggiatura, but we have
suggested one, an upper auxiliary, which recalls
the @ — b' natural false interval at the beginning
of the scene; the®eflat — d" appoggiatura here
also anticipates the beginning of the orchestral
interjection in m. 12.

mm. 12-19 Mozart writes out the falling-fourth
appoggiatura on Vvo-i" as he does frequently,
which would suggest extreme caution about
adding this variety where he does not; an upper
auxiliary would be possible on dh-te" and on
"Ar-gi-va" but inasmuch as the c" is melodically
fresh in the first case no more accent was deemed
necessary; a d" natural appoggiatura in the second
case would call too much attention to itself (amd t
the vowel "i") and take away from the arrival of d'
as a melodic goal in m. 19; the arrival at thislgoa
is more forceful if not delayed by an appoggiatura
on "vo+a-ce."

mm. 20-26 Mozart specifies the appoggiatura of a
falling fifth on "ciel', the under auxiliary is the
only possibility on "aspetto”; at "lI-damante”
the pitch B is significant and should be stressed,
without delay. Mozart specifies a falling tritone
e™ — a' on "m'ac-cogessi."

mm. 27-30 appoggiature of the upper auxiliary
are possible four times in quick succession to fill

* Cf. Garcia, loc. cit., Parte prima, p. 44, and NMA
II/7, Arias Volume 1p. XIX.
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in the thirds on "prigiaiie-ra”, "contras-to," "Di-

0" and "affret-ti". But this would be monotonous.
Therefore we have suggested the under auxiliary
on the first (which would be more effective if the
orchestra does not overlap here). In the case of
"con4ra-sto”, where the melodic situation is that
of reaching from the fifth step up to the octavd an
then falling a third, we have suggested the
appoggiatura of the falling thifd. This special
appoggiatura then becames an anticipation of the
moment in Act Il when Idamante reassures llia of
his love (p. 194, m. 32) and of the moment in Act
[l when llia declares her love to Idamante (p.
367, m. 21). Di-o" and "affetti" are two words
that one hesitates to leave without some
appoggiatura, and we have suggested the same
descending second closing the melodic gap of the
third in each case; an ascending half tone would
have been possible with good effect andio”,

but we have held back because of the proliferation
already suggested in this line; ffae-re" demands

an appoggiatura and we have suggested the most
obvious choice.

mm. 31-40 an appoggiatura ondéggio" would
merely interrupt the melodic line when it should
be gathering speed; Mozart specifies the falling
fifth appoggiatura onvi-ta"; the upper auxiliary
we propose in the middle of the line azhl" calls
attention to the "i* sound, it is true, but the
situation is a truly affective one ("chi"
Idamante); fen-de" provides a good opportunity
to introduce the appoggiatura of the rising fourth;

> Raaff had rejected the text of Varesco’s second
attempt (‘Sazio € il destih) for his later deleted final
aria (No. 30a = Appendix 1/12) mainly because the
accumulation of this vowelnedulich war effRaaff]
ganz unwillig Gber das wort in seiner lezten ara;
rinvigorir — und ringiovenir — besonders vienmi a
rinvigorir — finf i — es ist wahr beym schlul} eireia
ist es sehr unangenehnf:Recently Raaff was
unhappy about the word in his final ararinvigorir —
and ringiovenir — particularly vienmi a rinvigorir
five i's — it is true, at the end of an aria itusry
unpleasant) (Wolfgang to his father, 27 December
1780; cf. also Wolfgang's letter to Leopold of 30
December 1780 and I/d). — It is striking that Mazaat
a melodic climax and an agogical accent for Raaff a
the end of the recitative in No. 10a (Atto
seconda/Scena ) oe fl" (cf. p. 174, mm. 33-34) —
further proof of for Mozart's lack of interest ing
original version of this scene, replaced in Vierma
1786 by No. 10b.
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Mozart specifies the appoggiatura of the
descending minor second ohrlia" and on "geni-
tor"; "pren-ce" could, in theory, be rendered as a
rising fourth or a falling second — the leap
upwards on the first syllable constitutes suffitien
accentuation by itself, however, and a high g here
would be out of the question because it would
interfere with the long-range linear motion from
& flat in m. 33 resolving to §' flat in m. 38;
"sor-te" and orte" are joined by the most
conventional appoggiatura of the descending
second.

mm. 41-50 Mozart specifies a falling fourth on
"lda-mante”; on "l'in-gra-to" the leap upwards of
a fourth provides sufficient accentuation; "sighs"
were traditionally interpreted by rising or falling
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questions than to provide ready answé&fsThus

the appoggiatura of a falling second in llia’s aria
on "fo-ge" (p. 26, m. 7 in No. 1) could as well be
a falling third. It could be argued as well that
Mozart would have written out the appoggiatura
here had he wanted one, since he did write them
out in many instances. Our boldest suggestion of
all in perhaps the multiple appoggiatura in the
Quartetto at "dwi-de" (No. 21).

*

Constanze Mozart announced the piano reduction
arranged by Johann Wenzel from theerious
opera Idomeneéoband engraved by Johann Berka,
published by Schmid & Rauh, Leipzig, 1796/97,
in Journal des Luxus und der ModegiWeimar,

seconds (see p. 198, m. 31-32 and the commentary Juli 1795) with various formulations, including:

thereupon in Section 1ll above), hence the rising
half tone suggested for "sp-ra"; "E-let-tra”
could be left without any appoggiatura, but the
measure as a whole would be more interesting
musically if there were a relief from the repeated
g'. "prin-cipessa” is sufficiently accented by the
leap of a tritone onto the strong beat; the
appoggiatura on Ar-go" fills in the third; an
appoggiatura introducing d" on fe-ne" would
lend too much importance to a relatively
insignificant word; the sense of "fuggiva" is
best expressed by singing it rapidly and without
the delay of affective ormament; "nairga" on

the other hand can be lingered upon slightly, and
we suggest the chromatic second rising as the best
way of translating llia’s dark thoughts on her "ri-
vale", which is a classic case for joining the skip
of a third with an appoggiatura of the falling
second.

mm. 54-69(= 1): Mozart specifies the falling
fourth in "intor.no" and the falling fifth on "spie-
ta-ti"; the big contrast at the end of the line "orsu
sbranate vendetta, ge-losi-a, o-dio, ed amo

re" is enhanced if an appoggiatura is saved until
the last word; an upper auxiliary would work as
well an a lower here, but the use of a lower throws
the next and last appoggiatura, an upper auxiliary
on "co-re" into more relief.

Suggestions for occasional appoggiature in

the set pieces have also been made. The need forthe Guggenheim Foundation.

restraint here is great, and we could not agree
more with the remarks of Stefan Kiinze to the
effect that the suggestionsdésire rather to

encourage independent involvement with these

"The lovers and connoisseurs of Mozartean music
will find in it all the beauties and merits of last,
which distinguish every work of Mozart’s from all
others, perhaps in even greater measure because
the subject-matter is heroic, and Mozart’s spisit i
most gloriously splendid in the great and elevated.
[...] for it is a masterpiece of his genius, and the
only one of the great works from whose use
contrary circumstances|[...] have not yet
withdrawn"*’

Up to the present day, no edition has been
successful in overcoming the “contrary
circumstances" which surround it. The editor of
the present volume hopes that this gap has been
closed and thus made known Mozart's true
intentions with a work which he himself valued so
highly: "one is indeed happy when one is at last
free from such a large and troublesome task — and
— free with honor and fame(19 December 1780).

*

The editor owes thanks on many sides: in the first
place to Wolfgang Plath and Wolfgang Rehm
(Editorial Board) for untiring support with the
editing over many years as well as to all the
individual libraries and librarians mentioned i th
Critical Report for providing the source materials.
A sojourn in Europe in 1967 and 1968 was
necessary in order to work with these materials
and was made possible by a generous grant from
The continual

“® Garcia treats the appoggiatura of the descending
third in the Parte seconda (p. 42) of his tracttineed
footnote 45.

" Cf. NMA 1l/7, Arias  Volume 1p. XX.
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editorial work since this time, which had to be
coordinated with the chairmanship of the Music
Department of the University of California
(Berkeley) found particular inspiration in a
performance ofdomenecstaged by the University

in 1969 — a shining touchstone for all grey theory!
Thank you for the warm participation of the entire
teaching staff in an enterprise of such time-
consuming proportions. My gratitude for valuable
pointers and suggestions goes to colleagues Alan
Curtis, Joseph Kerman and Michael Mann as well
as research-assistants Mary Alice Groman and
Jane Wilkinson and above all and not least my
faithful secretary Helen Farnsworth, not only for
providing the fair copy of this foreword in the
original English version but even more for her
understanding in the often difficult division of
labor between practical-academic and research
tasks. Finally, my thanks to Mrs. Gret Mann
(Berkeley) and Karl Heinz Fussl (Vienna) for their
help in the proofreading; Walther Durr (TUbingen)
and Pierluigi Petrobelli (Parma) provided
important guidance during the revision of the
ltalian text.

Daniel Heartz
Berkeley, April, 1972

Translation: William Buchanan

Idomeneo
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Facs. 1: Ouverture: page one of the currently aatthle autograph once kept in the Prussian Sthtarlyi
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Facs. 2: A page from the currently untraceablegrajth of the second act from: Ludwig SchiedernMozarts Handschrift in zeitlich geordneten
NachbildungenBuckeburg und Leipzig, 1919, Plate 30 = lastsueaof the Storm Music (after No. 16) and begigrohNo. 17 (Coro Qual nuovo
terrore!”). Cf. page 320, m. 16, and pages 321 - 322, mih. 1
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Facs. 3: Leaf"lof the duet attached to the front of the autogi@phct 11, “Spiegarti non poss'TpKV 489 (= No. 20b). Cf. pages 376-377, mm. 1-7.
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Facs. 4: Leaf 19of the autograph of Act Ill previously kept in tReussian State Library and now in the State LibBarlin — Prussian Cultural Heritage:
end of the recitativeCieli! che vedo?in Scena lll. Cf. p. 385, mm. 3-40, and for the@d measure (= m. 35) in the upper system cf. \Word (V/c/2).
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Facs. 5: Leaf 44of the autograph for Act Ill: mm. 77--79 from thexitative ‘Volgi intorno lo sguardo, oh sit€= No. 23). Cf. pages 435-436 and
Foreword (V/c/2).
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Facs. 6: A page from the Sacrifice Scene (AttodSeena X) = leaf 74f the autograph. Cf. page 471, mm. 112--114,magk 561, mm. 114 = [1]-[6],
and also the Foreword (I/d and V/b/6).
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Facs. 7: Leaf 9%rom the autograph of Act Ill: beginning of thee®a ultima (= No. 30,Popoli, a vol)




New Mozart Edition ma Idomeneo

Facs. 8, 9: Title pages of the two librettos: &ftl middle: Libretto I, right: Libretto II.




