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Mozart in Our Past
and in Our Present

Fifth Biennial Conference of 
the Mozart Society of America, 

in collaboration with the 
Schubert Club, the University of 
Minnesota School of Music, and 
the Center for Austrian Studies 
at the University of Minnesota, 

Minneapolis and Saint Paul, 
Minnesota, 20-22 October 2011

Although we welcome proposals 
for papers and lecture-recitals on 
any aspect of Mozart’s life, work, 
and legacy, we especially encourage 
proposals that deal in some way 
with the title of our conference. 
How important is it to take the 
present into consideration in 
our scholarship in order to serve 
contemporary Mozart audiences? 
What is the risk of forgetting the 
past or forgetting the present in 
our scholarly work? How are our 
historiographic narratives in Mozart 
studies informed by a perception 
of the past that is projected 
from our present point of view? 
Other possible topics: Mozart in 
contemporary fiction and film, and 
how our understanding of Mozart is 
changing and will change with the 
completion of Daniel Heartz’s three-
volume study of eighteenth-century 
music and Neal Zaslaw’s New Köchel 
Catalogue.
 Our conference will include 
a tour of the Schubert Club’s new 
musical instrument museum in 
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Abendempfindung, K. 523
The song Abendempfindung (Evening sentiment), K. 523, appears in Mozart’s 
Verzeichnüss aller meiner Werke with the date “den 24 ten Juny [1787],” designated 
“Ein Lied.”1 This is the term that Mozart uses to characterize other compositions with 
the same performing forces (voice with piano accompaniment) written during this 
period.2 Within the context of this intense phase of Lieder composition, which involved 
works of by far greater dimensions—it is the period during which he was sketching 
Don Giovanni—with this Lied Mozart attained a specific stylistic goal. Apart from Als 
Luise die Briefe, which is an actual dramatic scene in miniature, all the other Lieder 
composed during this period strictly follow the traditional strophic form of the genre, 
used up to that time: the music of the first poetic stanza is repeated in each of the 
following stanzas. This is not the case with Abendempfindung, which at first glance 
appears to be through-composed, with a musical structure that does not resemble the 
strophic pattern of the text in any way. It has been identified as such in the most recent 
edition of the Köchel catalog3 and by Saint-Foix,4 the author who provides the work’s 
most elaborate and insightful interpretation in any case. But actually Mozart creates a 
clear periodization of the musical discourse, which corresponds to the complete sense 
of the text rather than to its structure.
 The poetic text of this Lied, whose musical autograph has not survived, had 
been published a few years earlier by Johann Friedrich Schink5 with the title 
Abendempfindung an Laura and signed with the initial “C,”6 which Köchel, whom the 
old Mozart Gesamtausgabe and other authors have followed,7 associated with Joachim 
Heinrich Campe (1746-1818). It consists of six very regular quatrains, each of which 
comprises ten and seven-syllable lines alternating in an a-b-a-b pattern. Here I provide 
a verbatim translation that is by no means literary, but which I believe is necessary to 
illuminate Mozart’s composition. Precisely for this reason the translation follows the 
German text line by line:

Abendempfindung

Abend ist’s, die Sonne ist veschwunden,
und der Mond strählt Silberglanz;
so entflieh’n den des Lebens schönste Stunden,
flieh’n vorüber wie in Tanz.

Bald entflieht des Lebens bunte Szene,
und der Vorhang rollt herab;
aus ist unser Spiel: des Freundes Träne
fliesset schon auf unser Grab.

Evening sentiment

It is evening; the sun has vanished,
and the moon streams silver beams;
so flee life’s happiest hours,
gone away as in a dance.

Soon ends life’s bright scene,
and the curtain falls;
our play is done: tears of our friends
already fall on our grave.

continued on page 2
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downtown Saint Paul (the collection includes a Mozart letter) and will feature at least 
two lecture-recitals: by Jane Hettrick (on Mozart’s late works for mechanical organ, with 
a performance in the University of Minnesota’s organ studio) and Maria Rose (using 
replicas of late eighteenth-century pianos at the Schubert Club).
 Please send proposals by 15 March 2011 to John A. Rice, Department of Music, 
University of Pittsburgh, 110 Music Building, 4337 Fifth Avenue, Pittsburgh, PA 15260; 
e-mail: jarice at rconnect.com.

Marjorie Weston Emerson Award for 2011
The Mozart Society of America invites nominations for the Marjorie Weston 
Emerson Award, a $500 prize given annually for outstanding scholarly work 
on Mozart published in English during the two previous calendar years. The 
Award will be given in alternate years to books and editions, and to essays 
and articles. The 2011 Award will be for the best book or edition published in 
2009 or 2010.
 The selection will be made by a committee of Mozart scholars appointed 
by the President of the MSA, with approval from the Board of Directors.
 Nominations must be submitted by 24 July 2010 and should be sent via 
mail or e-mail to:

Kristi Brown Montesano
The Colburn School

200 South Grand Avenue, Los Angeles, CA 90012
kbrown@colburnschool.edu

 The award for 2009 will be presented at the Society’s annual business 
meeting in the fall of 2011 and announced in the Society’s Newsletter the 
following January.
 The Society reserves the right not to award the prize in a given year.

Dorothea Link Receives 
2010 Emerson Award

The Marjorie Weston Emerson award was 
established by Isabelle Emerson, founding President 
of the Mozart Society of America, in honor of her 
mother. The award for 2010, including a prize of 
$500, was to be given to an outstanding essay or 
article published in 2008 or 2009.
 The essay chosen by the members of the 2010 
Emerson Award committee (Kristi Brown, Thomas 
Bauman and Pierpaolo Polzonetti) is an outstanding 
combination of meticulous archival research and 
artful interpretation. The author reveals herself 
as the Sherlock Holmes of Mozart studies, able to reveal something new and insightful 
about an opera that has been thoroughly studied from every conceivable point of view, 
Mozart’s Le nozze di Figaro. The essay is a richly detailed presentation of the history 
of the fandango—including the connections with Benucci and Casanova—and of the 
mystery of the “Figaro dancers.” This illuminating study, highly pleasurable to read, is 
“The Fandango Scene in Mozart’s Le nozze di Figaro,” Journal of the Royal Musical 
Association 133, no. 1 (2008): 68-91, by Dorothea Link.

President’s Letter

Object

The object of the Society shall be the 
encouragement and advancement 
of studies and research about the 
life, works, historical context, and 
reception of Wolfgang Amadè 
Mozart, as well as the dissemination 
of information about study and 
performance of related music.

Goals

1. Provide a forum for communi- 
cation among scholars (mostly 
but not exclusively American); 
encourage new ideas about 
research concerning Mozart 
and the late eighteenth century.

2.   Present reviews of new 
publications, recordings, 
and unusual performances, 
and information about 
dissertations. 

3.   Support educational projects 
dealing with Mozart and the 
eighteenth-century context.

4.   Announce events—symposia, 
festivals, concerts—local, 
regional, and national.

5.   Report on work and activities 
in other parts of the world.

6.   Encourage interdisciplinary 
scholarship by establishing 
connections with such organi- 
zations as the American 
Society for Eighteenth-Century 
Studies.

7.   Serve as a central clearing 
house for information about 
Mozart materials in the 
Americas.

Mozart Society of America
Object and GoalsLet me begin with the good news that the MSA Board has elected four new 

honorary members: Isabelle Emerson, Daniel Heartz, Christoph Wolff, and Neal 
Zaslaw. I offer them my congratulations and refer you to the article announcing 
their election elsewhere in this issue.
 Another piece of happy news is that early in 2011 the MSA is publishing its 
first book: Paul Corneilson’s The Autobiography of Ludwig Fischer, Mozart’s First 
Osmin, which will be distributed free of charge to all current members. We hope 
to send it out to members in the envelope containing this newsletter. But if the 
publication of the book is delayed, it will reach you in a separate mailing.
 With my term as president ending next June, this will be the last newsletter 
with a letter from me. So although I have a lot to be thankful for, I will begin by 
thanking you all for giving me the opportunity to serve as president of the MSA, 
and to wish all the best to my successor.
 Looking back at the last six months, I can think of three events that call for 
expressions of gratitude. Two occurred at our business meeting in Indianapolis 
in November. First, Pierpaolo Polzonetti, chair of the Marjorie Weston Emerson 
Award Committee, announced that the author of the best article on Mozart 
published in 2008 or 2009 was Dorothea Link (for more details, please see the 
facing page). I thank Pierpaolo and his committee (the other member of which were 
Tom Bauman and Kristi Brown) for all their hard work, and congratulate Dorothea.
 The second event that took place in Indianapolis was a lecture-recital, “The 
Art of Nancy Storace and Francesco Benucci.” Dorothea Link introduced the three 
performers, all members of the faculty at Bowling Green State University: Jennifer 
Goode Cooper, soprano; Sean Cooper, bass-baritone; and Kevin Bylsma, piano. 
Singing arias from Salieri’s La grotta di Trofonio and La cifra, Sarti’s Fra i due 
litiganti il terzo gode, Paisiello’s Le gare generose and Il re Teodoro in Venezia, 
and Martín y Soler’s Una cosa rara, interspersed with commentary by Sean 
Cooper, they gave us a wonderfully vivid and memorable double portrait of the 
singers who created the roles of Susanna and Figaro in Le nozze di Figaro. With a 
stroke of programming genius, they ended their presentation with a performance 
of “Cinque...dieci...venti...trenta,” the duet at the beginning of Figaro, which took 
on new richness and meaning in this performance. Having brought Storace and 
Benucci to sonic life, Jennifer Goode Cooper and Sean Cooper allowed us hear 
Mozart’s duet as its first audience might have heard it. Let me take this opportunity 
to thank our singers and their accompanist once again for this never to be forgotten 
experience and Dorothea for organizing it.
 Finally I thank our former president Kathryn Libin and her constitutional 
committee, consisting of Paul Corneilson and Jessica Waldoff, for their hard work 
in amending our bylaws last summer. The Society’s membership voted on and 
approved the amendments in November and December; thanks to all those (nearly 
half the membership) who cast votes.
 Shifting my gaze from past to future, I anticipate with pleasure two events that 
will take place in 2011.
 From 17 to 19 March the American Society for Eighteenth-Century Studies 
will meet in Vancouver, British Columbia. The MSA is sponsoring a session, 
organized and chaired by Lisa De Alwis, that reflects the interdisciplinary interests 
of ASECS as a whole, but will also appeal to members of our Society: “Theater 
and Censorship in the Habsburg Lands.” Two other sessions will include papers 
on Mozart. MSA board member Edmund Goehring will speak on “The Jesuit and 

continued on page 4
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At its meeting in Indianapolis last November 
the Board of the Mozart Society of America 
elected four new honorary members: Isabelle 
Emerson, Daniel Heartz, Christoph Wolff, and 
Neal Zaslaw. All four are founding members of 
the MSA.
 Isabelle Emerson, professor emerita 
of musicology at the University of Nevada 
Las Vegas, taught there for thirty years. Her 
publications on Mozart include “Of Microcosms 
and Macrocosms: The String Quartet as 
Crucible for Mozart’s Late Style” (in Mozart-
Jahrbuch 1991) and “Migrating Mozart, or Life 
as a Substitute Aria in the Eighteenth Century 
(in Min-Ad: Israel Studies in Musicology 5 
[2006], a special Mozart issue). She crowned 
her career with her book Five Centuries of 
Women Singers (2005), which includes a chapter 
on Mozart’s soprano Nancy Storace. But most 
members of the MSA know Emerson best—and 
appreciate her most deeply—as our founding 
president. With unceasing energy, enthusiasm, 
and devotion she not only brought our Society 
into existence but guided it through its first 
decade, recruiting members, officers, and 
newsletter editors (of which I was honored to be 
one) with an admirable mixture of tenacity and 
charm that will serve as a model for all future 
presidents of the MSA.
 Daniel Heartz, professor emeritus at the 
University of California Berkeley, edited 
Idomeneo for the Neue Mozart-Ausgabe. He 
has written many articles on the operas, several 
of which are collected in his book Mozart’s 
Operas (1990). The titles of volumes 1 and 
3 of his grand trilogy on eighteenth century 
music, Haydn, Mozart, and the Viennese School, 
1740–1780 (1995) and Mozart, Haydn, and 
Early Beethoven, 1781–1802 (2009) announce 
their coverage of our composer openly; roughly 
one third of each of these books consists of 
highly original accounts of Mozart’s life and 
works; but a glance at the index of volume 2, 
Music in European Capitals: The Galant Style, 
1720–1780 (2003) will show that Mozart has 
an important place in this volume as well, both 
because he worked in many of the cities whose 
musical cultures are examined in that book and 
because the galant style that Heartz elucidates 
so perceptively and sensitively was the musical 
language of Mozart’s youth. Together, these 

New Honorary Members
books are changing the way we think about 
Mozart and the musical culture of which he was 
a part.
 Christoph Wolff, Adams Professor of 
Music at Harvard University, is best known as a 
scholar of J. S. Bach, but he has also contributed 
much to Mozart research, particularly in the 
areas of instrumental music and the Requiem. 
He edited two volumes of piano concertos for 
the Neue Mozart-Ausgabe: vols. 2 (K. 246, 271, 
and 365) and vol. 3 (K. 413, 414, and 415). His 
book Mozarts Requiem: Geschichte, Musik, 
Dokumente, Partitur des Fragments (1991, 
English translation 1994) comes as close to 
a definitive treatment of that enigmatic work 
as we are likely to see for a long time. He has 
served as chair of the Akademie für Mozart-
Forschung as Salzburg. As a member of the 
board of directors of the Packard Humanities 
Institute he played a crucial role in the 
publication of full-color facsimiles of Mozart’s 
late operas and in the establishment of an online 
version of the Neue Mozart-Ausgabe.
 Neal Zaslaw is Herbert Gussmann Professor 
of Music at Cornell University, where he has 
taught since 1970. Mozart scholarship and 
performance have occupied him throughout 
his career. Between 1978 and 1982 he served 
as musicological advisor to Jaap Schroeder, 
Christopher Hogwood, and the Academy 
of Ancient Music as they recorded all of 
Mozart’s symphonies on period instruments. 
He supervised the commemoration of the 
bicentennial of Mozart’s death at Lincoln 
Center in 1991, a year-long event that included 
performances of all Mozart’s works as well 
as a major scholarly conference. His books 
include Mozart’s Symphonies: Contexts, 
Performance Practice, Reception (1989) 
and Mozart’s Concertos: Text, Context, 
Interpretation (1996; the proceedings of 
a conference in 1989 that he helped to 
organize). For more than a decade he has 
been working on a new edition of the Köchel 
catalogue, which now approaches publication 
(in print and online) under the title Der Neue 
Köchel. Zaslaw has served as a member of 
the board of the MSA and he hosted our 
highly successful conference “Mozart and the 
Keyboard Culture of His Time” at Cornell 
University in 2003.

the Libertine: Early Reception 
of Mozart’s Don Giovanni” 
and Adeline Mueller will 
speak on “Mozart’s Zaide and 
the Exoticism of Youth in 
the Kindertruppen.” Please 
see the abstracts elsewhere 
in this newsletter. I urge you 
all to come out to beautiful 
Vancouver (don’t forget your 
passports) and I look forward 
to seeing you there.
 Although it seems as if 
hardly any time has passed 
since our last MSA conference 
took place in Prague, our next 
one is less than a year away. 
It will take place in my home 
state of Minnesota, in the Twin 
Cities of Minneapolis and Saint 
Paul, from 20 to 22 October 
2011. Please see the call for 
papers in this newsletter. 
Although the conference is 
currently scheduled to end on 
Saturday, 22 October, there 
is a good chance that the 
Twin Cities Catholic Chorale 
will perform a Mozart Mass 
(possibly the rarely heard 
Missa Longa K. 262), with 
orchestra and in its liturgical 
context in Saint Agnes Church 
on the morning of Sunday, 23 
October. I hope to be able to 
give you definite information 
about this sometime next 
spring. But in the meantime, 
please mark those days on your 
calendar.
 All best wishes for a happy 
and productive 2011.

—John A. Rice

President’s Letter
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On Saturday afternoon, 14 November 2009, in the context of 
the annual meeting of the American Musicological Society in 
Philadelphia, a group of musicologists gathered to follow in 
Lorenzo Da Ponte’s footsteps through the old part of the city. 
Our guides were Dr. Susan Babbitt, medievalist and associate 
editor at the American Philosophical Society, and Dr. Jeffrey A. 
Cohen, architectural historian and senior lecturer at Bryn Mawr 
College. The tour was a product of Dr. Babbitt’s ongoing research 
into Da Ponte’s life in Philadelphia. She generously provided the 
annotated map printed below. Dr. Cohen accompanied our walk 
with fascinating descriptions of what we were seeing and also 
what we would have seen at the turn of the nineteenth century.
 Although Da Ponte’s life in America is usually associated 
with New York, he spent considerable time in Philadelphia. He 

first set foot in the city on 4 June 1805 when he disembarked 
from the Columbia after a voyage of fifty-seven days from 
London. Learning that his wife and children were living in New 
York, he left Philadelphia on the stage the same day. In 1811, 
after living in New York for six years, Da Ponte joined his 
wife’s family in Sunbury, Pennsylvania, on the Susquehanna 
River about 120 miles northwest of Philadelphia. For the next 
seven years he worked as a merchant and distiller in Sunbury. 
He established an informal partnership with Lawrence Astolfi, 
a confectioner, distiller, and impresario with a store on Market 
Street in Philadelphia. He made frequent trips to the city by 
wagon, bringing agricultural products and taking back with 
him manufactured and imported goods. The death of most 
of his in-laws and increasing financial difficulties led to Da 
Ponte’s decision to leave Sunbury in August 1818. “I arrived at 
Philadelphia after a good journey and my intention was to settle 
there with my family, and spread the language and literature of my 
country, as I had done in New York” (Memorie). In Philadelphia 

A Walking Tour of Lorenzo Da Ponte’s Philadelphia
he tried unsuccessfully to make a living as a bookseller and 
a language teacher. At the end of eight months, he concluded 
“that Philadelphia either did not care, or else was not able, to 
appreciate” the classics of Italian literature that he had for sale, 
and in April 1819 he left for New York, where he settled for good. 
In 1832 at the age of eighty-three, Da Ponte visited Philadelphia 
one last time, when he accompanied Giacomo Montresor’s opera 
troupe from New York to help organize and promote the twenty-
four operatic performances and concerts that it gave in the city.
 At least three of Da Ponte’s children left traces in 
Philadelphia. Daughter Fanny was put in charge of the millinery 
store that Da Ponte opened in 1814 on N. Second Street. In 1817 
she married Coleman Freeman from neighboring Bristol. They had 
a son Charles in 1819, but divorced around 1820. She may have 

left Philadelphia at that time; by 1831 
she was married to the scientist Henry 
Anderson in New York. Son Joseph (b. 
1801) accompanied Da Ponte to New 
York in 1819, but returned to Philadelphia 
in July 1820 to study law with Charles 
Jared Ingersoll. Illness forced him to 
return home in December, and he died the 
following June at the age of 20. Another 
son, Lorenzo Jr. (b. 1803), lived in New 
York. After obtaining an appointment 
as a professor of modern languages, 
literature, and history at Washington 
College in Chestertown, Maryland, at the 
age of 23 (documented in the minutes 
of the Board of Visitors and Governors 
on 19 June 1826) he married Cornelia 
Durant, the niece of President Monroe’s 
wife, on 12 June 1826 in her home 
town of Philadelphia. His appointment 
ended abruptly a year later when the 
college was destroyed by fire. He is 
known to have subsequently spent some 
time in Philadelphia before returning to 

Manhattan, where he died of consumption in 1840 (two years after 
the death of his father at the age of 89).
 Our tour began at Franklin Hall, 427 Chestnut Street, home 
of the American Philosophical Society, which was founded in 
1743 by Benjamin Franklin, among others, for the purpose of 
“promoting useful knowledge.” Da Ponte was friendly with many 
of its members, among them his son-in-law Henry Anderson; 
Philip Syng Physick and Benjamin Smith Barton, the most famous 
physicians of the day and also his own doctors (the aptly named 
Physick had studied with the renowned surgeon John Hunter in 
London at the time Haydn was a regular guest in the Hunter 
residence); the lawyer Charles Jared Ingersoll; and Samuel F. B. 
Morse, who is thought to have painted Da Ponte’s portrait in old 
age.
 At the Second Bank Portrait Gallery of Independence 
National Historical Park (420 Chestnut St.) we saw a wall-sized 
painting of Market Street as viewed from Second Street, showing 

Lorenzo Da Ponte’s Philadelphia residence, 529 Delancey (formerly 27 Powell) is the house to the right of the 
lamppost. Photo courtesy of Dr. Susan Babbitt.
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A Walking Tour
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the covered stalls on the median in the middle of Market Street. 
We later stood at the identical spot where the artist had made his 
sketch and observed that both the stalls and the town hall have 
disappeared.
 We stopped to look at Carpenters’ Hall and grounds (320 
Chestnut St.). The building was erected as a large-as-life 
advertisement for the skills of the craftsmen who constructed 
it. The hall is original, while the two nearby buildings are 
reconstructions. Dr. Cohen pointed out that the current 
reconstruction of historic Philadelphia as a leafy town of the 
gentry is completely at odds with eighteenth-century Philadelphia, 
which was densely populated by tradesmen and merchants.
 At Penn’s Landing at the foot of Chestnut we stood near 
where Da Ponte first stepped ashore in America. As a postscript, it 
should be added that Dr. Babbitt recently discovered that Da Ponte 
may well have set foot on American soil even earlier. Following 
a devastating yellow-fever epidemic in 1793, the city in 1799 
erected the Philadelphia Lazaretto Quarantine Station ten miles 
outside the city on the Delaware River and required all vessels 
bound for the port of Philadelphia to dock here for inspection. 
Passengers suspected of contagious diseases were quarantined 

in the hospital. Presumably Da Ponte got through the inspection 
without incident, as he makes no mention of it in the Memorie.
 Leaving the river we visited Christ Church (1), where Da 
Ponte’s son Lorenzo Jr. married prominently in 1826. The curator 
demonstrated its fine acoustics with his resonant voice. He also 
pointed out how the profusion of large windows with panes of 
clear glass is characteristic of the Enlightenment.
 Continuing along Market St., we came to Benjamin Franklin’s 
house (834 Chestnut), or rather a steel-framed outline of it in the 
center of the lot, since the house no longer survives. Dr. Cohen 
explained how Philadelphia’s city planners attempted to prevent 
urban squalor by designing Philadelphia on the grid system, 
parceling out the land in equal-sized, spacious, and green lots 
meant to have one house in the center. Large lots with magnificent 
houses can still be seen on the west side of Philadelphia. However, 
the lots near the harbor soon became densely built up and 
congested in the manner of big cities. The location of Franklin’s 
lot just a few blocks from the harbor gave it potentially greater 
commercial than residential value. Seizing on this, he rented out 
the entire perimeter of his lot to shops and businesses. This left 
the house at the center of the lot, rather peculiarly, with no street 
frontage. Although a handsome house with ten rooms on three 
floors, it was razed in 1812.
 The Library Company of Philadelphia (7), to which Da Ponte 
tried in vain to sell a fine edition of Italian literature, is now the 
library of the American Philosophical Society, built as a near-
replica of the original building. The original facade was designed 
by an amateur architect, of which there were quite a number in 
eighteenth-century Philadelphia. 
 The highlight of the tour was Da Ponte’s house (11) at 529 
Delancey (the former 27 Powell St.). The red brick, three-story, 
row house is situated on a narrow street in what is now a posh 
neighborhood. The prospect of showing “highly respectable” 
visitors the interior of the house did not appeal to the current 
owner, who assured Dr. Babbitt that the interior had been 
completely redone since Da Ponte had lived there.
 From there we directed our steps to the original building of 
the Pennsylvania Hospital (10), hoping to find it still open. We 
were in luck. The building and grounds are beautifully maintained. 
The bottom floor features a wall-sized painting by Benjamin West 
called Christ Healing the Sick in the Temple. The round operating 
theater is located upstairs. The ceiling is dome-shaped with large 
windows at the crown to allow in natural light. Two tiers of seats 
range around the operating table. Everything is made of wood; the 
acoustics were enticing.
 A last brief stop was in front of the Musical Fund Hall 
(9). Although the hall itself was demolished and replaced by a 
condominium, the original facade was preserved and now forms 
the front wall of the new building. In this hall the Montresor opera 
company gave concerts in 1833. The hall is also said to be the site 
of the first American performance of The Magic Flute in 1841.
 Having run out of time but not interest, we expressed sincere 
thanks to our guides for transporting us to the past and rushed back 
to the conference hotel.

—Dorothea Link

Lorenzo Da Ponte’s Philadelphia residence, 529 Delancey (formerly 27 Powell). 
Photo courtesy of Dr. Susan Babbitt.
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When I first proposed the Early Mozart Biographies Project 
(EMB) three years ago, I had no idea how quickly Google Books 
and Project Gutenberg would provide online digital scans of some 
of these texts. While MSA does not have the resources to compete 
with these entities, our website offers a selection of some of the 
earliest biographies of Mozart—the works that have shaped our 
view of the composer in the nineteenth century. What is most 
striking to me is how the same stories of Mozart’s childhood 
are repeated (or translated) from one biographical dictionary to 
another. But there are also passing critical assessments of his 
music that are remarkably astute, as near the end of the short 
chapter on “Haydn and Mozart” in Thomas Busby’s history of 
music:

Mozart, with a genius not less vigorous than that of 
Haydn, possessed an imagination more versatile, and 
nerves more tremulous, than did the native of Rohrau. 
In vocal composition, especially the dramatical, the 
composer of the Creation cannot vie with him; and, 
perhaps, only years were wanting to the life of the 
latter, to render him, at least, as splendid, and quite as 
voluminous, a symphonist. His felicity in the use of 
wind instruments is so well known, that it would be 
superfluous to insist upon the unrivalled art he uniformly 
displays in their management. His accompaniments 
derive from his peculiar skill, a charm that no other 
resource of his genius could have supplied. But with 
Mozart, it was a natural resource. The breathing 
sweetness of the flute, pouring reediness of the hautboy, 
and mellow murmuring of the bassoon, accorded with 
the passive delicacy of his nerves, and lively tenderness 
of his sensations. When we consider how much, we 
are surprised to observe how variously, he wrote. His 
vocal compositions are scarcely more different from 
his instrumental, than from each other. The diversity, is 
as conspicuous as the beauty, of his melodies, and his 
imagination can scarcely be said to have ever failed.

We might object to phrases like “the passive delicacy of his 
nerves, and lively tenderness of his sensations,” but nevertheless 
there is truth in this paragraph, and we are hard-pressed to improve 
upon the author, who obviously knew and loved Mozart’s music.
 With the addition of several new entries posted on the MSA 
website recently, the first phase of EMB comes to a close. Along 
with the work cited above, EMB now includes the anecdotes 
of Mozart published in the Allgemeine musikalische Zeitung 
by his wife Constanze and his sister Nannerl. We hope to have 
Pietro Lichtenthal’s first Italian biography of Mozart and Georg 
Nikolaus von Nissen’s monumental biography online later this 
year. (Nissen’s biography is available online at www.zeno.org, 
and a new annotated edition by Rudolph Angermüller has been 
published by Georg Olms, ISBN: 978-3-487-08493-0). 
 What more do we want to have on the MSA Web site, that 
is, what will the next phase of the project be? If you have ideas 
or suggestions, please contact Alyson McLamore, the chair of 
the website committee, or Paul Corneilson, the chair of the EMB 
advisory committee.

EMB Contents: see http://mozartsocietyofamerica.org/embp/
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New Mozart Resources 
on the Web

The Morgan Library & Museum has made digital versions 
of more than forty celebrated music manuscripts from its 
extraordinary permanent collection available on its website for 
the first time. Music Manuscripts Online, at www.themorgan.
org/music, will include such important works as Beethoven’s 
violin and piano sonata, op. 96; Chopin’s polonaise, op. 53; 
Debussy’s En sourdine; Haydn’s symphony no. 91; Mahler’s 
symphony no. 5; Mendelssohn’s Calm Sea and Prosperous 
Voyage; and Schubert’s impromptus D. 935. So far four items 
from the Morgan’s outstanding Mozart collection are available: 
autographs of the opera Der Schauspieldirektor; the piano 
concerto K. 537; and the “Haffner” symphony, K. 385; and 
a manuscript in the hand of Leopold Mozart of Wolfgang 
Mozart’s earliest compositions, K. 1a-1d.
 Eventually as many as nine hundred manuscripts 
containing more than 42,000 pages will be added to the 
Morgan’s website. The Morgan’s collection of music 
manuscripts is considered one of the best in the world, and is 
consulted by scholars, performers, conductors, and collectors. 
Until recently, access was largely provided by appointment 
through the Morgan’s Reading Room, although the recent 
restoration of the Morgan’s McKim building will permit the 
rotating display of a selection of highlights from the collection 
on an ongoing basis. The collection is also made available to 
the public through a wide array of public exhibitions, lectures, 
concerts, and other programs. Nevertheless, the fragility of 
many of the Morgan’s music manuscripts necessarily limits 
the amount of access that can be provided. The new online 
presentation allows images of the original music to be made 
available to the public from any location, at any hour.

The Juilliard Manuscript Collection, containing 140 autograph 
manuscripts, sketches, engraver’s proofs, and first editions, 
was donated to the Juilliard School in February 2006 by Bruce 
Kovner. All the manuscript scores and sketches have now been 
digitized and made available on the website 
www.juilliardmanuscriptcollection.org, along with selected 
manuscripts from the Juilliard Library’s Peter Jay Sharp 
Special Collections, including scores in the Artur Rubenstein 
Music Collection. Mozart items in this collection include the 
autograph particella of the wind and timpani parts for the Act 
IV finale of Le nozze di Figaro; Viennese copyist’s scores of 
Figaro and Don Giovanni; and fragments of the autograph of 
the rondo, K. 386.

New Mozart Performance Piece
Poet David Alpaugh has written a text, “Mozart’s Toy Story,” to fit the second movement of the G minor symphony, K. 550. 
A recording of the movement with the text as captions is located at: YouTube - New Mozart 40th Performance Piece.
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Abendempfindung
continued from front page

 It seems to me that the aspect of the 
text that attracts Mozart, which to our taste 
and sensibilities merely seems pathetically 
larmoyant, is the serene contemplation of 
the end that waits for us all. And on this 
point I would like to pause for a moment at 
the end of this text. The musical “reading” 
offered by Mozart articulates the sonorous 
discourse, in the first place underlining 
the caesuras in the poetic text and the 
conceptual correspondences that determine 
its development; it might also happen 
that the caesuras coincide with the ends 
of stanzas, but certainly this is not always 
the case. To emphasize this articulation 
and to highlight the connections as well 
as the contrasts among the Lied’s various 
parts, Mozart makes use of three stylistic 
features (the song appears reprinted from 
the old Gesamtausgabe on pp. 11-14, 
which may be removed from the issue 
for ease of use). The first is a cadential 
formula entrusted to the pianoforte (mm. 
105-7), whose characteristic movement is 
present already in the first measure of the 
keyboard part (in the right hand). Using 
this formula, the composer underlines the 
caesuras that separate the different parts 
of the musical discourse. The second 
feature is the tonal relationships among 
the different sections (determined by the 
caesuras); the tonal relationships solidify 
the conceptual link between the sections 
and the statements in the poetic text that 
correspond to them. Similar to this feature 

Bald vielleicht (mir weht, wie Westwind leise
eine stille Ahnung zu),
schliess’ ich dieses Lebens Pilgerreise,
fliege in das Land der Ruh’!

Werdet ihr dann an meinen Grabe weinen
traurend meine Asche sehn,
dann, o Freunde, will ich euch erscheinen
und will himmelauf euch weh’n.

Schenk’ auch du ein Tränchen mir,
und pflücke mir ein Veilchen auf mein Grab,
und mit deinen seelenvollen Blicke
sieh’ dann sanft auf mich herab.

Weih’ mir eine Träne, und ach! schäme
dich mir nicht, sie mir zu weih’n,
Sie wird in meine Diademe
dann die schönste Perle sein.

Soon perhaps (the soft west wind wafts to me
a quiet hint of this),
shall I complete this life’s pilgrimage,
fly to the land of rest.

If you will cry on my grave
mourning over my ashes,
then, oh friends, shall I appear to you
and will waft you heavenward.

Also give a tear to me,
and pluck a violet for my grave,
and with your soulful glances
look softly down upon me.

Shed a tear for me, and oh! feel no shame
about giving it to me,
in my diadem
it will be the fairest pearl.

is the shift from major to minor within a 
specific tonality, a shift that establishes a 
new link between one section and the next 
within the Lied. Finally, again reinforcing 
his interpretation of the poetic text through 
contrast, Mozart alternates sections 
composed in a decisively cantabile style 
and with corresponding arpeggios in the 
piano part with sections in recitative style, 
in which the piano accompaniment is 
limited to the simple vertical articulation of 
the harmony.
 The first section of the Lied (mm. 
1-13) corresponds to the first two lines of 
the poetic text; it is the simple description 
of the twilight landscape within which the 
scene unfolds: a broad, cantabile phrase 
in the composition’s home key, F major. 
The third and fourth lines of the quatrain, 
by contrast, are declaimed in an almost 
recitative style: the landscape’s beauty, 
illuminated by the silver splendor of the 
moon, is contrasted with the fleeting 
duration of happy hours, of their quick 
disappearance. The logical connection 
between this and the preceding section 
is emphasized by the tonal relationship, 
and underscored in its conclusion with the 
cadential formula: the musical discourse 
moves from the tonic, F major, to its 
dominant, C major. The declamatory 
style continues with the first two lines of 
the second stanza, which announce the 
brevity of our existence by means of a 
metaphorical reference to the theater: life 

is a brief performance that closes with 
the curtain’s descent. Here, too, the deep, 
almost symmetrical analogies with the 
vocal line demonstrate the development 
of the very same concept, which is 
ultimately reinforced by means of the tonal 
relationship between the two sections: 
from the dominant, C major, we pass to 
the dominant of the dominant, G major; 
here, too, the relationship is demonstrated 
by the two measures displaying the 
cadential formula (mm. 23-25). The 
discourse continues in the vocal part with 
a gradual shift toward a cantabile style, 
which extends over the last two lines of 
the second stanza until it embraces the first 
two words (“Bald vielleicht”) of the third 
stanza; the evidence of time’s rapid flight 
is followed by a mournful contemplation 
of the weeping of friends at the poet’s 
tomb. This mournfulness is demonstrated 
by the progression from the major mode 
(C major, mm. 26-27) to the minor mode 
(C minor, mm. 28-33). The foreboding 
sense of a forthcoming end, which the 
poet compares to a breeze coming from 
the West, is decisively put in parentheses 
by Mozart, with a return to recitative 
style (tonally stable on the dominant of C 
minor, G), in order to return with a similar 
decisiveness to the broadly cantabile style 
with the third and fourth lines, where the 
cadential formula emphasizes the last 

continued on page 15
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tonal transition, to G minor (mm. 46-47). The message is this: the 
flight of the poet’s spirit toward the land of peace is the logical 
conclusion of the pilgrimage of life. From this sad note the poet 
returns to the consoling vision of friends who come to mourn 
at his grave; these are the first two lines of the fourth quatrain 
within which, again continuing in the cantabile style, the musical 
discourse moves from G minor to its relative major, E-flat major; 
once more the harmonic connection solidifies the connection with 
the ideas expressed in the text (mm. 48-55). A close alternation 
between recitative style for the third line and cantabile for the 
fourth concludes the stanza, highlighted by the return of the 
cadential formula, this time in B-flat major (mm. 60-61). Once 
more the tonal relationship underlines the conceptual link between 
the sections: the poet appears to the friends gathered at his tomb 
as a soothing spirit. The last utterance in recitative style coincides 
with the first line and a half of the fifth quatrain (“Schenk’ auch 
du ein Tränchen mir, und plucke mir”), to shift to cantabile style 
and, with the denser and more articulated harmonic progression of 
the entire composition, toward the key of departure, F major (m. 
78). At this point the autonomy of the musical language gradually 
takes the upper hand in the interpretation of the poetic text; and for 
the first time in the Lied Mozart resorts to repetition of text: the 
fourth line of the fifth quatrain (“sieh dann sanft auf mich herab”) 
is initially given complete, its first hemistich is repeated, and it is 
then uttered once more in its entirety. The affectionate sweetness 
of the friend’s gaze—the image characterizing the entire stanza—
is manifested in the vocal part by means of a continual succession 
of appoggiaturas and with an essentially stepwise melodic 
motion, the most effective means to render the poetic expression 
musically. The sixth and last quatrain, which, in coming to a close, 
actually does nothing more than extend the basic concept of the 
poetic text, that of the reassuring lament at the friend’s grave, is 
given by Mozart, who once again utilizes textual repetition; the 
text thus functions as a simple verbal reinforcement of the broader 
unfolding of the melodic line.
 Here, too, the musical construction offers truly surprising 
results. In order to create a sense of conclusion for the listener, 
Mozart repeats literally, in measures 78-84, the piano part of the 
Lied’s first eight measures; it is a true tour de force, to which the 
vocal part responds, intially on one pitch only (C), but then freely 
articulating a lovely melodic line that moves stepwise. All of this 
does not seem to me to have any direct relation to the content of 
the poetic text; so much so that the expressions in the last two 
lines of the sixth and final quatrain are uttered in hemistitches 
or in entire lines only to create a coherent formal conclusion 
to the musical discourse, the closure of which does include an 
ornamented repetition in the vocal line (mm. 99-101 and 101-3). 
The Lied’s concluding statement is given to the pianoforte, which 
ends the discourse with a final elaboration of the cadential formula 
(mm. 105-7).
 This serene reflection on the end of life is distinctly different, 
as I have previously stated, from all the numerous other Lieder 
composed by Mozart during this time, not only for its unusual 
structural relationship with the poetic text, but also and above all 
for the corresponding intent of its message. Saint-Foix already 
raised the question of the relationship of this message to one of 
the major events in Mozart’s life, that is, the death of his father, 

Leopold, a few weeks earlier, at the end of May, and specifically 
to Wolfgang’s letter to him of 4 April 1787. It is worth reading 
over the central part of this extraordinary document once again, 
because I believe it offers an explicit expression of the same 
serene vision of the end of life that inspires Abendempfindung:

Now I hear that you are seriously ill! I hardly need 
say how much a reassuring report about this from you 
would mean to me. I certainly also hope—although 
I have accustomed myself in all things to anticipate 
the worst—that death (properly understood) is the 
true goal of our life. So in the last few years I have 
become so well acquainted with this true, best friend 
of humanity that its visage not only no longer inspires 
terror in me, but actually arouses deep feelings 
of calm and reassurance! I thank my God that He 
has blessed me with the good fortune to have the 
opportunity (you understand me) to come to recognize 
it as the key to our true happiness. I never go to bed 
without the thought that perhaps I (young as I am) 
might not see another day—and nevertheless no one 
who knows me can say that I am grumpy or sad—and 
for this happiness I daily thank my Creator and 
heartily wish it for all my fellow men.

 The same serene contemplation of death that inspires the 
musical text of Abendempfindung seems to me recognizable here; 
it is a vision that will find its definitive and supreme manifestation 
in Mozart’s last composition, his Requiem.

Originally published as “Un Lied di Mozart,” in Studi in onore 
di Pier Vincenzo Mengaldo per i suoi settant’anni a cura dei 
suoi allievi (Florence, 2007), 699-710; and in German translation 
as “Ein Lied von Mozart,” in Acta Mozartiana 55, Heft 3.4 
(December 2008): 96-110.

—Pierluigi Petrobelli
translated by Margaret Butler; 

French and German translated by SCF 
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continued from page 10
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Roye E. Wates, Mozart: An Introduction 
to the Music, the Man, and the Myths. 
Amadeus Press, 2010.

For the general public, Wolfgang Amadè 
Mozart and his music remain, to some 
extent, shrouded in mystery. In his book 
The Classical Style: Haydn, Mozart, 
Beethoven, Charles Rosen explains why—

“...Mozart calls forth...a kind of 
ecstasy in all those who claim to be 
musical. Mozart seems to be...a kind 
of redeeming miracle.... Perhaps 
no composer used the seductive 
physical power of music with the 
intensity and the range of Mozart.... 
What is most extraordinary about 
Mozart’s style is the combination of 
physical delight—a sensuous play of 
sonority, an indulgence in the most 
luscious harmonic sequences—with 
a purity and economy of line and 
form that render the seduction all the 
more efficient.... The sheer physical 
beauty—prettiness, even—of so much 
of what [Mozart] composed masks the 
uncompromising character of his art.”

Peter Shaffer’s Amadeus and, especially, 
Milos Forman’s film adaptation of it 
brought the general public to the shrine of 
Mozart, at the same time doing disservice 
to the facts of his life. Together, Shaffer 
and Forman created a quasi-fictional 
account of Mozart’s life that is virtually set 
in stone for many who would, however, 
never have experienced the glory of his 
music had it not been for their combined 
efforts. The vast literature on Mozart 
provides numerous options for correcting 
the errors, but much of it is beyond the 
sophistication level of the non-musician. 
 Roye E. Wates’s new book, Mozart: 
An Introduction to the Music, the Man, and 
the Myths, is a laudable contribution to the 
literature. The intended audience for the 
book is non-musicians, undergraduates, 
and adult amateurs, and it is well designed 
for these groups. Wates’s style is highly 
readable, lively and informal. She defines 
terms and translates foreign words and 
phrases immediately after she uses them. A 
glossary supplements the definitions within 
the body of the text.
 The free flowing organization of the 

REVIEW
book suggests its appropriateness for 
a lower-division undergraduate course 
on Mozart. The book reads like a series 
of engaging class lectures, with Wates 
periodically addressing the reader in 
the second person: “If you have visited 
Vienna, you are familiar with its overall 
layout....” Sections on biography 
alternate with discussions of works. In 
the latter, Professor Wates (winner of 

Boston University’s Teacher-Scholar 
of the Year award) demonstrates a skill 
for clarifying technical material. Her 
generalizations about style features will 
be especially reassuring to the musically 
unsophisticated. Realizing that non-
musicians may have difficulty determining 
where one section of an aria ends and 
the next begins, she directs her reader to 
the text: “Look (in the words) for a shift 
in subject matter and a terminal mark 
of punctuation....” In explaining sonata 
form, Wates provides a pithy, three-bullet 
description of the development section: 
“No theme will be heard in its entirety; 
fragments or portions only. No theme will 
be heard in its original key; foreign keys 
only. Composers may ‘develop’ all of the 
themes, some of them, or only one.” While 

such absolutes may make some music 
historians and theorists squirm, there is 
something to be said for this approach 
considering the intended audience for the 
book.
 Sections devoted to biography are rich 
with quotations from the letters, smoothly 
intertwined with Professor Wates’s lively 
and vivid commentary. She includes 
generous quotations from the letters both 
within the text and, more extensively, 
in Appendix A. Considering the limited 
access the general reader would have to 
the letters, Wates’s heavy reliance on them 
constitutes one of the strongest features 
of the book. She may have not consulted 
the letters that deal with the “Haffner” 
Serenade (K. 250/248b) and Symphony 
(K.385), however. In several references to 
the two works she seems to suggest that the 
later work is related to (“cobbled together 
from...”) the earlier one. The reader 
should turn to Neal Zaslaw’s Mozart’s 
Symphonies: Context, Performance 
Practice, Reception (Oxford, 1989) and/
or to The Compleat Mozart (New York, 
1990; co-edited with William Cowdery) for 
clarification of this confusing matter.
 Perhaps wisely, Wates resists the 
temptation to show the reader what 
Mozart’s music looks like on the page 
(with one notable exception). Considering 
her intended audience, this makes some 
sense. Explaining musical style cogently 
without resorting to the visual aid of 
musical examples is quite a feat, however. 
In their place, Wates uses charts showing 
the broad structural outlines of a work and 
including timings from specific recordings. 
The charts by themselves are useful; they 
might have added even more to the book, 
however, if they had been accompanied 
by at least fragmentary musical examples. 
(Professor Wates does provide examples of 
four of the themes used in the finale to the 
‘Jupiter’ Symphony.)
 The repertoire covered in the book is 
both well known and quite characteristic 
of Mozart’s styles. Recognizing that 
many of her readers will have seen the 
film Amadeus, she includes at least brief 
reference to nine of the works from the 
film’s soundtrack. Coverage of the works 
is somewhat uneven in depth, but this 
is understandable given the slender size 
of the book. Wates includes moderately 

Cover illustration: Unfinished portrait of Mozart 
at the piano, by Joseph Lange, 1789. Alinari / Art 
Resource, NY. Cover design by Michael Kellner.

extensive discussion of five symphonies, 
including the ‘Prague’ and the ‘Jupiter,’ 
and she devotes considerable attention to 
three operas—Le Nozze di Figaro, Don 
Giovanni, and Die Zauberflöte—and briefer 
discussions of Die Entführung aus dem 
Serail and Idomeneo.
 Wates’s treatment of the operas is quite 
lucid. (Devoting significant space to opera 
texts and translations seems unnecessary—
given the ready availability of DVDs 
with subtitles). Of all operas, Figaro most 
benefits from Wates’s ability to cut through 
a complex of plots and sub-plots and 
explain essential features of the work. Of 
Da Ponte’s adaptation of Beaumarchais’s 
play, she observes: “Turning this political 
firebomb into an opera was Mozart’s idea; 
librettist Da Ponte then set to work and 
did a masterful job: condensing the plot, 

deleting extraneous characters, and dialing 
down the politics.” Later, she advises 
“newcomers” to focus on the problems of 
the two couples which constitute the two 
plots. She also brings into her discussion 
of this and other operas of Mozart the 
significance of a garden, an insight that 
is often neglected in discussions of these 
works.
 The buffa style of some of the 
operas—as it informs that of the Mozart 
concerto—is of the greatest importance. 
Likening the themes from piano concerti 
to those in opera, Wates observes that “so 
much of his music is grounded in musical 
gestures...that...evoke...specific human 
actions.” Wisely, she reminds the reader 
that “this does not imply that the music 
tells a story....” Wates also provides a 

Count Johann Philipp Cobenzl’s English garden outside Vienna. Cobenzl, one of the first aristocrats to welcome Mozart to Vienna, drove the composer out to his 
country estate several times during the summer of 1781. 

“The Bäsle” (Maria Anna Thekla Mozart) was 
Mozart’s cousin, about his age, with whom he 
exchanged some sparklingly bawdy letters in 1777-
1778 after he visited her family in Ausburg on his 
way to Mannheim in the fall of 1777. Predictably, 
we have none of her letters, only his. Bäsle is the 
diminutive of the German word for cousin.continued on page 18
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useful template for the form of the first movements of the concerti.
 Wates writes at length about three of Mozart’s finest examples of church music: 
the “Coronation” Mass, K. 317, and the incomplete Mass in C minor, K. 427, and 
Requiem, K. 626. These are some of the finest sections of the book. In The Classical 
Style, Charles Rosen observed that “the classical style is at its most problematic in 
religious music.” Mozart’s problems with liturgical church music were mired not 
only in the inappropriateness of the classical style to the genre but in the reformist 
penchant of Emperor Joseph II, as conveyed to Leopold and Wolfgang Mozart by 
Archbishop Colloredo. Wates describes how Mozart adhered to clerical guidelines 
on church music in K. 317, but did not in K. 427, with its extensive reliance on 
solo singing and fugal textures. Her treatment of the Requiem combines brief 
descriptions of some of the music but, more importantly, a summary of the genesis 
and composition of the work and the issues surrounding both.
 At its best, Mozart: An Introduction to the Music, the Man, and the Myths is 
a joy to read. It is informative and insightful, even to someone who knows Mozart 
fairly well. Biographical material in chapter 4, “In Search of Employment, 1777-
1779,” and chapter 6, “Vienna, 1781-1791,” make for especially enjoyable reading. 
The book is marred only slightly by some ambiguities and by a style that is a little 
too casual at times. But the book comes out clearly on the credit side of the ledger. 
It should prove to be a popular textbook and an easy and enjoyable ‘read’ for those 
who want to learn something about this most entrancing subject.

—Martha Fickett
The University of Mary Washington

Special offer for MSA members! Order Mozart: an Introduction to the Music, the 
Man, and the Myths from MusicDispatch.com or by calling (800) 637-2852 and get 
25% off plus free shipping. Enter promo code NY9 at checkout. 

Martha Fickett is Professor of Music at the 
University of Mary Washington, where she 
teaches courses on Mozart and Beethoven. 
She earned her M.M. at the University of 
Michigan and her Ph.D. at The Catholic 
University of America.

Dorothea Link is Professor of Musicology at 
the University of Georgia. Her publications 
include The National Court Theatre in 
Mozart’s Vienna: Sources and Documents, 
1783-1792 (OUP, 1998), Arias for Nancy 
Storace, Mozart’s First Susanna (A-R 
Editions, 2002), Arias for Francesco Benucci, 
Mozart’s first Figaro and Guglielmo (A-R 
Editions, 2004), and Words about Mozart: 
Essays in Honour of Stanley Sadie (Boydell & 
Brewer, 2005), co-edited with Judith Nagley.

Pierluigi Petrobelli, former Professor of 
Music History at the University of Rome 
(“La Sapienza”) and director of the Istituto 
Nazionale di Studi Verdiani in Parma, was 
recently named an honorary member of the 
Mozart Society of America (see the previous 
issue of this newsletter).

About Our Contributors

NEH Summer 
Seminar in Vienna

Richard Benedum (University of 
Dayton, emeritus) has received 

a grant from the National 
Endowment for the Humanities to 
direct an interdisciplinary Institute 

for teachers, “Mozart’s Worlds: 
Bridging West and East,” to be held 

in Vienna June 20-July 15, 2011. 
The Institute is planned for 22 

teachers and 3 graduate students, 
and will study Die Entführung aus 

dem Serail and Die Zauberflöte. 
MSA members are urged to 

mention this to graduate students 
who intend to pursue a career in 

teaching. Application information 
and forms are available by calling 
(937)229-2176; the deadline for 

applications will be about March 1, 
2011. This will be Benedum’s 14th 
seminar or institute on Mozart’s 

music for the NEH.

Mozart with his father, Leopold Mozart, and sister, Maria Anna Mozart (“Nannerl”).

The English naturalist Robert Townson (?1762-1827) spent 
much of the 1790s on the Continent, visiting the universities of 
Copenhagen and Uppsala and settling for a time at Göttingen, 
where he published a treatise on amphibians (1794); his other 
publications include Philosophy of Mineralogy (1798) and Tracts 
and Observations in Natural History and Physiology (1799). In 
1807 he sailed to Australia, where he lived for the rest of his life.
 In late 1792 Townson set out on a voyage to Hungary, but 
by the time he arrived in Vienna cold winter weather encouraged 
him to stay in the Habsburg capital until the spring thaw. He 
took advantage of his change in plan to get to know the city, 
and especially its collections of minerals and fossils—private 
collections as well as the magnificent imperial collection, ancestor 
of today’s Naturhistorisches Museum—and the greenhouses full 
of tropical plants at Schönbrunn. He also found time for theater. 
He admired the dancing and the famously diaphanous costumes 
of the prima ballerina Maria Media Viganò, and shuddered at 
the noisy, bloody spectacle of the Hetztheater, the animal baiting 
arena. And he earned the attention of Mozarteans by his presence 
at a performance of Die Zauberflöte. We wish only that he had 
described that performance in as much detail as he described the 
events in the arena!
 Townson published an account of his voyage four years later, 
under the title Travels in Hungary, with a Short Account of Vienna 
in the Year 1793 (London: G. G. and J. Robinson, 1797; available 
on Google Books). The following extract, from pages 15-18, 
consists of his report on Viennese theater and the Hetztheater.

The public amusements of this city, which are numerous, 
under Theresa and Joseph II were much refined. The two 
theatres within the city are very magnificent. Madame 
Vigano from Spain, whilst I was at Vienna, honoured 
them with her dancing, and exhibited the finest taste and 
the greatest elegance. Her attitudes were sublime; and 
her loose and open Grecian dress, which only concealed 
so much of her person as to heighten the charms of 
the beauty she left exposed, raised into passion the 
admiration of every one possessed of fine taste and 
sensibility.
 In the suburbs there are several smaller theatres: and 
at one of these it was where I heard Mozart’s Sauberflöte, 
the sweetest music ever composed. And of those kinds of 
resorts, which serve as places of relaxation and debauch 
to the inferior ranks of life, and to those of grosser tastes; 
where music, dancing, feasting, and women of the town, 
are to be had at cheap rates, this city and its suburbs 
abound. These, the public amusements, the pleasures 
of the table, and what the French call la physique de 
l’amour, are the great sources of the happiness of the 
opulent part of the inhabitants of this city, as they are 

indeed of the inhabitants of other great towns where 
affluence abounds. But there exists a public amusement 
here which does not shew much refinement of manners, 
of which we know nothing in our dissipated metropolis, 
and which probably ought not to be permitted any where, 
though indeed something of the kind, on a smaller scale, 
is a favorite amusement with our butcher boys under the 
name of bull-baiting: it is the Hetze, or le combat des 
animaux. It is not the low vulgar alone who come here, 
but gentlemen and ladies; and it is generally a Sunday 
evening’s amusement, as a delassement after the religious 
duties of the day.
 When, as amongst the Romans, the strongest and 
fiercest animals of Asia and Africa, in their native 
wildness were, on particular occasions, turned loose on 
the arena, it might for once have formed an interesting 
spectacle, where the sufferings of the combatants might 
be lost in the novelty of the fight; but where a few 
dispirited oxen, under the name of wild Hungarian bulls, 
and half humanized bears, are turned out to be lugged by 
the ears by dogs, I see nothing but cruelty. The fiercer and 
rarer animals, when there are any, are too valuable to be 
fairly exposed; and the havock they would make among 
the dogs would render this a too expensive amusement: 
but the inquisitive traveler is often obliged to be present 
at scenes he does not wish to countenance. I went there 
to see the Bos ferus, or Wild Bull. He came on the arena 
with great dignity and composure; a good many dogs, I 
think not less than eight or ten, were set upon him; he did 
not move, but kept his place, his head to the ground, and 
with his short horns defended himself admirably well; 
the sneaking curs that attacked him behind he kicked 
down:—it would have grieved me much to have seen him 
overpowered. He had no fierceness, nothing but grandeur 
in his looks; he was brought young from Poland, and is 
now tame. Other animals were turned out, but they were 
all more anxious to get back to their dens than to fight.
 From scenes like these, from scenes of misery, 
where the sufferings of one part of the creation are made 
the pastime of the other, let us turn to that beautiful and 
peaceful part of nature, the vegetable world. The environs 
of this city are not less rich in the productions of this 
kingdom, than the city itself is of those of the mineral; 
and the Imperial garden at Schoenbrun I think even 
surpasses the Imperial collection I lately described.

—John A. Rice
University of Pittsburgh

The Public Amusements of Vienna, Including Die Zauberflöte,
as Witnessed by a Traveler in 1793

REVIEW
continued from page 17
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American Musicological Society,
Indianapolis, 4-7 November 2010

The following list gives page references to the abstract booklet, 
which is online at http://www.ams-net.org/indianapolis/
Indianapolis-Abstracts-Final.pdf.

“Mozart in Estonia (1788) and Prussia (1789)” 
Peter Hoyt (p. 58)

“Figaro’s Transatlantic Crossings” 
Pierpaolo Polzonetti (p. 59)

“Schemas Versus Schemes: 
Commmunicative Strategies in Mozart” 

Vasili Byros (p. 109)

“Musical Borrowing or Curious Coincidence?  
Testing the Evidence” 

 Peter Burkholder (p. 116)

“Miroslav Filip and American Transformational Theories” 
Marek Zabka (p. 158)

“Mozart and the Kingdom of Back: 
An Oddity in His Cognitive Process” 

Craig Wright (p. 173)

“Medea Redeemed: Moral and Musical Legacies 
in Die Zauberflöte” 

Adeline Mueller (p. 207)

“The Marketing of Collaboration: Multiple Authorship in 
the First Half of the Nineteenth Century” 

Emily H. Green (p. 231)

Peter Hoyt’s paper led to an article by Daniel J. Wakin in the 28 
November issue of the New York Times that may be accessed at 
http://www.nytimes.com/2010/11/29/arts/music/29mozart.html.

Southeastern American Society for Eighteenth-
Century Studies, Winston-Salem, 3-5 March 2011

Three Britons Named John in the Habsburg Lands in 1785/6
Stephen C. Fisher

A recently discovered letter of introduction for Sir John Sinclair 
(1754-1835) written by John Hawkins (1761-1841) sheds light on 
the adventures of three Britons whose intellectual pursuits brought 
them to Vienna in 1785/86. Late in 1785, John Sibthorp (1758-
96), Sherardian Professor of Botany at the University of Oxford, 
arrived in Vienna enroute to the Levant. Sibthorp examined 
Byzantine codices at the Imperial Library and enlisted the aid of 
Nikolaus Joseph von Jacquin, professor of chemistry and botany at 
the University of Vienna. Jacquin gave the Englishman reference 
material and allowed him to hire his draftsman Ferdinand Bauer. 
Sibthorp and Bauer left on 6 March 1786.
 Hawkins, a cosmopolitan polymath whose interests 
included chemistry, mining, and mineralogy, arrived in Vienna 

on 29 August but soon left for a congress in Schemnitz (now 
Banská Štiavnica, Slovakia). The meeting founded the Societät 
der Bergbaukunde under the leadership of Ignaz von Born; 
members included Goethe and Lavoisier. On his way back to 
Vienna Hawkins stopped at Esterháza to hear Haydn conduct an 
opera. Hawkins had become acquainted with Jacquin and was 
learning Born’s method of refining silver when Sinclair—another 
polymath—arrived on 17 October. On 1 November Hawkins 
wrote the newfound letter to Friedrich Nicolai, with whose 
circle Hawkins had become acquainted in Berlin; Sinclair 
reached that city on 8 November. On 15 December Hawkins 
left for Constantinople to join Sibthorp and Bauer in botanical, 
geological, and antiquarian studies in the Aegean and Cyprus.
 Though it is not documented, the travelers may well have 
met Mozart through Born or the Jacquin family. Many of 
the individuals just named were Freemasons, and some were 
Illuminati as well; membership in secret societies undoubtedly 
played a role in this story, which demonstrates the extent to which 
educated individuals in diverse walks of life were connected by 
the social fabric of the age.

American Society for Eighteenth-Century Studies, 
Vancouver, 17-20 March 2011

Session on “Theater and Censorship in the Habsburg Lands,” Lisa 
De Alwis, chair:

Censoring Opéra-Comique:
Outsourcing vs. Local Control in Vienna’s French Theater

Bruce Alan Brown

Prior to co-regent Joseph II’s establishment in 1776 of a German-
language Nationaltheater as the sole officially sponsored court 
spectacle, Viennese theatrical censorship was largely concerned 
with regulating or even eliminating the partly improvised and 
often crude comedies of the German theatrical troupe in the 
Kärntnertortheater. But the offerings of the French theatrical 
company in the Burgtheater were also subject to censorship, 
which was carried out by a variety of hands: diplomats, French 
playwrights both in Paris and in Vienna, a Jesuit priest, the 
tutor of the three eldest archduchesses, and the court theaters’ 
director himself, Count Giacomo Durazzo. In this paper I will 
examine some of the mechanisms and results of censorship in 
Vienna’s French theater, concentrating on opéra-comique, the 
only genre (apart from ballet) in which original pieces were 
given. I will pay particular attention to two works set to music 
in 1759 by the French theater’s music director Christoph Gluck: 
L’Arbre enchanté by Jean-Joseph Vadé, and Charles-Simon 
Favart’s Cythère assiégée. Vadé seems to have performed the 
necessary alterations himself, by correspondence from Paris; the 
textual changes and excisions in Cythère were apparently done 
in Vienna. Various lapses by the censor or censors of the latter 
piece – i.e., suggestive or even obscene references that were 
not caught – reveal an imperfect local understanding both of 
the French language and of the workings of the quintessentially 
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French vaudeville tradition, in which popular tunes were underlaid 
with new texts that resonated with the melodies’ original titles 
and words. Gluck’s later (1775) revision of both pieces for Paris 
provides a further lens through which to view the criteria for 
and the successes and failures of Viennese censorship of opéra-
comique.

The Destruction of an Order:
The censorship of “Vestalic” Plays at the Time of Joseph II

Reinhard Eisendle

The substantial reform of censorship was a central issue of 
the politics of Joseph II – only a few days after the death of 
his mother, the Empress Widow and Queen Maria Theresia 
(November 29, 1780), he conceptualized the outlines of how to 
restructure censorship including the revision of the Catalogus 
librorum prohibitorum and the promotion of a new form of 
public discourse. Nevertheless theatre as a powerful form of 
representation was regarded as a special case in which more 
restricted rules should control potential forms of transgression: 
political and religious questions emphatically discussed in the 
arena of Josephinian brochures could not be an explicit topic 
of theatrical works. The stage was forbidden to present all 
performative or even verbal acts which could produce an image of 
Christian belief – only pagan ceremonies or figures like a hermit 
could be part of theatrical action. New distinctions were cultivated 
between the approbation for print and what was sanctioned for 
theatrical performance, creating a sophisticated field of public 
discourse and reception. So the performance of Beaumarchais’ Le 
mariage de Figaro which should have taken place at the Viennese 
Kärntnerthortheater on February 3, 1785, was forbidden by 
intervention of the Emperor himself, but the printed piece could 
circulate freely in all the Habsburg States. 
 The Josephinian list of plays that could be neither performed 
nor studied in print is not very long and may therefore be seen as 
a dense concentrate of forbidden representations. The list includes 
two plays which focus on the destruction of „vestalic“ order: 
Die neuen Vestallinnen, ein Schauspiel in trochäischer Versart, 
s. l. 1777, attributed to Johann Nepomuk Lengenfelder (1753-
1783) and Julus und Rhea, ein Musikalisches Drama in einem 
Aufzuge. Straßburg 1779, attributed to Johann Gabriel Bernhard 
Büschel (1758-1813). These very different plays deserve attention, 
because they refer to central questions of the cultural framework 
of censorship in the Age of Enlightenment: the subversion of 
old virtues as pure prejudices against the order of nature versus 
the creation of new values by breaking the rules of a dominant 
order. Lorenzo da Ponte was concerned with a similar topic in his 
dramma giocoso L’arbore di Diana (music by Vincente Martin 
y Soler), which was performed at the Viennese Burgtheater on 
October 1, 1787. According to his Memorie Da Ponte regarded 
L’arbore di Diana as an allusion to Josephinian policies of 
abolishing monasteries. This piece, which passed censorship, also 
focuses on the dismantling of the old order embodied in the tree of 
Diana as an eminent sign of social control. How does Josephinian 
censorship reflect and enact changing values and orders? and 
to what extent could it be regarded as a subversive factor in a 
structural sense?

Enlightenment Censorship in Vienna as a Source of Creative 
Inspiration:  Die Zauberflöte and Franz Karl Hägelin’s Notes 

on the Tasks of Theatrical Censors
Martin Nedbal

In their discussions of censorship in theatrical works produced 
in Vienna in the late eighteenth and early nineteenth centuries, 
scholars usually take for granted the notion that the relationship 
between censors and theatrical authors was marked by a 
unidirectional chain of command emanating from censors in order 
to limit the creative urges of the authors in respect to political 
and moral matters. Yet recent theories, put forth especially in 
the writings of Peter Höyng and Michael Holquist, call for a 
more complex conceptualization of censorship as a bundle 
of multidirectional negotiations and contradictory discourses 
stretching beyond the censors and authors. This paper shows 
how this dialogic understanding of censorship applies to the 
heroisch-komische Singspiele produced in Emanuel Schikaneder’s 
Wiednertheater in Vienna in the early 1790s.
 Some of these Singspiele are discussed in the notes of Franz 
Karl Hägelin, the main Viennese theatrical censor of the time. 
Besides showing which passages and scenes Hägelin found 
detrimental for the moral sensibilities of Viennese audiences, these 
notes also contain general principles, which supposedly guided 
Hägelin’s approach to moral issues in the pieces he censored. 
And yet, only one libretto by Schikaneder from the 1790s, that 
for Mozart’s Die Zauberflöte, avoids immoral excesses which 
Hägelin criticized and fought against through his censorial 
activities and writings. The remaining heroisch-komische operas 
by Schikaneder (such as Der Spiegel von Arkadien and Babilons 
Piramiden) often indulge in explicitly sexual humor and depict 
cases of unpunished adultery and other risqué behavior. In my 
paper I use the theory of dynamic censorship to offer several 
explanations for the contradictions between Hägelin’s principles 
and the content of singspiel libretti as well as for the difference 
between the treatment of moral issues in Die Zauberflöte and the 
other contemporaneous operas produced by the same company in 
the same theater and for the same audiences. My main contention 
is that in some cases, such as in Die Zauberflöte, censorship 
represents and promotes the same principles that guide the work 
of theatrical authors and thus should be considered an element of 
creative stimulation rather than merely a force of restriction.

Papers on other sessions:

“Jetzt soll’ ich leben wie ein Hund”:
Zaide and the Exoticization of Childhood in the Kindertruppen

Adeline Mueller

In Wolfgang Amadeus Mozart and Johann Andreas Schachtner’s 
unfinished Singspiel, Zaide (1779-80), the eponymous heroine—a 
harem captive and the Sultan’s favorite—sings a lament, “Trostlos 
schluchzet Philomele” (Disconsolate, Philomele weeps). 
Identifying both with Ovid’s victim of sexual violence and with 
the nightingale into which Philomele is transformed, Zaide 
here elides multiple categories of the abject, all of which were 
increasingly popular candidates for Enlightenment emancipation: 
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slaves, deflowered females, and caged animals. A closer look at 
the genealogy of Zaide, however, reveals a fourth figure of alterity 
and limited agency: the child. 
 Zaide’s principal source, the Singspiel Das Serail, was created 
in 1765 for a novelty troupe of child performers, and adapted for 
another such Kindertruppe in the late 1770s, whence it came to 
the attention of Mozart and Schachtner. The popularity of harem 
operas and rescue plots among the Kindertruppen is, in one sense, 
part of the wider vogue for Oriental settings in European drama 
in the decades following the conflicts between the Habsburg 
and Ottoman Empires. But captivity narratives become newly 
provocative—and newly poignant—when performed by children 
who earned their living impersonating adults, and enacting 
adult intrigues, in adaptations of popular comic theatricals. 
Conspicuously vagabond, often iniquitous, and orbiting around 
a magnetic and occasionally abusive impresario, the children’s 
troupes resembled the popular image of the harem in more than 
one respect. 
 Both of the Kindertruppe impresarios who staged Das Serail 
were anxious to improve the respectability of their enterprises and 
to distance themselves from the unsavory physicality of the bawdy 
farces performed by earlier Kindertruppen. In one of Das Serail’s 
arias, an anonymous “Sklavin” who is a celebrated performer in 
the harem mourns the renown she gains by playing the fool and 
“resembling the apes,” when in reality she “must live like a dog” 
and dreams only of returning home. The Slave-Girl’s lament 
gestures toward a metatheatrical indictment of the Kindertruppen 
and the often pitiable lives of their young performers, echoing 
Lessing’s familiar critique of one such troupe as “kleine 
Affen” (little apes). In my study of Das Serail and Zaide, I will 
explore how the provocative appeal of the Kindertruppen, as 
well as the critical opposition they often incurred, could only 
have come about at a time when childhood was coming to be 
perceived as an increasingly foreign stage of life, one capable 
of being misunderstood, misdirected, and even violated. Beset 
harem captives like the Slave-Girl and Zaide, displaced from 
their homeland and newly endangered, stood not just for the 
Kindertruppen but also for the exoticization of childhood itself.

The Jesuit and the Libertine:
Early Reception of Mozart’s Don Giovanni

Edmund J. Goehring

The Jesuits as the nemesis of an Enlightened Austria: this tenet 
of traditional historiography has no shortage of contemporary 
evidence. It can be found, for example, among the jetsam of 
pamphlets that surfaced during Joseph’s decade. One such tract, 
from 1786, satirizes the Order by imagining one of its members 
commiserating with his colleague the Devil over the success 
of the Enlightenment. The triumph of good taste seems to have 
depressed business for avaricious clerics above, and also thinned 
the ranks of the damned below.
 Even so, the distance in Austria between a Jesuit, Baroque 
culture and an Enlightened one was not always as great as these 
documents suggest, including when it came to the stage. The 
instructive power of image that animated the practice and usually 

the theory of Jesuit theater was too great to forsake, and some 
leading Enlightenment Austrian reformers of drama openly 
acknowledge a debt to Jesuits like Charles Porée and his widely 
circulating treatise that (mostly) defends actors and their craft.
 Where Enlightenment partisans spotted trouble in a Jesuit 
theatrical legacy was less in theoretical writings than popular 
practice, including in a subject like the Don Juan legend. The 
objection was not just to the moral squalor of its protagonist 
but also to the tale’s century-long Austrian use as a theatrical 
accompaniment to the Octave of All Souls. Such a confluence 
of low theater with popular religious practice was seen not as 
cultivating piety but instead as breeding superstition among the 
populace.
 The concern about a malign Jesuit or clerical influence on 
Don Juan theater extends to the reception of Mozart’s opera later 
into the century. A commentary from 1789 offers an early instance 
in which the measure of Mozart’s talent is taken with reference 
to a celebrated artist in a different medium. The critic wrestles 
with the opera’s apparent atavism (he calls the whole a “monastic 
farce”) by comparing Mozart to Raphael: just as Raphael helps 
explain the ideas of a Callot or Teniers, so, too, can Mozart’s 
opera make sense by reference to Martin von Cochem, a Capuchin 
priest, active into the early eighteenth century, who wrote highly 
popular devotional works that would survive long enough to vex 
Enlightened reformers of religion.
 If this comparison mostly contains praise, such is not the case 
with an account of the opera by Ignaz Arnold, an early Mozart 
biographer. He denounces Mozart’s stone guest as a “Jesuit spook” 
and the opera as a whole as barely coherent. So bewildered is he 
by Don Giovanni’s haphazard, episodic organization that he offers 
what is likely the most elliptical of all genealogies of the opera’s 
libretto: the only way to make sense of it, he says, is to see it as a 
reworking a seventeenth-century political tale, by an anonymous 
Portuguese Jesuit, published to incite opposition to Afonso VI of 
Portugal. So, for all of the opera’s reputation as a forward-looking 
work, some of the earliest reviewers saw it as a relic from a 
Baroque, Jesuitical world they would sooner have been done with.
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Arranged chronologically; deadlines for 
paper/seminar proposals are given if known 
or not already passed. Note that abstracts 
of papers are frequently posted on the 
websites of societies.

Bibliographical Society of America, 
29 January 2011, 2:00 P.M., Grolier Club, 
New York City. Papers by Kyle B. Roberts, 
Michael Eisenberg, and Jason Powell, 
followed by annual meeting and plenary 
lecture, “The Bibliophile as Bibliographer,” 
by Eric Holzenberg.

South Central Society for Eighteenth-
Century Studies, 17–19 February 2011, 
Saint Simon’s Island, Georgia. Address: 
Murray Brown, Georgia State University. 
Website: www.scsecs.net.

Society of Early Americanists, 
3–5 March 2011, Philadelphia. Seventh 
Biennial Conference. Website: 
www.societyofearlyamericanists.org.

Southeastern American Society for 
Eighteenth-Century Studies (SEASECS), 
3–5 March 2011, Wake Forest University, 
Winston-Salem, North Carolina. Plenary 
speakers: Evan Bonds (Music, UNC-
Chapel Hill), Felicity Nussbaum (English, 
UCLA), and Peter Reill (History, UCLA). 
Theme: “Science and the Arts in the Long 
Eighteenth Century.” An abstract appears 
elsewhere in this issue. Website: 
www.seasecs.net.

Mozart Society of America, during 
annual meeting, 17–20 March 2011, 
of American Society for Eighteenth-
Century Studies, Vancouver. “Theatre 
and Censorship in the Habsburg Lands,” 
Lisa de Alwis, chair. Abstracts appear 
elsewhere in this issue. See the website 
www.mozartsocietyofamerica.org and the 
ASECS web page at asecs.press.jhu.edu

Society for Eighteenth-Century Music, 
during annual meeting, 17–20 March 
2011, of American Society for Eighteenth-
Century Studies, Vancouver. Website: 
www.secm.org.

Eighteenth-Century Scottish Studies 
Society, 7–10 July 2011, University of 
Aberdeen, Aberdeen, Scotland (Research 
Institute for Irish and Scottish Studies, 
University of Aberdeen). Theme: “The 
Arts and Sciences of Progress.” Plenary 
speakers: Colin Kidd (Glasgow University) 
and Fiona Stafford (Oxford University). 
Website: www.ecsss.org/meetings.

Canadian Society for Eighteenth-
Century Studies, 2011. McMaster 
University, Hamilton, Ontario. Conference 
organizer: Peter Walmsley, Chair, 
Department of English and Cultural 
Studies, McMaster University. Website: 
www.csecs.ca. 

Rousseau Association, summer 2011, 
University of Bristol, UK. Colloquium: 
“Rousseau’s Republics / Les républiques 
de Rousseau.” Organizer: Prof. Christopher 
Bertram. Website: 
rousseauassociation.ish-lyon.cnrs.fr.

Mozart Society of America, Schubert 
Club, University of Minnesota School of 
Music, and Center for Austrian Studies 
(University of Minnesota), 
20–22 October 2011, Minneapolis and 
Saint Paul, Minnesota. Fifth Biennial 
Conference of the Mozart Society of 
America: “Mozart in Our Past and in Our 
Present.” Send proposals by 15 March 
2011 to John A. Rice, Department of 
Music, University of Pittsburgh, 110 Music 
Building, 4337 Fifth Avenue, Pittsburgh, 
PA 15260; e-mail: jarice@rconnect.com.

Mozart Society of America, during 
annual meeting of American Musicological 
Society, 10–13 November 2011, 
San Francisco. Address: John A. Rice, 
jarice@rconnect.com. See also the website: 
www.mozartsocietyofamerica.org.

Society for Eighteenth-Century Music, 
during annual meeting of American 
Musicological Society, 10–13 November 
2011, San Francisco. For further 
information, see the website: 
www.secm.org

Society for Eighteenth-Century Music, 
1–3 December 2011, First International 
Conference: Lucca, Italy, “Luigi 

Boccherini (1743–1805.” Send abstract 
of no more than 500 words and one page 
of biography by email by 4 April 2011 to: 
operaomnia@luigiboccherini.org. Please 
include with your name contact details 
(postal address, e-mail and telephone), and 
(if applicable) affiliation.

ACTIVITIES OF CITY AND 
REGIONAL ORGANIZATIONS

Carmel Music Society: The Mozart 
Society Series. Carmel. P.O. Box 221351 
Carmel, CA 93922 Tel: (831) 625–9938; 
website: www.mozart-society.com. See 
website, www.carmelmusic.org for detailed 
information.

Friends of Mozart, Inc. New York City. 
P.O. Box 24, FDR Station, New York, 
NY 10150 Tel: (212) 832–9420. Mario 
Mercado, President; Erna Schwerin, 
Founding President. Friends of Mozart 
sponsors concerts and also publishes 
newsletters and informative essays for 
its members. 22 February 2011, 8:00 
P.M.: Mozart Piano Music, Efi Hackmey, 
Rose Studio, 70 Lincoln Center Plaza, 
10th floor. 13 April, 8:00 P.M.: Mozart 
Chamber Music, Robert Bush (flute) 
Mayuki Fukuhara (violin), Sarah Clarke 
(viola), Lindy Clarke (cello), Christ and 
St. Stephen’s Episcopal Church, 120 West 
69th Street. Admission free to all events. 
For further information, see the website: 
www.friendsofmozart.org, or contact Mario 
Mercado, mario.r.mercado@aexp.com.

Harvard-Radcliffe Mozart Society 
Orchestra. Boston. Student-run, 
professionally conducted chamber 
orchestra founded in 1984. See website, 
www.hcs.harvard.edu/%7Emso/index.html.

FESTIVALS

Bath Mozartfest, 11–19 November 2011, 
Bath, England. Website: 
www.batmozartfest.org.uk.

Long Beach Mozart Festival, 
5450 Atherton Street, Long Beach, 
CA 90815, Leland Vail, Artistic Director; 
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Please fill out the form below and mail it with your check (payable to the Mozart Society of America) to: 
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Dues to be applied to:
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Tel: (562) 439–4073, 
e-mail: lelandvail@yahoo.com; 
lvail@csulb.edu. Website: 
www.longbeachmozartfestival.org.

Long Island Mozart Festival, 
The Chamber Players International, 
Old Westbury, New York. 
Tel: (877) 444–4488. 
Website: www.limozartfestival.com.

Mainly Mozart Festival, San Diego. 
P.O. Box 124705, San Diego, CA 92112-
4705 Tel: (619) 239-0100. David Atherton, 
Artistic Director. Performances by the 
Mainly Mozart Festival orchestra, chamber 
music, recitals, educational concerts, and 
lectures. Call for information about other 
series offered by Mainly Mozart. Website: 
www.mainlymozart.org.

Midsummer Mozart Festival, San 
Francisco. Tel: (415) 954–0850. Fax: (415) 
954–0852 George Cleve, Music Director 
and Conductor. 
Website: www.midsummermozart.org.

Mostly Mozart Festival 2011, New York 
City, Lincoln Center, 31 July - 25 August 
2011. Website: www.mostlymozart.com; or 
www.new.lincolncenter.org/live/index.php/
mostly-mozart.

National Marionette Theatre, Prague. 
Year round performances of Don Giovanni 
and occasionally of The Magic Flute. 
Website: www.mozart.cz.

OK Mozart International Festival, 
P.O. Box 2344, Bartlesville, OK 74005. 
Business Office: 918 336 9900; Ticket 
Office: 918 336 9800. Website: 
www.okmozart.com.

Salzburg Festival, 27 July – 30 August 
2011. Website: www.salzburgerfestspiele.at

Saoü chante Mozart, Southeast France. 
June - July 2011, concerts in different 
towns in the Drôme department of 
Provence. Henry Fuoc, Director. Website: 
www.saouchantemozart.com.

Vermont Mozart Festival, 125 College 
Street, Burlington, VT. After thirty-
seven years, the Festival has officially 
ceased operations due to ongoing funding 
shortfalls. For further information see the 
website: www.vtmozart.com.

Woodstock Mozart Festival, Woodstock, 
IL Website: www.mozartfest.org.

—Compiled by Isabelle Emerson
The University of Nevada, Las Vegas
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