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President’s Message 

Bruce Alan Brown

Embarking on a term as MSA President, I am honored to 
have been entrusted by the Society’s members with the task 
of guiding its activities, and simultaneously grateful to out-
going President Paul Corneilson, who has not only done a 
superb job of leading MSA over the last four years, but has 
also been enormously generous with his time while helping 
me get up to speed with all that is involved in keeping this 
complex machine running smoothly  I have also benefitted 
from the help and advice from MSA’s officers and committee 
members, who together constitute a formidable brain trust 

As announced in the spring issue of this Newsletter, the 
theme of this year’s MSA panel at the Mostly Mozart Festival 
at Lincoln Center in New York City, in July, was “Mozart’s 
Magic Flute: In His Time and Ours,” inspired by perfor-
mances at the festival of the innovative production of Mo-
zart’s Die Zauberflöte by the team of Barrie Kosky, Suzanne 
Andrade, and Paul Barritt  Three MSA members (since  
everything Zauberflöte comes in threes!)—Thomas Bauman, 
Martin Nedbal, and Catherine Coppola—presented short 
papers on the panel (which I moderated), and Catherine’s 
will appear in an upcoming issue of the Newsletter  MSA will 
present another such panel at next year’s Festival—we’d love 
to see you there!

continued on page 2

Also looking forward: as you read this, we will be final-
izing the program and arrangements for the MSA’s joint 
conference with the American Bach Society (ABS) at Stan-
ford University (February 13–16, 2020), “Bach and Mozart: 
Connections, Patterns, Pathways ” In addition to papers on 
such topics as social contexts, reception, Bach-Mozart con-
nections, and digital resources, the conference will include 
a round-table discussion of Karol Berger’s 2007 book Bach’s 
Cycle, Mozart’s Arrow (winner of that year’s Emerson Award 
from the MSA)  Stay tuned for further details 

A bit further into spring (March 19–21, 2020), MSA will 
be sponsoring a panel at the annual conference of the Amer-
ican Society for Eighteenth-Century Studies (ASECS), in St  
Louis: “Charles Burney’s Tours in Perspective,” marking the 
250th anniversary of the British music historian’s first conti-
nental tour, during which he met father and son Mozart (in 
Bologna, in August 1770)  The panel will be chaired by MSA 
Vice President Laurel Zeiss 

Following up on Martin Nedbal’s 2017 MSA publication 
on the Estates Theater in Prague (site of the premieres of Don 
Giovanni and La clemenza di Tito), we have commissioned 
a study of the Cuvilliés-Theater in Munich, where Mozart’s 
Idomeneo had its first performances in 1781  The author is 
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Karl Böhmer, director of the Villa Musica in Mainz, Ger-
many, and a specialist on Italian opera at the Munich court  
This richly illustrated booklet will be sent to MSA members 
as soon as it is published, probably late this year 

If you enjoy such special publications of the Mozart Soci-
ety of America, you might consider making a donation to the 
Society’s Daniel Heartz Fund, proceeds from which are used 
primarily in support of MSA publications 

Membership Reminders

If you have not already renewed your membership for 2019–
20, please do so  You can find the membership form on the 
MSA website, along with calls for papers and information on 
other Mozart topics  Thank you for your continuing support 

If your address has recently changed, please make sure to 
notify MSA Secretary Samuel Breene at sbreene@gmail com 

MSA Business Meeting and Study Session 

The annual business meeting of the Mozart Society of Amer-
ica will take place during the American Musicological Soci-
ety conference in Boston, Massachusetts, on Thursday, Octo-
ber 31, from 8:00 to 11:00 pm in the Stone Room of the Westin 
Waterfront Hotel  The study session will include a four-hand 
piano program with UK-based duo Emma Abbate and Julian 
Perkins  Abbate and Perkins have given duet recitals at pres-
tigious venues in the UK and they have recorded Mozart’s 
complete sonatas for piano duet on period instruments  The 
program will include music by Mozart and his contempo-
raries  After the performance, Adeline Mueller will lead an 
informal discussion with the artists  Please invite your col-
leagues and graduate students to join us for this wonderful 
concert 

continued from page 1

MSA at ASECS

MSA will have a presence at the annual meeting of the Amer-
ican Society of Eighteenth-Century Studies in St  Louis, Mis-
souri, March 19–21, 2020  Laurel Zeiss will chair a session on 
Charles Burney and Edmund Goehring will lead a round-ta-
ble on mimesis  To learn more about the conference and see 
the full program visit: https://www asecs org/ 

Charles Burney’s Tour in Perspective, 
chaired by Laurel E. Zeiss 

2020 marks the 250th anniversary of Charles Burney’s tour 
of France and Italy, which resulted in his book The Present 
State of Music in France and Italy (1771) and eventually his 
multi-volume A General History of Music (1772, 1782, and 
1789)  This session seeks to examine Burney’s first European 
trip, his writings, and his influence from a variety of perspec-
tives  

On Mimesis, led by Edmund Goehring

Robert Pippin, taking up Hegel’s claim that art had become 
a “thing of the past,” proposes that, with Modernist French 
painters, representational art ceased “to compel conviction, 
to arrest attention, to maintain credibility” (After the Beauti-
ful)  Wye Allanbrook, in laying out a poetics of the music of 
Mozart’s era, is still more emphatic that something irrevo-
cable happened at the beginning of the nineteenth century  
By her account, a curtain came “down on habits of thought 
about music’s nature”—that is, the mimetic tradition—“that 
had been sustained in one mode or another since antiquity” 
(The Secular Commedia)  These observations (and similar 
ones could be added) indicate how the question of represen-
tation in the arts is still a lively one and how much it is sus-
tained by eighteenth-century thought and practice  
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Announcements

MSA Panel at the Mostly Mozart Festival

For the seventh consecutive year, MSA held a panel discus-
sion in association with Lincoln Center’s Mostly Mozart Fes-
tival in New York City  It took place on the afternoon of July 
20, at the Stanley H  Kaplan Penthouse  Despite a heat wave 
in the city, close to 160 people were in attendance  

This year’s theme was “Mozart’s Magic Flute: In His Time 
and Ours ” The paper topics were coordinated with the Ko-
mische Oper Berlin’s production of Die Zauberflöte, which 
had its New York premiere at the David H  Koch Theater on 
July 17  The staging of the opera mixed live action with ani-
mations 

New MSA president Bruce Alan Brown (University of 
Southern California) served as moderator of the panel  
Thomas Bauman (Northwestern University, emeritus) began 
with “The Magic Flute as Parable: A Triple Alliance ” Mar-
tin Nedbal (University of Kansas) followed with “From the 
Court to the Suburbs: Die Zauberflöte’s Links to Viennese 
Court Theater and to German Enlightenment Theater Re-
form ” Catherine Coppola (Hunter College) concluded with 

Bruce Alan Brown with panelists (from left) Martin Nedbal, Cath-
erine Coppola, and Thomas Bauman at the Mostly Mozart Festival 

Introducing Bruce Alan Brown, President, 
and Laurel E. Zeiss, Vice President

In its spring 2019 elections, MSA members elected Bruce 
Alan Brown as president and Laurel E  Zeiss as vice president  

Brown is a professor of musicology at the University of 
Southern California where his research and teaching inter-
ests are music in the late eighteenth century, particularly 
opera, ballet, and performance practice  His publications in-
clude Gluck and the French Theatre in Vienna, W. A. Mozart: 
Così fan tutte, The Grotesque Dancer on the Eighteenth-Cen-
tury Stage: Gennaro Magri and His World (ed , with Rebecca 
Harris-Warrick), critical editions of Gluck’s Le Diable à qua-
tre and L’Arbre enchanté, and numerous articles  He served as 
editor-in-chief of the Journal of the American Musicological 
Society from 2005 to 2007 and he is on the editorial board of 
the Gluck-Gesamtausgabe  He has received research grants 
from the National Endowment for the Humanities and the 

Advancing Scholarship in the Humanities and Social Sci-
ences program (USC)  He is a member of the Akademie für 
Mozart-Forschung, Salzburg 

Zeiss is an associate professor of musicology at Baylor 
University  She has published her research in The Cambridge 
Companion to Opera Studies, the Cambridge Opera Journal, 
The Journal of Singing, The Cambridge Haydn Encyclopedia, 
and the Cambridge Companion to Die Zauberflöte  She also 
has contributed essays to several edited collections, including 
Taste in the Eighteenth Century: Aesthetics and the Senses. Her 
book Engaging Opera is forthcoming  Some of her most note-
worthy engagements include being the opening speaker at 
the British Library’s celebrations of Mozart’s 250th birthday 
(2006), speaking at the Mostly Mozart Festival at Lincoln 
Center (2015, 2016, and 2018), and holding a visiting research 
fellowship at the Centre for Opera Research at the University 
of Sussex (2011)  Baylor University named her an Outstand-
ing Professor in 2013 in honor of her inspiring teaching and 
research 

The elections also resulted in three members being named 
to the Board of Directors: Sarah Eyerly (assistant professor 
of musicology at Florida State University), Austin Glatthorn 
(Newton International Fellow, Durham University), and Mi-
chael Ruhling (professor of performing arts at Rochester In-
stitute of Technology)  

“In Defense of the Text for The Magic Flute ” Audience mem-
bers participated in a lively question-and-answer period fol-
lowing the presentations 

—Suzanne Forsberg
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American Bach Society and Mozart Society of 
America Joint Conference 

Stanford University
February 13–16, 2020

The ABS and MSA will hold a joint conference on February 
13–16, 2020 at Stanford University  The theme of the confer-
ence is “Bach and Mozart: Connections, Patterns, Pathways” 
and will take place on campus at the Campbell Recital Hall  
In addition to formal papers (listed below), there will be 
three concerts: a prelude concert by the Philharmonia Ba-
roque Orchestra at Bing Concert Hall on Wednesday, Febru-
ary 12, with Richard Egarr conducting a program titled “The 
Well-Caffeinated Clavier,” a chamber concert featuring music 
by J  S  Bach and Mozart on Friday, February 14, and Mozart’s 
Requiem on Saturday, February 15, also at Bing Concert Hall  
In addition, there will be an open discussion with a panel 
of experts and Stanford University’s Professor Karol Berger, 
author of Bach’s Cycle and Mozart’s Arrow (University of Cal-
ifornia Press, 2009), which won the first Emerson Award  
(Copies of Berger’s book will be available to conference par-
ticipants at a 40% discount; for details see the ABS and MSA 
websites ) Rooms for participants have been reserved at the 
Stanford Guest House ($174 standard, with one queen; $214 
deluxe, with two queens) and will be held through the end of 
November 2019 

The papers selected by the Program Committee offer dif-
ferent perspectives on the connections between the Bach and 
Mozart families and the patterns of influence and inspiration 
that emerged from their works and their artistic milieus  The 
ABS will publish a volume in Bach Perspectives (University 
of Illinois Press) in 2022 based on this theme with selected 
papers from the conference  

The tentative speakers and paper topics (in alphabetical 
order by surname) are:

Christina Blanken, “Music, Edition, and Instrument His-
tory: Ambrosius Kühnel’s Business Partnership with Vien-
nese Fortepiano Manufacturers”

Caryl Clark, “The symphonie concertante and Its Implica-

tions for Biography and Historiography: Mozart, Boulogne, 
Paris, Salzburg”

Norbert Dubowy, Mark W. Knoll, and Craig Sapp, “Dig-
ital Resources for Composer Studies” 

Yoel Greenberg, “The Emergence of the Recapitulation in 
Eighteenth-Century Binary Forms”

Noelle Heber, “Bach, Mozart, and the Pursuit of Wealth”
Moira Hill, “The Hamburg Reception of C  P  E  Bach and 

Mozart through the Passion Settings of C  F  G  Schwenke”
Estelle Joubert, “Visualizing Networks of Bach Reception 

during the Enlightenment”
Michael Maul, “Mozart, Doles, and the Prefect of the 

Choir: New Observations on Mozart’s Visit to the St  Thomas 
School”

Pierpaolo Polzonetti, “Bach and Mozart at the Coffee 
House”

Stephen Roe, “Johann Christian Bach’s German Heritage”
Jonathan Salamon, “A New Schema for the Galant ‘Sche-

maticon’: the Leo”
David Schulenberg, “Mozart and the Bach Tradition”
Eleanor Selfridge-Field, “The Italian Transcriptions of 

Johann Sebastian Bach, Johann Bernard Bach, and Johann 
Gottfried Walther”

Morton Wan, “Mozart Fugue K  394 and Enlightened Au-
tomata: Technology, Gender, and Counterpoint”

Abstracts for the papers and information about registration 
will be posted on the ABS and MSA websites later this fall  

CFP: Bach Perspectives

The American Bach Society invites submissions for con-
sideration for  Bach Perspectives  14, an essay collection on 
the theme of “Bach and Mozart: Connections, Patterns, 
Pathways ” Papers on all aspects of the subject are welcome 
and will be selected after peer review for publication in 
2022  Potential topics include the many fruitful connections 
between generations of composers in the Bach and Mozart 
families, the patterns of influence and inspiration that 
emerged from their works and their artistic milieus, and the 
pathways opened by their music and musical cultures  

Submissions should be approximately 6,000 words 
and should be sent in electronic form to Paul Corneilson 
(pcorneilson@packhum org) by April 15, 2020  Information 
on the series is available at http://www americanbachsociety 
org/perspectives html  
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A Previously Overlooked Manuscript of  
La clemenza di Tito in Strakonice 
and the Opera’s Early Reception in Bohemia

By Martin Nedbal

During the last decade of the eighteenth century, Mozart’s La 
clemenza di Tito, K  621, was exceptionally popular in Prague, 
the city where it premiered on September 6, 1791, the same 
day as Leopold II’s coronation as King of Bohemia  This pop-
ularity is reflected in the opera’s many performances by the 
Guardasoni Italian troupe at the Estates—originally, until 
1799, Nostitz—Theater between 1791 and 1807  Consequently, 
Prague copyists produced numerous manuscript scores of 
the opera, which were distributed throughout Central Eu-
rope (for an overview of scores discussed in this article, see 
Appendix 1)  Earlier studies by Milada Jonášová have shown 
that among the most important late eighteenth-century Bo-
hemian manuscript orchestral scores of Tito are those from 
the Prague workshop of Anton Grams together with frag-
ments of an orchestral score from the estate of Johann Baptist 
Kucharž, music director at the Estates Theater in the 1790s 
and author of early piano reductions of Mozart’s operas 1 The 
most complete Bohemian score is preserved in the Lobko-
wicz Archive in Nelahozeves and is referred to as “Quelle C” 
by Franz Giegling in the Kritischer Bericht of the Neue Mo-
zart-Ausgabe 2 This score is related to the Grams copies, most 
importantly a single volume now housed in the Zentralbib-
liothek Zürich (“Quelle S”) 3 As Jonášová points out, these 
scores were likely related to a lost conducting score used by 
Mozart during the opera’s premiere in 1791, and in a number 
of performances at the Estates Theater in the subsequent de-
cades 4 

Both Jonášová and Giegling mention the manuscript 
“Quelle T,” a nineteenth-century orchestral score held in the 
District Archive in Strakonice, a small town in Southern Bo-
hemia 5 However, the archive houses two more manuscript 
volumes of Tito that are most likely from the eighteenth 
century and therefore older than “Quelle T ”6 Whereas the 
“Quelle T” manuscript has the call number ZVON 21a-b, the 
older, and previously overlooked manuscript, is catalogued 
as ZVON 21c-d  This manuscript is part of the estate of the 
Zvon Choral Society, a voluntary male chorus which was ac-
tive in Strakonice from 1861 to 1951  In addition to the man-
uscript scores of Tito, the estate also contains manuscript 
orchestral scores of Idomeneo, K  366, Le nozze di Figaro, K  
492, Don Giovanni, K  527, and Die Zauberflöte, K  620  Most 
of these are early nineteenth-century copies (possibly based 
on published orchestral scores), but one of the Zauberflöte 
manuscripts (ZVON 26a-b) is older, and probably originated 

in the eighteenth century as well  It is unclear how the manu-
scripts arrived in Strakonice, as they are not mentioned in the 
inventories of the Choral Society’s library and archive from 
the time of its existence  It is possible that a member of the 
Society or a Strakonice archivist incorporated the scores into 
the collection in the late 1940s and early 1950s when items 
from aristocratic and monastic libraries were confiscated in 
Communist Czechoslovakia  

The Strakonice I Tito manuscript (as I will refer to the 
older score in the Strakonice Archive) is closely related to 
what Giegling refers to as “Quelle D,” a late eighteenth-cen-
tury score from the collection of Georg Poelchau, currently 
housed in the Staatsbibliothek zu Berlin—Preußischer Kul-
turbesitz (D-B, Mus ms  15155) 7 The two scores have an al-
most identical gathering structure and page layout  Next to 
the Lobkowicz score, the Berlin and now also the Strakonice 
I scores are among the most important manuscript sources 
for Tito, particularly because they contain simple recitatives, 
which were not preserved in the autograph  Both the Berlin 
and the Strakonice I scores were likely copied directly from 
the autograph, or a source close to it, and thus differ signifi-
cantly from the Lobkowicz and Zurich scores (see Appendix 
2) 8 Both scores follow the numbering of musical items in 
the autograph  Because Mozart initially used twenty musical 
numbers, to which he later added three arias (Tito’s “Ah se 
fosse intorno al trono,” Annio’s “Tu fosti tradito,” and Publio’s 
“Tardi s’avvede”), both the autograph and the two copies fea-
ture strange numberings, such as No  13 ½ in all three manu-
scripts and two Nos  7 in the two copies 9 Due to their close-
ness to the autograph, it is significant that both the Berlin 
and the Strakonice I scores contain two recitative cuts, in Act 
I, Scene 2, measures 17–18 and in Act II, Scene 1, measures 
7–26  The similarity of the manuscripts to the extant portions 
of the autograph suggests that the cuts might have been part 
of an early revision and possibly initiated by Mozart himself  

Both the Berlin and the Strakonice I scores contain nu-
merous textual and musical errors, some of which are cor-
rected in the Berlin score in red crayon and pencil  The first 
textual correction in the Berlin score occurs in the recitative 
measure 9 in Act I, Scene 3, where the wrong word “tocca” is 
corrected in red crayon to the original “tua ” The same error 
remains uncorrected in the Strakonice I score  The musical 
errors are most prominent in Sesto’s first-act aria “Parto, ma 
tu ben mio ” In the Berlin score, red-crayon markings change 
the number of the aria from 7 to 8 (see Appendix 2)  Simi-
larly, in the Berlin score, red-crayon inserts add a forte mark-
ing to the instrumental parts in measure 1 and the second 
violin part in measure 4, both of which are present in the 
autograph but are missing from the (uncorrected) Berlin and 
Strakonice I scores 10 Furthermore, although both the Berlin 
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and Strakonice I scores contain (in measures 31–32, 33–34, 
36–37, 40, 42, 49–50, 81–83, 110–111, 120–121, and 126–128) an 
extra solo B-flat clarinet part, which avoids the low register 
of the original basset clarinet part and was written into the 
first oboe line, only the Berlin score features pencil cuts of 
the regular clarinet solos and adds revisions written into the 
original solo basset clarinet part to make it fit the regular 
clarinet range in measures 31 and 33 11 

While the Berlin score is written on a paper of uncertain 
origin,12 the Strakonice I score is on a Bohemian paper that 
Mozart himself used in those portions of the Don Giovanni 
autograph he wrote while in Prague  This paper contains a 
watermark with a crowned B that Alan Tyson refers to as 
Wasserzeichen 94, and that he also found in the Prague copy 
of Figaro from the Donaueschingen Fürstenberg archive 13 
Jonášová found the same watermark in many other Bohe-
mian manuscript copies of Mozart works, including Grams’s 
Don Giovanni manuscript from Donaueschingen 14 

The Bohemian background of the Strakonice I score com-
plicates our understanding of the Berlin score and of Tito’s 
early reception  Whereas Giegling thought that the Berlin 
score might have been the basis for the first edition of the 
orchestral score, published in 1809 by Breitkopf und Härtel,15 
Jonášová has suggested that the edition must have been based 
on a Bohemian manuscript because it contains small-scale 
deviations from the autograph that can only be found in the 
Bohemian scores 16 One of the minute deviations in the Bo-
hemian scores that do not appear in the Berlin and Strako- 
nice I scores is in measure 60 of Annio’s second-act aria “Tu 
fosti tradito,” where the Lobkowicz and Kucharž manuscripts 
and the 1809 edition (but not the Berlin and Strakonice I 
scores) split the dotted half-note F5 into a half-note F5 and 
a quarter-note C5 17 Jonášová, furthermore, does not believe 
that the Berlin score could have been created in Bohemia, 
because the handwriting and paper types are too different 
from the Bohemian copies 18 At the same time, the Berlin 
and Strakonice I scores do share some of the deviations with 
the Lobkowicz and Zurich scores and the 1809 edition  For 
example, they notate a double stop A3–F4 in the second vi-
olin part on the downbeat of measure 50 of the first-act duet 
“Come ti piace imponi,” whereas the autograph provides a 
single F4 19 The Bohemian paper of the Strakonice I score 
further undermines any clear-cut distinctions between the 
Bohemian scores and the Berlin score  The precise origin of 
the Berlin and Strakonice I scores remains unclear, however, 
as does the relationship of the two manuscripts, beyond the 
fact that they were based on a common source  

The Strakonice I score might be connected to the multi-
faceted reception of the opera in Bohemia around 1800  On 
the one hand, the opera was a significant repertoire piece 

for Domenico Guardasoni’s Italian troupe at Prague’s Es-
tates Theater, yet on the other hand, the work also acquired 
a prominent commemorative and political symbolism  As 
many studies have previously shown, the work received a few 
performances immediately following its premiere on Sep-
tember 6, 1791 20 Contemporaneous reviews indicate that the 
initial reception was not enthusiastic, and no performances 
of Tito are documented in the following three years 21 The 
opera was received more warmly after a new production, 
with members of the original cast, premiered on Decem-
ber 3, 1794, as documented in the Brünn/Brno journal All-
gemeines europäisches Journal and in the poster collections 
at the Strahov Library and the Prague Conservatory 22 After 
1794, the AeJ started reporting on Prague’s theater again only 
in 1796 and listed thirteen performances of the opera in that 
year alone  Four performances of individual acts and four of 
the full opera followed in 1797, and seven performances in 
1798, according to the AeJ  Although the journal was discon-
tinued in late 1798, the programming of Prague’s theaters in 
1799 was still partially documented, as Jitka Ludvová reminds 
us, in the Allgemeine deutsche Theaterzeitung 23 This supple-
ment to the Pressburger Zeitung was published in 1798 and 
1799 and shows four more Tito performances in the first four 
months of 1799  At the beginning of the nineteenth century, 
occasional reviews of Prague theater life in the Allgemeine 
musikalische Zeitung suggest that the opera was still quite 
successful 24 In 1801, for example, the Allgemeine musikalische 
Zeitung Prague correspondent claims that Guardasoni’s new 
Italian operas are not very popular in Prague, and the com-
pany therefore uses Mozart’s Don Giovanni and Tito to boost 
box-office receipts 25 The fact that Tito was the last work 
performed by Guardasoni’s company at the Estates Theater 
(on April 24, 1807) after the impresario’s death in 1806 also 
points to the opera’s special significance for Prague’s musical  
life 

The two most complete Bohemian scores (the Lobkowicz 
and the Zurich scores) are clearly connected to theatrical 
performances; both were copied from sources related to the 
no-longer extant conducting score used at the Estates The-
ater, and both contain numerous revisions stemming from 
stage productions  The Lobkowicz score must have been 
used for performances at the Lobkowicz palace in Raudnitz/
Roudnice in Central Bohemia; Kathryn Libin has found doc-
umentation for at least two productions of the opera there, 
in 1803 and 1806 26 The Zurich score was likely first used in 
productions in Saxony, possibly (though this is only a spec-
ulation) as early as the first German production of the opera 
by the Joseph Seconda company in Leipzig in 1796 27 It was 
brought from Leipzig to Prague in the 1860s by the Prague 
German Theater director Rudolf Wirsing, who used it in one 
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performance of Tito at the Estates Theater in 1873, and whose 
heirs eventually sold it to the Zurich opera 28 

Compared to the Lobkowicz and the Zurich scores, the 
Strakonice I score does not contain revisions, additional 
markings, or inserted German texts that would suggest use in 
stage productions  Compared to the Berlin score, moreover, 
the errors in the Italian text and in the music remain uncor-
rected  The score therefore seems to have functioned as a ref-
erence or a collector’s item in the library of an aristocratic or 
a religious institution  The score thus relates to the symbolic 
significance that Mozart’s Tito acquired in Bohemia in the 
late eighteenth and early nineteenth centuries  After Leopold 
II’s untimely death less than a year after the Prague corona-
tion, Tito became associated with Leopold’s successor Franz 
II  On October 15, 1796, the Guardasoni troupe celebrated 
the name day of Empress Marie Therese, Franz’s wife, with a 
performance of Tito, and in the following year, the opera was 
performed on the Emperor’s thirtieth birthday  

Tito also acquired a commemorative function in connec-
tion specifically to Mozart  This became noticeable already 
at the February 7, 1794, concert in Prague’s Akademiesaal  
According to a Prager Neue Zeitung review, the concert was 
dedicated to the memory of the composer  Mozart’s widow 
and his two sons were present at this concert, which featured 
“the best pieces by Mozart ”29 Among these three pieces was 
Vitellia’s aria “Non più di fiori” performed by the soprano 
Josepha Duschek  In late 1794, furthermore, Mozart’s widow 
initiated a promotional campaign for Tito, arranging two 
concert performances of the work in Viennese theaters (on 
December 29, 1794, and March 31, 1795), and later also in 
Graz, Linz, Leipzig, Hamburg, and Berlin  As Ian Woodfield 
points out, the chronological proximity between Constanze 
Mozart’s Tito-centered activities and Guardasoni’s 1794 Tito 
production in Prague suggests that the Prague circle of Mo-
zart’s admirers (including Josepha Duschek and Franz Xaver 
Niemetschek) might have been involved in the initiation of 
this campaign 30 Constanze herself organized a commemo-
rative concert in Prague’s Estates Theater on November 15, 
1797; this concert reflects the merging of the Mozart cult with 
Austrian politics  The concert concluded with Empfindungen 
der Freude bei der frohen Wiederkehr des Friedens, a patri-
otic cantata celebrating the peace treaty of Campo Formio 
between France and Austria  The cantata had a text by the 
Prague University professor August Gottlieb Meissner 31 Ac-
cording to a program for the concert, Meissner’s text was set 
to music by the Prague composer Johann Matthias Wittasek, 
but the final chorus, in which Emperor Franz is celebrated 
as the savior of the fatherland (“Vaterlands-Erretter”), used 
choral music from Tito so that the audience members could 
join in to celebrate the festive occasion 32 Meissner and the 

concert organizers clearly expected that the Prague audience 
would recognize Mozart’s tune and appreciate Tito’s political 
significance  

According to John A  Rice, Constanze’s concert activities, 
including the Prague performances, “encouraged the audi-
ences to think of [Tito] as a kind of oratorio, a counterpart 
to the Requiem amongst Mozart’s last works ”33 It is possible 
that both the Strakonice I and Berlin scores were created in 
response to this promotional campaign  It is easy to imagine 
that it was Tito’s symbolic significance as an opera associated 
with Bohemia’s strong ties to Mozart and the region’s political 
ambitions within the Habsburg Empire that prompted an un-
known music lover in rural Bohemia to obtain the Strakonice 
I score at some point  And it was this same symbolic value 
that likely contributed to the preservation of the manuscript 
through the upheavals of the twentieth century in the estate 
of a civic choral society in a small town far away from oper-
atic hotspots of Central Europe  

Martin Nedbal is associate professor of musicol-
ogy at the University of Kansas  He joined the 
KU School of Music after earning his PhD from 
the Eastman School of Music in 2009 and serv-
ing on the faculty of the University of Arkansas  

Nedbal’s book Morality and Viennese Opera in the Age of Mo-
zart and Beethoven was published by Routledge in 2017  He 
has published articles on Mozart-related topics in Divadelní 
revue, Opera Quarterly, Acta Musicologica, Zeitschrift für Lite- 
ratur- und Theatersoziologie, and 19th-Century Music  Nedbal 
is also a contributor to The Oxford Handbook of Music Cen-
sorship and the database Mozart: New Documents 

notes
  Many thanks to Jana Lískovcová (District Archive in Strako- 

nice), Kathryn Libin, Petr Slouka (Lobkowicz Archive in Nela-
hozeves), and Martina Rebmann (Staatsbibliothek zu Berlin) 
for their help in researching the Strakonice Tito manuscript 

 1  See especially, Milada Jonášová, “Ein unbekanntes Parti-
tur-Fragment zu La clemenza di Tito und die frühesten Prager 
Quellen der Oper,” Mozart Studien 19 (2010): 82, 85 

 2  Franz Giegling, Kritischer Bericht to Neue Ausgabe sämtlicher 
Werke II/5/20: La clemenza di Tito (Kassel: Bärenreiter, 1994), 
39–41 

 3  Giegling, 53–54 
 4  Jonášová, “Ein unbekanntes Partitur-Fragment zu La clemenza 

di Tito,” 103  
 5  Giegling, Kritischer Bericht, 54; Jonášová, 84  
 6  A single, brief reference to an “eighteenth-century” Tito man-

uscript in Strakonice can be found in Jaroslav Bužga, “Einige 
Gedanken über die Uraufführung und über die Rezeptionsges-
chichte der Oper La clemenza di Tito,” Mozart-Jahrbuch (1991), 
774, n  5  
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 7  Giegling, Kritischer Bericht, 42–44  
 8  On the numbering in the Berlin score, see Giegling, 42 
 9  See Sergio Durante, “Musicological Introduction,” in Wolfgang 

Amadeus Mozart: La clemenza di Tito; Facsimile of the Auto-
graph Score (Los Altos, CA: The Packard Humanities Institute, 
2008), II:21  

 10  See Giegling, Kritischer Bericht, 109 
 11  These are described in Giegling, 110–12 
 12  Jonášová, “Ein unbekanntes Partitur-Fragment zu La clemenza 

di Tito,” 84 
 13  Alan Tyson, “The Prague Version of Mozart’s Le nozze di 

Figaro,” Music & Letters 69, no  3 (July 1988): 323; Alan Tyson, 
Catalogue of Watermarks, Neue Ausgabe sämtlicher Werke X/33/
Abt  2 (New York: Bärenreiter, 1992), 188–189 and Critical Re-
port to the Catalogue (New York: Bärenreiter, 1992), 44  

 14  Jonášová, “Eine unbekannte Prager Don-Giovanni-Partitur 
in der Musikalien Sammlung des Strahover Prämonstraten- 
ser-Kloster,” Mozart Studien 15 (2006): 280 

 15  Giegling, Kritischer Bericht, 38 
 16  Jonášová, “Ein unbekanntes Partitur-Fragment zu La clemenza 

di Tito,” 104 
 17  Jonášová, 94  
 18  Jonášová, 84  
 19  These deviations are listed in Giegling, Kritischer Bericht, 65–

207  
 20  In a letter to his wife from October 7–8, Mozart claims that 

on the night of Die Zauberflöte’s first performance at the Vien-
nese Wiednertheater (September 30), Tito was performed for 
the last time (possibly after several performances following the 
premiere) in Prague, with Anton Stadler as the featured clari-
net soloist  See, for example, Jonášová, “Ein unbekanntes Parti-
tur-Fragment zu La clemenza di Tito,” 81 

 21  This is clear from a report (dated December 12, 1791) on Ti-
to’s Prague reception, published in the Berlin Musikalisches 
Wochenblatt  See Otto Erich Deutsch, Mozart. Die Dokumente 
seines Lebens (New York: Bärenreiter, 1961), 380  Also, the 1794 
report on Prague’s theater in Allgemeines europäisches Journal 
claims that Tito was not successful (“[sie] gefiel       minder im 
Allgemeinen, als sie es vermög ihrer wahrlich himmlischen 
Musik verdiente”)  Allgemeines europäisches Journal I, no  6 
(December 1794), 569 

 22  Two more performances of the opera took place in the month 
of December, as documented in the AeJ, in a poster from Stra-
hov (for the December 20 performance), and in a poster in the 
collections of the Prague Conservatory (for the December 13 
performance)  The reports from AeJ are discussed in Tomislav 
Volek, “Das Repertoire des Nostitz-Theaters in Prag in den 
Jahren 1794, 1796–1798,” in Mozart, die italienische Oper des 18. 
Jahrhunderts und das musikalische Leben im Königreich Böh-
men, ed  Milada Jonášová and Matthias J  Pernerstorfer (Vi-
enna: Hollitzer, 2017), 177–294  

 23  Jitka Ludvová, “Dokumenty ke staršímu období dějin 
Stavovského divadla,” in Historický repertoár Stavovského di-
vadla II, 11. 9. 1796–30. 6. 1815, ed  Jitka Ludvová and Pavel 
Petráněk (Prague: Institut umění-Divadelní ústav, 2015), 
http://encyklopedie idu cz/index php/Historický_repertoár_ 
Stavovského_divadla_16 7 1815_–_31 12 1826  

 24  The first six years of the nineteenth century represent one of 
the least documented periods in the history of Prague’s theater, 
and thus there are no precise data about the number of Tito 
performances 

 25  Allgemeine musikalische Zeitung 3, no  29 (April 15, 1801), 497  
 26  Personal communication with Kathryn Libin, January 23, 2019  

The 1806 Tito production in Raudnitz/Roudnice is described 
in Marie Börner-Sandrini, Erinnerungen einer alten Dresdnerin 
(Dresden: Warnatz & Lehmann, 1876), 40–43  

 27  The production is discussed in Emanuele Senici, La clemenza 
di Tito di Mozart: I primi trent’anni (1791–1821) (Cremona: Bre-
pols, 1997), 26–27  

 28  See Mireille Geering, ed , Musikalienbibliothek des Opernhauses 
Zürich (Winterthur: Amadeus, 1995), 160–61 

 29  The review is cited in Deutsch, Mozart. Die Dokumente seines 
Lebens, 411 

 30  Ian Woodfield, Performing Operas for Mozart: Impresarios, 
Singers and Troupes (New York: Cambridge University Press, 
2012), 203  

 31  The text of the cantata was published as Empfindungen der 
Freude bei der frohen Wiederkehr des Friedens, Mozartische 
Tonsetzung unterlegt von A. G. Meissner und gesungen bei Gele-
genheit einer grossen, musikalischen Akademie der Wittwe Mo-
zart, zu Prag am 15ten November 1797 ([Prague, 1797]) 

 32  Deutsch, Mozart. Die Dokumente seines Lebens, 421 
 33  John A  Rice, W. A. Mozart: La clemenza di Tito (Cambridge: 

Cambridge University Press, 1991), 106–107  
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Appendix 1: Tito scores discussed (the information on the previously known scores is based on 
Giegling’s Critical Report and Jonášová’s 2010 article) 

Article Score Designation

Autograph

1809 Orchestral Score

Lobkowicz

Berlin

Zurich

Strakonice (ZVON 21a-b)

Kucharž

Strakonice I (ZVON 21c-d)

NMA Designation

Quelle A 

Quelle B

Quelle C

Quelle D

Quelle S

Quelle T

N/A

N/A

Location

D-B; PL-Kj; GB-Lbl

CZ-Nrlk

D-B

CH-Zz

CZ-Sta

CZ-Pst

CZ-Sta

Date

1791

1809

1791

Around 1800

Probably 1791–
1795

After 1800

Shortly after 
Tito’s premiere 

Around 1800

Comments

Published by Breitkopf und Här-
tel; according to Giegling, pos-
sibly based on the Berlin Score; 
according to Jonášová based on a 
Prague score 

Used in performances at the Lob-
kowicz estates; contains correc-
tions in Mozart’s hand; likely close 
to the production score used at 
the Estates Theater 

Unclear origin

Copied by the Grams workshop; 
likely close to the production 
score used at the Estates Theater; 
possibly used in Leipzig in the 
1790s, also used in Prague in the 
1870s

Unclear origin; possibly based on 
the 1809 edition

Used and partially copied by Jo-
hann Baptist Kucharž; likely close 
to the production score used at 
the Estates Theater; fragmentary 
in nature—consists of an incom-
plete score and two independently 
copied numbers

Unclear origin, though on Bohe-
mian paper
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Appendix 2: Numbering of arias, ensembles, and accompanied recitatives in the autograph and three 
early manuscript copies of Tito (numbering and titles shown as given in the manuscript scores). 

Act I 

Act II

NMA 

No  1 Duetto 
No  2  Aria 
No  3 Duettino 
No  4 Marcia 

No  5 Coro  
No  6 [Aria] 
No  7 [Duetto] 
No  8 Aria 
No  9 Aria 
No  10 Terzetto 
No  11 Recitativo  
[accompagnato] 
No  12 Quintetto  
[con coro] 

Autograph 

No:1 Duetto  
No:2 Aria  
No:3 Duettino 
Marcia 
Dopo il Duettino 
No:4 Coro 
No:5  
No:6  
Aria [unnumbered] 
No:7 Aria 
No:8 Terzetto  
Recitativo avanti il  
Quintetto N:9 
No:9 Quintetto con Coro

Berlin [revisions in red 
crayon in bold]

N  1 
N  2 
N  5 3 Duettino 
Marcia N  3½ 4a 

N  4b Coro 
N  5 
N  6 
N  7 
N  7 8 
N  8 9 Terzetto 
Recitativo  Scena 11a  
Avanti il Quintettto N  9 10 
N  9

STRAKONICE I 

No  1 
No  2  
No  5 [sic] Duetto 
Marcia N:3 

No  4 Coro 
No  5  
No  6 
N  7  
No  7 Aria  
N  8 Terzetto  
Recitativo  Scena 11a 
avanti il Quintetto  
No  9

Lobkowicz 

No: 1mo Duetto  
No  2 Aria  
No  3 Duetto 
No  4 Marcia e Coro 
 

No  5 Aria  
No  6 Duetto 
No  7 Aria  
Nr  8  
No  9 Terzetto 
Recitativo 10 

Quintetto 10

No  13 Aria  
No  14 Terzetto  
No  15 Coro  
No  16 Aria  
No  17 [Aria]  
“Che orror! Che  
tradimento!” 
No  18 Terzetto  
No  19 Rondo  
No  20 Aria  
No  21 Aria  
No  22 [Recitativo ac-
compagnato] 
No  23 Rondo 
No  24 Coro  
No  25 Recitativo  
[accompagnato] 
No  26 Sestetto con  
coro

No:10 Aria  
No:11 Terzetto  
No:12 Coro 
No:13 Aria  
13 ½  
Dopo l’aria di Annio  

No:14 Terzetto  
No:15 Rondò 
No:16 Aria  
No:17 Aria  
“Ecco il parte” 

No  18 Rondò 
No  19 Coro  
X 

No  20 Sestetto con Coro

N  10 
N  11 Terzetto  
Coro N  12 
N  13 
N  13 ½ 
Recitativo 

N  14 Terzetto  
N  15  
N  16 
N  17 
Recitativo 

N  18 Rondo 
N  19 Coro  
“Ma che giorno” 

Sestetto

No  10 
No  11 Terzetto  
Coro No  12  
No  13 
No  13 ½  
Recitativo 

No  14 Terzetto 
No  15  
16 
No  17 
Recitativo 

No  18 Rondo 
No  19 Coro  
“Ma che giorno” 

Sestetto 

No  11 Aria  
No  12 Terzetto  
No  13  
No  14 Aria  
No  15 Aria  
Recitat   

No  16 Terzetto  
Rondo No  17 
No  18 Aria 
No  19 Aria 
No  20 Recitat  

Aria 
Coro No  21 
Recitativo 

Finale
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Costume Innovations in the Parody Les amours de 
Bastien et Bastienne

By Enrique Oliver

Mozart’s 1768 German operetta Bastien und Bastienne, K  
50/46b, is related to the French parody Les amours de Bastien 
et Bastienne by Charles-Simon Favart, Marie-Justine Favart, 
and Harny de Guerville, which was first performed in 1753 at 
the Comédie Italienne in Paris  Madame Favart herself sang 
the role of Bastienne, Charles-Raymond Rochard de Bouillac 
sang Bastien, and Gabriel Champville took the role of Colas 

In this article, I will share two rare engravings from the 
French parody that depict Madame Favart in the role of Bas-
tienne and Champville in the role of Colas  There does not 
appear to be any engraving depicting Rochard in the role of 
Bastien  I recently acquired these engravings and they have 
since been donated to the Bibliotheca Mozartiana of the Mo-
zarteum  These images show how the characters were orig-
inally represented in costume under the new approach to 
staging encouraged by the Favart couple 

Les amours de Bastien et Bastienne was based on the well-
known and highly successful one-act intermède titled Le 
Devin du village by Jean-Jacques Rousseau 1 Rousseau’s inter-
mède premiered on March 1, 1753, at the Parisian Académie 
Royale de Musique (l’Opéra) and it was performed there at 
least 415 times from 1753 until 1829 2 The primary difference 
between these works was a shift from the pure, idyllic senti-
ments of country characters into more realistic depictions of 
feelings and appearances  All of this was achieved without 
any vulgarity; with good taste and with some wit, the char-
acters spoke and sang their thoughts in their own dialect to 
melodies that were fashionable at the time 

From an early age, the Parisian playwright Charles-Simon 
Favart (1710–1792) practiced writing verses and vaudevilles, 
and one of his notable literary and artistic collaborations was 
with the actress and writer Marie-Justine Benoîte du Ron-
ceray (1727–1772), known as Miss Chantilly (later Madame 
Favart) 3 Marie-Justine was born in Avignon, France, and 
her parents were musicians for the King of Poland  In 1744, 
she came to Paris with her mother and joined Favart’s acting 
troupe  Their working relationship soon turned into a love 
story 4

Madame Favart was an innovative actress adept at playing 
different characters in the same day, passing easily from a 
shepherdess to a Sultana, from Pierrot to a fairy  Her atten-
tion to costume details, her desire to create realistic charac-
ters, and the simplicity of her staging made her a pioneer and 
bold reformer in matters of stage costume 5 When she began 
acting in the Comédie Italienne, she understood the neces-

sity of introducing realistic costumes that better represented 
the characters  For instance, actresses playing peasants often 
appeared in court costumes with panniers, diamond head-
pieces, elbow-length white gloves, and sequined shoes 6 As 
Bastienne, however, Madame Favart replicated the fashion 
seen in villages throughout France: she wore a linen outfit, 
styled her hair simply under a bonnet, and wore a modest 
cross necklace and clogs  This novelty displeased some front-
row critics, but the playwright Abbé Claude-Henri de Fusée 
de Voisenon silenced them by saying “Sirs, these clogs will 
give shoes to the actors ”7

Much like his wife, Charles-Simon Favart also strove to 
bring realistic costumes and acting to the stage  In his corre-
spondence, he details costume designs, while also extolling 
the realistic accuracy of his wife’s acting and her taste in cos-
tume  On December 2, 1760, he wrote to Count Giacomo 
Durazzo in Vienna: “I dare say that my wife was the first in 
France who had the courage to act as one should, when she 
was wearing clogs as Bastienne ”8 

Madame Favart was painted wearing the aforementioned 
costume by Charles-André van Loo (1705–1765), the most 
successful court painter of Louis XV, whose portraits and 
history paintings were well-known in Europe (fig  1)  Jean 
Daullé (1703–1763) created the engraving (47 cm x 31 7 cm) 
in 1754 9 At the bottom is a poem written by the Abbé de 
Voisenon:

Love, feeling one day the powerlessness of Art, / borrowed 
the name and figure of Bastienne; / simple, tender, follow-
ing Nature step by step, / seeming to owe her talents only 
to chance; / here, though, we perceive the face of a minx 
/ who plays tricks, who hides in order to laugh to herself, 
/ who seduces reason and who takes it [reason] as a rule: 
You see its [Love’s] portrait in the features of Favart 10 

At the same time, a companion engraving (61 9 cm x 45 2 
cm) was produced, picturing Gabriel-Éléonor-Hervé du Bus 
(known as Champville or Chanville), an actor of the Comédie 
Italienne, in the role of Colas (fig  2) 11 In the engraving, his 
attire and the bagpipes that he is holding are representative 
of a peasant  It was made by the engraver Jean-Baptiste de 
Lorraine (1737–1795) after a painting by Pierre Delorme  The 
poem (by an unknown author) at the bottom of the print 
praises the actor’s ability to finely imitate anyone, even though 
Champville was generally considered to be a performer of 
moderate talent 12 

In Champville’s features admire this sorcerer, / a thousand 
talents are all his magic, / the esteem of the public is his 
panegyric  / This Colas knows what he is doing  / Nature, 
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which he follows and studies in everything, / was pleased 
to endowe him with an amiable cheerfulness  / With grace, 
delicacy, wit, vivacity, / there is nothing he cannot imitate 
or parody 13 

In 1748, Count Durazzo was travelling through Flanders and 
met the Favarts’ company, which was performing for the 
French and Austrian troops  On this encounter, Bruce Alan 
Brown writes, “here, certainly, are the seeds of Durazzo’s and 
Favart’s later involvement with the French theatrical com-
pany in Vienna ”14 Madame Favart’s performances in Flan-
ders also left a lasting impression on the Count 15 When he 
took the role of theater director, he favored roles created for 
or by Madame Favart and hoped to find an actress with her 
charms 16

During Count Durazzo’s tenure as the director of the 
imperial theaters in Vienna, he chose Favart as an adviser 
who would keep him informed of the daily activities of the 
Parisian theatrical circles  On December 20, 1759, Count 

Durazzo formally asked Charles-Simon Favart to further 
an artistic collaboration between the Parisian and Viennese 
stages, specifying that “his duties were to watch all new pieces 
in Paris, and the provinces; to give his opinion upon artists as 
they arose; to keep the Count informed about the course of 
artistic events (great and small), about composers, authors, 
actors; and even to concern himself with dancers, scenery 
and stage appointments; this being in addition to his regular 
engagement as arranger and adapter of pieces for the Vienna 
Theaters ”17

The Count added in the same letter: “When Favart writes 
a comic opera for Paris, there is nothing to hinder his send-
ing to Vienna  Count Durazzo will have it set to music by 
the Chevalier Gluck or other skilful composers, who will be 
delighted to work on such agreeable verses  The poet and 
musician will thus extend their reputation by mutual assis-
tance, and will doubly profit by working one for the other; 
and Favart will obtain new music without expense ”18 The 
Count ended his letter by saying that “Mr  Favart will write 

Figure 2  Portrait of Gabriel Champville as ColasFigure 1  Portrait of Justine Favart as Bastienne
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to Count Durazzo regarding this matter at least every 15 days; 
he will forward all works directly or indirectly connected to 
the theater from 1760 onwards; he will make parcels of these 
for Count Durazzo’s address and send them to the secretary 
of H  E  the Count of Starhemberg  Mr  Favart will be reim-
bursed for his expenses related to this matter, a fee will be 
agreed upon, to be paid by year or by units of work, after the 
first three months of work ”19 It was a promising offer and 
consequently Favart lost no time in accepting it and begin-
ning an extensive correspondence 

In 1755, Count Durazzo included the Favart-Harny par-
ody—Les amours de Bastien et Bastienne—on the program for 
the Burgtheater, where it remained until 1763 20 It is likely that 
Count Durazzo commissioned the actor and comic writer F  
W  Weiskern in collaboration with Johann H  F  Müller to 
translate this parody into German 21 It was the Weiskern ver-
sion, after undergoing several revisions, that Mozart set to 
music 22

The first documented performance of Mozart’s Bastien 
und Bastienne took place in October 1890, in the Architek-
tenhaus in Berlin by the Society of Opera Friends 23 Conse-
quently, we do not know any details of how the actors were 
dressed for this Singspiel in Mozart’s lifetime  For this reason, 
while we can only imagine the representation, these engrav-
ings provide a glimpse into possible stage costumes  Did they 
follow the simplicity of the characters promoted by the Favart 
couple? 

Enrique Oliver, MD, Fellow of the Royal 
College of Physicians of Canada, is a retired 
anesthesiologist who lives in Gatineau, Qué-
bec  Since 2007, he has been collaborating 
with the Mozarteum in collecting books in 
the same editions that were once in Mozart’s 

library  The hope is that this project will give Mozartians a 
different perspective on Mozart’s world 
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Book Reviews

Kathryn L  Libin, ed  Mozart in Prague: 
Essays on Performance, Patronage, 
Sources, and Reception  Prague: Insti-
tute of Ethnology of the Czech Acad-
emy of Sciences, 2016 

The volume under review, edited by 
Kathryn L  Libin, contains a collection 
of essays first presented at the 2009 con-
ference in Prague organized by MSA 
and the Society for Eighteenth-Century 
Music  Libin observes in her introduc-
tion that “no musician’s history has 
been more closely woven into that of 
Prague’s, from his first visit in 1787 until 
the present day, than Mozart’s” (p  9)  

The essays are divided into six cate-
gories: “Music and Patronage in Cen-
tral Europe,” “Musical Practice in Bo-
hemia,” “Mozart’s Singers,” “Mozart 
and Theatre,” “Guardasoni and Italian 
Opera,” and “Don Giovanni ” The essays 
themselves employ essentially three 
strategies for presenting the material: 
documentary (descriptive), expository 
(argument-based), and comparative, 
and they encompass a variety of ap-
proaches, including manuscript stud-
ies, source studies, musical analysis, 
discussions of new or recently discov-
ered material, and cultural contextual-

ization  Among the best contributions 
is Lucio Tufano’s “The Italian Recep-
tion of Benda’s Ariadne auf Naxos and 
Medea: Fascination and Compromise,” 
a cross-cultural study that illuminates 
what Tufano describes as not simply a 
translation, but a process of “linguistic 
mediation: the importation of the two 
pièces initiated a complex process of 
assimilation, produced contradictory 
interpretations, and gave rise to a lively 
dialogue between Italian and German 
cultures about their own aesthetic con-
ceptions” (p  229) 

For me, other outstanding contri-
butions include Bruce Alan Brown’s 
“In Defense of Josepha Duschek (and 
Mozart): Patronage, Friendship, and 
Evidence,” Paul Corneilson’s “‘aber 
nach geendigter Oper mit Vergnügen’: 
Mozart’s Arias for Mme Duschek,” 
Edmund J  Goehring’s “Of Theolo-
gians and Libertines: An Apology for 
Theater from the Austrian Enlighten-
ment,” and Magnus Tessing Schnei-
der’s “Laughing with Casanova: Luigi 
Bassi and the Original Production of 
Don Giovanni ” They all address both 
musical and cultural issues that offer a 
window into eighteenth-century musi-
cal practice  Brown’s essay takes issue 
with Maynard Solomon’s hypothesis 
that Mozart and Josepha Duschek had 
a romantic relationship, pointing out 
contrary evidence that more accurately 
reflects the social customs of the time  
Though in his article Corneilson can-
not, for lack of evidence, identify the 
aria Mozart supposedly wrote for Du-
schek, he introduces several possible 
solutions and concludes that “we need 
to investigate further his [Mozart’s] 
practices in distributing arias” (p  200)  
Goehring’s lengthy essay examines the 
tension between Catholicism and the 
Enlightenment in the writings of the 
Viennese author Benedict Dominic 
Anton Cremeri, whose anonymous es-
say, Eine Bille an Joseph den II: Aus der 
Herzkammer eines ehrlichen Mannes, 

appeared in 1780 (p  314)  The treatise 
stands out because of its unambiguous 
celebration of theater (not the church) 
as the seat of intellectual virtue because 
theater alone could “exploit sensuality 
to advance morality” (p  315), a nod to-
ward Joseph II’s Enlightenment views  
Finally, Schneider’s essay discusses the 
practicalities involved with any eigh-
teenth-century theater production, spe-
cifically its reliance on the talents of the 
main performers, using the example of 
Italian baritone Luigi Bassi (1766−1825), 
the protagonist in the original produc-
tion of Don Giovanni 

The remaining essays can be grouped 
into those mainly dealing directly with 
the music itself and those that address 
the cultural context  The music-centered 
group includes Jean Marie Hellner’s 
“Elements of Enlightenment in Osmin’s 
Rage: Mozart’s Die Entführung aus dem 
Serail in Prague,” Peter Heckl’s “Piano 
Music by Wolfgang Amadé Mozart Ar-
ranged for Harmoniemusik from the 
Archives in the Kroměříž Palace,” John 
A  Rice’s “A Bohemian Composer Meets 
a Mozart Singer: Koželuch’s Rondò for 
Adriana Ferrarese,” Bertil van Boer’s 
“Mozart’s Difficulties with the Opera 
Overture or, ‘For Heaven’s Sake, Begin 
it with a Cavalry March!,’” Simon P  
Keefe’s “‘Die trefflich gewählten Instru-
mente’: Orchestrating Don Giovanni’s 
Defeat,” Nathan Martin’s “Formenlehre 
Goes to the Opera: Examples from Don 
Giovanni,” Ian Woodfield’s “One Man-
uscript, Two Cities: The Story of the 
Prague Conservatory Don Giovanni 
Score,” and Jane Schatkin Hettrick’s 
“Antonio Salieri’s Requiem Mass: The 
Moravian Connection ”

Falling under the cultural context 
approach are R  Todd Rober’s “A Pa-
ternal Patronage in Dresden: Count 
Heinrich von Brühl and Gottlob Har-
rer,” Rita Steblin’s “Mozart Reception 
in Early 19th-Century Bohemia as Re-
vealed by Johann Nepomuk Chotek’s 
Diary,” Milada Jonášová’s “Mozart’s 
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Prague Copyists: The Copying Work-
shop of Anton Grams,” Michaela Free-
manová’s “Losses and Gains: Mozart’s 
Sacred Works in Bohemian Monastic 
and Parish Music Collections in his 
Time and in the 19th Century,” Martin 
Nedbal’s “Preaching (German) Mor-
als in Vienna: The Case of Mozart and 
Umlauf,” Pierluigi Petrobelli’s “Ital-
ian Opera in Prague, Dresden, and 
Elsewhere: The Impresario Giuseppe  
Bustelli,” Anna Ryszka-Komarnicka’s 
“From Venice to Warsaw: Zenobia di 
Palmira by Sertor and Anfossi Per-
formed by Guardasoni’s Troupe (1791) ” 
Tomislav Volek’s “American Mozart 
Scholarship as Seen from Prague” does 
not seem to fit in either category, being 
mostly a complaint about the misper-
ceptions of Western scholars, partic-
ularly those based in the US  Though 
there is always room for corrective 
suggestions about established scholar-
ship, the partisan tone of Volek’s essay 
is disconcerting and not entirely in the 
tradition of balanced scholarship 

Though uneven in quality—as col-
lections often are—this is a very useful 
volume, as it highlights both figures and 
musical practices that help flesh out our 
understanding of late eighteenth-cen-
tury music and culture  Finally, I would 
like to quote Libin’s conclusion to her 
introduction, as it admirably sums up 
the spirit and content of the volume: 
“Though Mozart discovered Prague 
only late in his career, its impact on his 
creative work—and his influence, in 
turn, on its musical life—are incalcula-
ble and enduring  For those who love 
Mozart and his music, to experience 
Prague is to come within vivid, tangible 
reach of his remarkable mind and spirit 
(p  14) ”

—Mary Sue Morrow

Simon P  Keefe, ed  Mozart in Context. 
Cambridge: Cambridge University 
Press, 2019 

This essay collection is the first volume 
in a new “Composers in Context” series 
by Cambridge University Press, created 
to present “lively, accessible and concise 
essays” on the “professional, political, 
intellectual, social and cultural” con-
texts of a single composer’s work (p  ii)  
Future volumes are planned for Lud-
wig van Beethoven, Johannes Brahms, 
Richard Strauss, and the Beatles  Mo-
zart in Context has a tightly organized, 
cohesive structure with about half a 
dozen short essays in each of its five 
parts  Footnotes are minimal but pro-
vide carefully selected points of entry 
into primary sources and the volumi-
nous body of recent literature on Mo-
zart  

Personality, Work, Worldview. The 
first of the five parts forms a kind of syn-
chronic biography: the chronological 
life-and-works approach is discarded 
in favor of a topic-by-topic analysis  
Some of the most interesting highlights 
are as follows  In “Learning and Teach-
ing,” Adeline Mueller points out that 
the conflation of the roles of father/
teacher and of child/student was not 
only familial, but economic: Mozart, 
and other children like him, were their 
parents’ retirement plan (p  13)  In his 
chapter “Religious Views,” David Wyn 

Jones reminds us that Mozart’s shift to 
secular composition in his early Vienna 
years had less to do with breaking away 
from Salzburg than with Joseph II’s 
suppression of elaborate church mu-
sic, superfluous churches, and religious 
brotherhoods (p  31 and p  95 in Chap-
ter 10, “Vienna”)  Two of the chapters 
are more about Mozart than context  
Ulrich Leisinger’s chapter on “Compo-
sitional Methods” presents (perhaps for 
the first time in English) the idea that 
Mozart’s fragments are a productive en-
try point for studying his compositional 
process in the mid-1780s: “we tend to 
regard fragments as unfinished compo-
sitions  But       it may help to see a com-
pleted work as a ‘finished fragment’” (p  
21)  Christoph Großpietsch’s “Mozart 
Iconography” nicely balances a survey 
of the authentication status of the por-
traits with what they tell us about Mo-
zart  Footnotes, strangely absent from 
this chapter, would have been welcome 
for research that updates Neue Ausgabe 
sämtlicher Werke X/32: Mozart and his 
World in Contemporary Pictures, such 
as the online work of Michael Lorenz 
on the Lange portrait and the claim 
that Leopold Mozart is present in Mi-
chel-Barthélemy Ollivier’s Le thé à l’an-
glaise (p  62)  

Towns, Cities, Countries. Part 2 de-
votes a chapter each to Salzburg, Vi-
enna, other German-speaking lands, It-
aly, France, Prague, and London  Some 
essays are guides to what music Mozart 
might have heard; others, to how Mo-
zart’s music was received  The most in-
teresting chapters show that the Mozart 
family adapted their marketing strategy 
to varying conditions: the court-mu-
sic retrenchment in Vienna under Jo-
seph II (David Wyn Jones); the web 
of Habsburg links to court-run opera 
in Italy (Sergio Durante); the operatic 
revolution in Paris as foreigners pushed 
out the old Lullian repertoire (Jean-
Paul C  Montagnier); and the unusual 
bourgeois control of London’s perfor-
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mance spaces (Hannah M  Temple-
ton)  The latter points out that Mozart’s 
tavern concerts were not a comedown 
from the royal command performances 
at the beginning of the visit: rather, his 
“exposure to, and understanding of, 
such a breadth of musical styles” made 
him “a modern, cosmopolitan musician 
in training, aware of the full extent of 
his patrons’ musical tastes” (p  136)  

Career Contexts and Environments. 
The chapters on Mozart as impresario 
(Martin Harlow), his publishing (Ru-
pert Ridgewell), and his finances (Jes-
sica Waldoff) give a consistent picture 
of a well-thought-out career plan car-
ried out with “entrepreneurial ingenuity 
and extraordinary resilience” (p  180) 
under trying circumstances  Waldoff 
shows by mathematical calculation that 
Mozart did not end his life as a pauper: 
he maintained a solid middle-class life-
style (pp  172–76) despite the variability 
of income from freelancing, the shifting 
priorities of the imperial government, 
the Turkish war, and a recession  Paul 
Corneilson’s chapter “Patronage” takes 
the form of case studies on Mozart and 
Count Franz von Sickingen in Paris, 
Mozart’s interaction with Baron van 
Swieten and the works of J  S  Bach and 
G  F  Handel, and a revisionist take on 
the “bad guy” of the film Amadeus, Em-
peror Joseph II  

Performers and Performance. Part 
4—which encompasses musicians, Mo-
zart’s role as performer-composer, and 
performance practice—is the weakest 
section in the book  Several chapters 
are prose catalogues of data, and the 
final two—on performance practice—
fall short of scholarly norms: the in-
strumental chapter (John Irving) due 
to lack of citations and awkward ter-
minology (e g  “luxurious tempos”), 
and the chapter on vocal music (Sarah 
Potter), which seeks to “redefine expec-
tations of Mozartian singing” (p  228), 
due to weak evidence based almost en-
tirely on dissertation research on nine-

teenth-century British singers  Some 
useful highlights of Part 4 include the 
connection Harlow makes between 
Harmoniemusik and Mozart’s obbligato 
arias (pp  192–94) in his chapter on in-
strumentalists in Vienna; Corneilson’s 
interpretation of Mozart’s famous “fit a 
singer as perfectly as a well-made suit 
of clothes” remark in light of an obser-
vation made about Shakespeare (who 
sees “not just the character but the ac-
tor playing the character,” p  211) in his 
chapter on Italian and German singers; 
and Simon P  Keefe’s argument that 
some discrepancies between Mozart’s 
autograph scores and first editions may 
not have been editorial intervention, 
but rather Mozart’s changes in light of 
his own performances (pp  216–17) in 
his chapter on Mozart as a perform-
er-composer 

Reception and Legacy. These chap-
ters are the most technical and de-
tail-oriented in the book  Stephen 
Rumph notes the prevalence of Mozart 
examples in most systems of music 
analysis of our time and reminds us, 
with respect to Leonard Ratner’s topic 
theory and Robert Gjerdingen’s galant 
schemata, that Mozart’s listeners “pre-
sumably listened at a more local level, 
enjoying the parade of formulae rather 
than straining to follow structural 
lines” (p  261)  Ulrich Leisinger, who 
spoke at the 2017 MSA study session in 
Rochester, summarizes the preconcep-
tions, assumptions, and subjectivities 
of all editions of the Köchel catalogue, 
ending with the scope and aims of the 
forthcoming seventh edition, which 
will, among other things, banish Ein-
stein’s confusing alternate K  numbers  
The book ends with a thoughtful essay 
by John Irving on the problems of try-
ing to record Mozart’s music “in con-
text” at a time when small concert halls, 
afternoon salons, and the tradition of 
improvisation in classical music have 
all but disappeared  

It is difficult, after hearing Beetho-

ven and his successors, to hear Mozart 
“in context ” Can we feel in Le nozze di 
Figaro, K  492 a “surfeit of excellence” 
that “preclude[s] the expression of 
true feeling” (Ian Woodfield, summa-
rizing eighteenth-century sources, pp  
243–45)? Can we see the Mozarts in 
Salzburg as “proud and haughty, used 
to and insisting on their habitual priv-
ileges” (Viktor Töpelmann, p  82)? In 
the twentieth century, the historically 
informed performance movement re-
constructed early instruments and the 
techniques for playing them but was 
forced to work within the limits of what 
audiences could tolerate  Can twen-
ty-first-century audiences, with the aid 
of Mozart in Context and similar proj-
ects, develop a historically informed lis-
tening movement?

—Beverly Wilcox




