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Introduction

Although Stefano Mandini enjoyed an extraordinarily
long and distinguished career throughout Europe, he is
remembered today primarily for having created the role
of Count Almaviva in Mozart's Le nozze di Figaro. Had he
not left Vienna eleven weeks before the Vienna premiere
of Don Giovanni, he would almost certainly have sung the
title role in that production. Indeed, scholars have often
observed that Mozart seems to have composed the music
for Don Giovanni as much with Mandini in mind as
Luigi Bassi, the singer who created the role in Prague.!
Aside from that, Mandini’s only other artistic interaction
with Mozart was in his role of Pippo in the quartet and
trio (K. 479 and K. 480} composed by Mozart in 1785 for
insertion inte La willanella rapita. He probably did not
know that Mozart had him in mind for the role of Don
Asdrubale in his unfinished opera of about 1784, Lo sposo
deluso (K. 430).

An interesting feature of Asdrubale’s music is the clef
in which it is notated: while the other roles mentioned
above are notated in bass clef, Asdrubale’s is in tenor clef.
Searching for an explanation leads to aspects of late-
eighteenth-century opera practice that are still imper-
tectly understood. Today Mandini would be classified
as a baritone, but in his day he was rarely called such.
Instead, the labels most frequently attached to him were
mezzo cavattere and buffo caricalo, terms that designate
vocal-dramatic roles rather than voice type. To under-
stand Mandini’s voice in its historical context, we need to
investigate the system of vocai-dramatic roles used in the
late eighteenth century and to inquire into the history of
the term “baritone.” We should then be able to explain
Mozart's use of two clefs for Mandini’s music and to
understand the nature of the thirteen arias in this vol-
ume, all drawn from Mandini’s operatic career.

Mandini was born in Bologna between 1750 and 1756
and was active as a singer to at least 1799.2 His first
known operatic appearance was in Ferrara during
Carnival 1774. He met his future wife, the soprano Maria
Piccinelli, in Florence in the autumn of 1780, when they
were both singing there. They married a few months later
during Carnival 1781 in Parma.3 Probably at this time he
was granted the honorary title of virtueso di camera
dell' Tnfante di Spagra, duca di Parma, a title Mandini car-
ried with him until his appeintment in Vienna.* In the
following season, spring 1781, the newlyweds were
engaged at the same theater in Flerence as Stefano’s
brother Paolo (1757-1842). In autumn of that year, both

brothers performed together in Milan, but it does not
appear that Maria sang with them. During the next sea-
son (Carnival 1782), however, all three were singing
together again, this time in Livorno. The table “Stefano
Mandini’s Roles” in the appendix vividly shows
Mandini’s grueling Gf not atypical) lifestyle, as he moved
from city to city almost every opera season.

I spring 1783 Mandini joined the newly created opera
buffa company at the court theater of Joseph Il in Vienna.
He remained there five years, the longest he stayed any-
where in his entire career, and his success there can be
charted by the increases in his salary. He was initially
engaged at an annual salary of 2812 gulden, which was
less than that of either the prima donna (Nancy Storace,
3248 gulden) or the primo buffo (Francesco Benucci, 2073
gulden for nine months}.5 The following year, when the
opera buffa had proven to be financially viable, salaries
were increased: Storace’s and Benucci’s rose to 4061
gulden each and Mandini’s to 3275 gulden. In 1785-86
Storace’s and Benucci’s salaries remained essentially the
same at 4071 gulden, while Mandini’s was brought up to
3721 gulden. In 1786—87 the stellar tenor Domenico
Mombelli was recruited from the Teatro San Carlo in
Naples at a handsome salary of 4500 gulden. This new
benchmark set off a ripple of negotiations within the
company: OStorace’s salary was raised to match
Mombelli's, but Benucci only managed an increase to
4185 gulden. Mandini’'s salary was adjusted to maich
Benucci’s, starting rather unusually in mid-season on
1 November. Mandini’s salary remained on a par with
Benuceci’s in the following season—his last, as it turned
out,

Maria Piccinelli Mandini was engaged as a wife, a sta-
tus that the theater account books indicate with the
phrase “dem Mandini, samt Gattin,” and indeed no sep-
arate salary is ever recorded for her. The same was true of
Vincenzo Calvesi and his wife Teresa; his salary, nomi-
nally for the two of them, remained unchanged when
Teresa did not return to Vienna with him after their year’s
leave of absence.® Both Maria and Teresa were cast in se-
conda donna roles as circumstances permitted, but they
were not essential to the company, as there were enough
seconde donne to be had from the pool of local singers.
Maria was, truth be told, not much of a singer. Above her
enly aria in the performance score of L'arbore di Diana
sameone has written in conductor’s crayon (Rotel) “canta
male”—a moest unusual distinction.” A Parisian admirer,




after gushing on about her great looks, superb acting, and
charming style, finally admits that she “is not remotely a
singer.”# In an otherwise unremarkable career, she had
the great luck to enter history as the first Marcellina in
Mozart's Le nozze di Figaro.

Paolo and Stefano Mandini are often confused in the
literature, partly because they had the same type of voice
and sang many of the same roles. Since the confusion also
extends to Vienna, it seems worthwhile to present the
known facts about Paolo’s presence there. Paclo Mandini
joined the company for the 1785-86 season.® At his debut
on 6 May 1785, Count Karl Zinzendorf observed, “The
brother of Mandini, body of a dancer, not singing at all
badly.”10 The theater account books, which report a
salary of 2188 gulden and 46 kreuzer for him—somewhat
less than Stefano’s starting salary—identify him as the
younger Mandini (Mandini der jiingere).* Although he
spent the entire season in Vienna, he is only known to
have sung in two operas, in Anfossi’s I viaggiaratori felici
as Gianetto at his debut and in Bianchi's La villanelia
rapita as Paolino on 25 November.1? The latter opera is of
particular interest, as Mozart contributed to it the quartet
“Dite almeno in che mancai” (K. 479) and the trio
“Mandina amabile” (K. 480), as mentioned earlier. The
opera’s cast is uncertain, for the cast list written in Rotel
on the front cover of the performance score (A-Wn, KT
467) conflicts in part with the singers named by Mozartin
his thematic catalogue. The cast list on the cover of the
score shows the roles and singers thus:

KONEE [SIC] st Calvesi
BLagio [SIC] ot Marchesi
(GTATITETIR oot ceesctsese s emmenebeseas e bt nsraneaaba s s e r e Molinelli
Bippo [SIE] et Bussani
Mandina ......... . Coltellini
Ninetta ..... s e Distler
PAOHNO oot eare et rm e Mandini Paolo

Mozart’s thematic catalogue and the score taken together
show that “Sig™ Coltellini” sang Mandina, “5ig™
Calvesi” sang 1! Conte, “Sig™ Mandini” sang Pippo, and
“Bufani” sang Biaggio.1? The most likely explanation for
the discrepancy is that the cast lists were written at dif-
ferent times: the cast list in the score could have been
written during the planning stage of the theater year,
which took place during Lent, when the singers whose
contracts had ended were leaving and the new singers
were arriving. Mozart's entries in his thematic catalogue
on 5 and 21 November, however, show how the casting
actually played out once the season got underway:
Bussani was switched from Pippo to Biaggio, and the role
of Pippo was now assigned to Mandini—that is, to
Stefano Mandini, Had Mozart meant Paclo, he would
have written “Mandini Paclo,” “Mandini der jlingere,” or
something similar. A recently discovered report in the
Gazzetta universale for 10 December 1785 confirms that
Stefano did indeed sing in the opera;14 Paolo presumably
sang the role of Paolino, as previcusly assigned. Paolo
left Vienna at the end of the season. e did not return for
the 1789-90 season, as is often erroneously stated in the
secondary literature, but sang in Brescia in spring 1789, in

Bologna in autumn 178%, and in Brescia again in Carnival
1790.15 The sources that show his supposed presence in
Vienma in the 1789-90 season copsist, once again, of
scores with cast lists apparently written during Lent.

Stefano Mandini is known to have performed in
twenty-three of the forty-nine Italian operas mounted
during the five seasons he sang in Vienna, though he
probably sang in even more than that. Fifteen of the for‘ty—
nine operas were commissioned for Vienna, counting
Saliert’s one-act opera Prima la musica, poi le parole;
Mandini is known to have sung in nine of those fifteen.
His roles will be examined in detail below.

The brewing war with Turkey introduced an element
of uncertainty into the continuance of the opera com-
pany. When Mandini and Calvesi applied for a year’s
leave of absence to sing in Naples, Joseph not only
granted the request but also smoothed the way for them
by asking his representative in Naples, Baron de Thugut,
to patronize the two singers in whatever way he could.16
The men and their wives left Vienna during Lent 1788.
Half a year later, Joseph received a request from his sister,
Queen Maria Carolina of Naples, asking whether she
could retain Mandini in Naples. Joseph granted this
request as well, freeing Mandini from his contract with
the Vienna court theater’” Mandini's engagement in
Naples lasted from spring 1788 to the end of Carnival
1789; he was employed at the Teatro del Fondo as primo
buffo toscano, while Maria was employed at the Real
Teatro detto Nuovo as prima buffa assoluta '8 The designa-
tion primo buffo foscano distinguishes the singer, in this
case Mandini, from local singers who sang their roles in
the Neapolitan dialect.!® Although the queen had
expressed a wish to keep Mandini in Naples, he left for
Paris at the end of Carnival 1789, having been recruited
for a brand new Italian opera company inaugurated there
on 26 January.2!

Directed by Giovanni Battista Viotti, the Théatre de
Monsieur was founded under the patronage of the king’s
brother, the Count of Provence, who would later ascend
to the French throne as Louis XVIIL. The “Monsieur” in
the name of the theater referred to him, but the count
merely lent his name to the enterprise; the real driving
force behind it was Marie Antoinette.?! The theater played
to the nobility, but the events of the revolution soon
caught up with it and precipitated numerous changes. On
20 June 1791 the Count of Provence fled Paris, but the
royal family’s attempted flight the same night ended with
their arrest in Varennes. Within days the theater’s name
was changed to Théatre Feydean, after its newest location
on the street of that name. On 10 August 1792 the royal
family were taken as prisoners to the Tuileries Palace.
Three weeks later, after a final performance on 31 August,
the Ttalian opera company was disbanded.?

The company was richly endowed with first-rank
singers, according to the personnel lists compiled by
Alessandro Di Profio in large part from two theater
almanacs. In 1792, for example, there were three singers
classified as primo buffo caricato—Mandini, Luigi
Raffanelli, and Giovanni Morelli—as well as three prime
donne—Rosina Balletti, Anna Morichelli Boselle, and

Maria Piccinelli Mandini2? Salary figures for that year,
however, reveal that not all the singers classified as first
rank in the almanacs were in fact paid equaily.®* Among
the prime donre, Balletti and Morichelli were both paid
16,800 livres annually, while Maria Mandini was paid
12,000. Among the men, Mandini and Raffanelli were
both paid 16,600 livres; Moreili's salary is not keown.

Of the thirty-four operas produced at the Théatre de
WMonsieur over its four years of existence, thirty-two were
imported. Judging by the repertory, a large number came
from Vienna, but this hunch cannot be confirmed, as the
scores from the Théatre de Monsieur do not survive, and
there are consequently no title pages that might have
revealed from whai opera houses the scores were pro-
cured.? It 18 not surprising then that, with one exceplion,
Mandini sang roles he had either created or performed
previously. His sole new role in Paris was that of Sancio
in Angelo Tarchi’s Don Quisciotte. It is possible Mandini
had some say in the choice of repertoire for himself, for
we read, “La Grotte de Trofonius is a sad and severe com-
position, which did not present beauties of a higher
order. The actors whe performed it are not as well placed
in it as they are in their other operas. It is M. Mandini’s
predilection for this music that sustained it for three per-
formances.”26 Of the seventeen operas in which Mandini
sang in Paris, eleven were operas he had performed in
Vienna,? including two he had helped create: Salieri’s Lz
grotta di Troforiio, just mentioned, and Vicente Martin v
Soler’s Usna cosa rara. In Paris Mandini also resumed his
role of Don Calloandro in Pietro Alessandro Guglielmi's
La pastorella nobile, which had been written for him in
Naples in 1788.

Despite his short tenure there, Mandini achieved

‘almost legendary status in Paris. As late as 1854 he was

held up as a model of perfection by Paul Scudo, who,
despite never having personally heard Mandini sing,
reports what the “vieux dilettanti,” among them his voice
teacher Alexandre Choron, thought of him:

Mandini was a virtuoso of the most rare merit, whose sweet
tenor voice, flexible, delicate, and of a delicious color, radi-
ated effortlessly and filled the ear with an exquisite
sonorousness. Endowed with a handscme, commanding
appearance, a cultivated mind, and exceilent musicianship,
Mandini succeeded especially in the demi-caraciére roles,
which the style of the majority of buffa operas of his time,
and particularly that of the music of Martini [i.e., Martin y
Soler], admitted. After having shone successively in Naples,
Milan, Venice, and Vienna, Mandini came to Paris in 1789,
and, with the celebrated Morichelli, formed part of that
excellent company of Italian singers who stayed in France
until 1792,

Ali the old dilettantes who fondly remember hearing
Mandini sing in Cosa rara concur in saying that nothing in
our day can give an idea of so perfect a technique. My illus-
trious teacher Alexandre Choron, in rare moments when he
was reasonably satisfied with us, used to say: “Ah!if you had
heard Mandini in Cosa rara, you would not have any diffi-
culty in imagining the ideal that I am trying to awaken in
you.” He always finished his little lecture by murmuring in
a quivering voice the exquisite phrase of “Pace, mio caro
sposo!l” until emotion drowned out the remains of what was

onge a fine tenor voice.2® After the revolution of 10 August,
Mandini returned to Ttaly; he was in Venice in 1794. He trav-
eled the following year to St. Petersburg, where Madame
Vigée Le Brun had the pleasure of hearing and admiring one
of the most perfect singers from the end of the eighteenth
century.2?

It is worth noting that Mandind is reported to have had a
“sweet tenor voice,” vet the role for which he was
remembered was the baritone role of Lubing in Una cosa
rara.

On 3 November 1791 the Chronique de Paris reported
that Mandini had been engaged for Madrid.® He left
Paris in early April 1792 and can be found singing in
Madrid on 8 May 1792. At the end of his one-year
engagement in Spain, he returned to the Italian circuit. In
1795 he, along with his brother but not his wife, was
recruited for St. Petersburg, where Prince Nicolas
Borissovitch Youssoupof reestablished an Italian comic
opera company, assuming the entire cost himself 3!
Stefano Mandini was engaged as primo buffo assoluto and
Paolo Mandini as prime mezzo carattere. Stefano received a
warm reception from the Russian and émigré nobility
alike. The portrait painter Flisabeth Vigée Le Brun left
such a sympathetic description of him in her memoirs,
one wishes she had painted him:32

The actors and actresses in St. Petersburg were all French,
and, although not the equal of the great comedians in Paris,
they possessed for the most part much talent and played in
perfeci ensemble. We did not wait long, moreover, for the
arrival of a man who, although young, had already excited
delight in [taly and France. Tt was Mandini, of whom one can
say he united in himself all imaginable assets for the theater.
He was a good-looking man, a great actor, an admirable
singer, and he arrived from Paris, where several people can
still remember having heard him. Since he could not perform
French opera, Princess Dolgorouky hosted several Italian
operas in the summer in the small Aleksandrovsk Theater.
Mandini was of course given the leading roles, in which he
was so ravishing that the aciresses and actors who played
the supporting roles were obliged to sacrifice their self-
vanity to him.??

Vigée Le Brun states that Mandini could not perform in
French opera, and yet he did so twice. On 1 March 1796
he participated in a comédie de société (a private perfor-
mance in which the nobility itself takes the roles, some-
times with the participation of paid professionals) put
on at Princess Dolgorouky’s residence in Aleksandrovsk,
near St. Petersburg. The opera performed at this event
was Martin v Soler’s comédie mélée de musigue, Camille,
ou Le souterrain, the composer’s only attempt in this
genre.3 However well or badly he managed the French
dialogue—and it is hard to imagine an artist of his caliber
agreeing to make a fool of himself on stage—he went on
to perform in Le quiproguo, an opéra comigue by Frangois-
André-Danican Philidor, in St. Petersburg in 1797.
Fyoder Rostopchine (Count as of 1799), a courtier and
later governor general of Moscow, who would later
achieve fame for ordering the city to be burned to the
ground during the advance of Napeleon's army in 1812,
recorded in a letter the effect Mandini had on the women:




Our ladies have lost their minds. An opera buffa singer,
Mandini, caused them to do the silliest things. They carry
about with them the posies that he distributed to them.
Princess Dolgorouky applauded him all on her own; beside
herself, she called from her box “Fuora! Bravo!” And Princess
‘Kourakine relates all triumphantly that Mandini spent the
evening at her place, in a dressing gown and nightcap. . ..
The wife of this singer, a Parisian prostitute, Is received
everywhere on account of her husband.

The Mandini brothers were still singing in St. Petersburg
in 1799, after which all traces of Stefano disappear. Paolo
went on to sing in Berlin and eventually Bologna, with
his final known appearance on stage in that city in 1811.3¢

Contemporary Descriptions of Mandini

Contemporary reviews consistently single out Mandini’s
excellent vocal technique and his equally excellent acting
ability. Scudo’s praises in 1854 turn out rot to have been
inflated over time, for the coptemporary Parisian press
had been no less laudatory. A Paris review of 1789
describes Mandini as a singer who was “endowed with
all the natural gifts that make an actor, but above all with
the rare gift of a versatile and expressive physiognomy,
possessing a most beautiful and sensitive voice, and the
enchanting art of using it to fullest effect.”” A review of
1l finto cieco in 1791 exclaims, “M. Mandini surpassed
himself, if that is possible, in the role of Velpino. The
grace, the fire, the comic strength, and the inimitable
lightness that characterize this excellent singer wiil
always assure him a complete success.”® In a review
from 1792 we read that

M. Mandini is as perfect a singer as he is an actor. These two
great accomplishments have not previously been seen allied
in a single person. Always true to the character he played, no
matter the genre. Always on stage with a continual veracity;
always his soul was the expression of his performance.
Superb when alone on stage he sang a grand aria; superb as
well when he animated a section of an ensemble or a finale.
In short, that sublime talent made itself felt in the heart and
ears of all those who heard him. It is impossible to unite so
much talent at once, and everything to the highest degree
of perfection imaginable. Naiure, prodigious with him,
endowed him with a beautiful figure and with an even more
beautiful instrument.®

While the Parisian reviews were numerous and loqua-
cious, the smaller number of reviews from Vienna and
elsewhere extol Mandini in a more prosaic manner. In his
travel guide to Vienna, Johann Pezzl devotes a section to
the opera, declaring that “Mandini and Benucci are the
most accomplished buffo actors one can see.”** Richard
Edgcumbe, Earl of Mount-Edgcumbe, writes about the
1784-85 season: “At Vienna, where I passed all the win-
ter, there was no serious opera, but a most excellent set of
singers for the comic, consisting of Ademberger [sic] and
Viganoni, who had been in England, Benucc and Kelly,
who afterwards came thither, Mandini, an excellent
buffo, and Storace, first worman, with several very good
both male and female performers for the secondary
parts.”4!

Reviewers also comment on Mandini’s refined bearing
on stage. A Viennese pamphlet from 1790 declares,
“In the Ttalian fopera] company there is only Benucci—
previously there was {also] Mandini—who knows how to
elevate the plot with his acting and singing.”42 When
Mandini appeared as Count Almaviva in Paisieilo’s I
barbiere di Siviglia in Vienna in 1783, Emperor Joseph
observed that “Mandini played very well, except for the
drunkard, which does not suit him.”4? Joseph is referring
to one of the disguises that Almaviva adopts, which
depends on the exaggerated gestures of the commedia
dell'arte tradition for its effect. Mandini’s unsuitability for
this type of humor may have been seen as a deficiency in
Vienna, but in Paris it apparently counted as an asset. As
one critic put it, evaluating Mandini’s performance in the
same role six years later in Paris: “M. Mandini is assigned
Count Almaviva, whom he renders with mfinite nobility,
even in the scenes where the disguises permit him to
engage in gaiety. It is impossible to impart greater grace
and spirit to the scene of the cavalier; and the great art of
M. Mandini is to have avoided caricature and to bhave
always allowed the great lord to shine through the
diverse disguises.”# The belief in the innate and univer-
sally recognizable superiority of the nobility was of
course tenaciously held by the spectators at the Théatre
de Monsieur. In a similar vein Mandini was applauded in
Paris for his portrayal of generosity in the figure of the
gruff old man with a heart of gold in {l burbero di buon
cuore: “M. Mandini, who played the role of the Bourru, 1s
of a grand superiority in the moments where his magna-
nimity raises him above his brusqueness.”#

While some critics vaunt Mandini for his perfect
portrayal of the fine manners of the ancien régime in some
roles, others single out—not always positively—
distinctly talian traits of his performance. One critic—the
same who had waxed rhapsodic about Maria Mandini
even while admitting that she could not sing—begins
with a recitation of Mandini’s good qualities: “A beautiful
figure, an easy manner, infinite charm, a lively face, sub-
tle and comical acting, an abundance of gracefulness,
roguery, and spirit, a charming voice, much lighter and
more flexible than usual in a bass; a manner of singing
that is piquant, artful and full of imagination; there you
have Mandini, whom one cannot tire to praise or to
hear.” Then he voices his crificism:

T know very well that his comic art exceeds nature a little;
that with a figure made to be noble, he sometimes lacks dig-
nity when he should have it; that his antics, although similar
enough o those of our harlequins and always amiable, are
not always in the best of taste; that his voice even has a cer-
tain tremor that is sometimes unpleasant; bat, in truth, it is
only reflection, and a very severe reflection, that allows one
to perceive in him these light faults. When one sees him,
when one hears him, one is only disposed to laugh, to find
everything charming, and to forgive him everything.s

At issue in the criticism of Mandini’s “antics” is the dif-
ference between the French and Italian sense of humor,
already noted. The Ttalian commedia dell'arte, whose con-
ventions underlie opera buffa, relies on a highly devel-

oped and stylized type of humeor that is anything but nat-
ural and at tfimes can be quite earthy.¥” The second criti-
cism, about the slight tremor in the voice, is of interest
because no other source points it out. But the tremor may
not have been so noticeable after all; by the following
year when the same critic sang Mandini’s praises for his
role in ! finto cieco, he had forgotten about {or pardoned;
this tiny blemish.4#

A third feature of Mandini’s performing singled out by
reviewers is his facility to move between tenor and bass
roles. In Paris, where he was engaged as a biffo caricato,
two reviewers comment on his ability to sing tenor roies
as well. According to one, “Mandini has a very beautifal
and very free bass voice that has a wide range. Both this
and an excellent technique allow him to sing even tenor
roles. His acting is spirited and sensitive, and he has a
good sense for comedy, and yet he is always natural.”+
The second report is particularly interesting for tts detail:

[The opera Il barbiere di Siviglia] is too well known in all of
Europe and even in France to need an introduction, but it is
good to notice the extracrdinary manner in which the roles
in this opera are distributed at the Thédtre de Monsieur.
Count Almavive, a role portraying a nobleman, as one
knows, and written for a Tenore, will be taken by M. Mandini,
Buffo caricato (Basse-taille comigue). The role of Figaro, very
buffo and written for a bass, will be played and sung by M.
Viganoni, Tenore, whose specialty lies in serious roles. If these
two roles appear to be little suited to the two voices, they at
least suit very well the figures, the physiques of these two
virtuosos, and, from what one knows of their talent, one is
allowed to hope that the work will lose nothing in this
exchange. One will see that M. Mandini is capable of singing
and M. Viganoni of acting.3"

The unexpected swapping of roles in this opera has an
explanation, as we shall see, but it also illustrates the ver-
satility of singers in the late eighteenth century. Mandini
may have been engaged as a buffo caricato at the Théatre
de Monsieur, but he also had many tenor roles in his port-
folio. In his early career in Italy he most often sang as a
mezzo carattere, which is how Benedetto Frizzi came to
know and admire him.5! But he sometimes also sang as a
buffo caricato, as in spring of 1782 in Mantua, where Frizzi
probably encountered him: “I have heard Mandini,
whom [ already mentioned as a good Mezzo Caratlere in
that theater [Mantual, as a Caricafo Buffo.”>?

Vocal-Dramatic Roles

To review the three last quotations, Mandini is first
described as a bass who can sing tenor roles; second, as a
buffo caricato who assumed a fenore role; and third, as a
good mezzo carattere who can also sing as a buffo caricato.
These terms need explanation, and a helpful source in
this regard is Frizzi's own Dissertazione di biografia musi-
cale (published after 1802). Written in the form of a series
of letters, Frizzi's treatise throws seme light on the vocal-
dramatic classification system used in late-eighteenth-
century Italian opera. Although he does not directly
describe the system, he does describe six vocal-dramatic
types: musico (castrato), prima donna seria, tenore, mezzo

carattere, prima donna buffa, and buffo caricato. Of the mezzo
carattere, one of the two types applied to Mandini, he says:

The mezzo caratiere. . . . 1t is a role in opera buffa in which
there is no opportunity to represent heroism, nor the noblest
passions or the sublime delicacy of the human heart; it is a
mixture of pleasant gaiety in which the mezzo carattere is the
most serious part, but always in relation to the whole, and no
more. This character is often either a lover, who must feel
some pain, either from jealousy or from paternal resistance,
before coming to possess the beloved spouse, who is the
prima donpa; or else some intriguing character, who, how-
ever, never harbors any of the feelings of tenderness or
morality that are of interest to the tenor of an opera seria. For
this reason the mezze carattere belongs in a middle ground
between a tenore serio and a buffo, and in the manner of his
singing he should be between a high tenor and a pure buffo.
It would be risible if this mezzo caratfere were to atternpt
flights, jumps, leaps, and difficult cadenzas, and likewise if
he were to adopt the simple harmonic lines and sustained
singing of a bass.»3

In short, the mezzo caratfere plays serious characters or
lovers in comic operas, occupies a register between
high tenor and bass, and cultivates a lyrical singing style.
The buffo caricato, in contrast—the second of the two
vocal-dramatic designations we have seen applied to
Mandini—has to provoke laughter without becoming
annoying, is usually sung by a bass but sometimes also a
baritone, and requires a rich voice to make the simple
vocal lines ring, an effect that can be particularly felici-
tous in slow tempos:

The buffo caricato . . . is one of the most difficuit roles a man
may assuie in dramatic theater, and it is also for this reason
that, among the many [ have heard, few have become objects
of my admiration or pleasure. With regards to acting, it is
difficult for a man who must try to be more or less laughable
in every movement not to cause boredom with his monot-
ony. The ridiculous, if not moderated, can give pleasure to
few; in my opinion, there are many types of laughable mat-
ters, and what pleases one may displease another; and not
only every nation, but almost every town has as a type of
humor that is right for its customs. .. . A huffe who tries to
please must increasingly rely on excesses and exaggerations,
which, in the end, become annoying. . ..

Speaking, then, of the type of music that is appropriate to
these buffi, it is singing by a bass and sometimes a baritone,
which, in order to be pleasing in its simplicity and with its
often forceful accompaniment, requires a sonorous veice,
accurate in intonation, far from any sign of embarrassment
caused by hoarseness, all of which is quite rare, and which is
all the more beautiful the slower the singing and the fewer
the notes. . . . This type of music has the additional drawback
that what is pleasing in the theater, accompanied by the
appropriate action and by scenic elements that create a per-
fect echo to what is being sung, is reduced to little value if
used in a concert [accadeinial 54

Mandini began his career singing predominantly as a
primo mezzo cavatiere or a primo buffo mezzo caratiere.5 In
Alessandria in spring 1780, during the course of his
engagement as a primo buffo mezzo carattere, Mandini even
sang as a fenore in a dramma per musica. Starting in 1781
we also find him singing prime buffo caricato roles.




Few Viennese scurces survive to tell us what Mandinz

is called in the court theater’s company, but the few that
do conform to Italian practice. According to the list of
singers printed in the Theaterkalender auf das Jahv 1787,
Mandini filled the slots of both primo buffo and primo
mezzo carattere {“Signore Mandini, primo Buffo, e primo
m. Car.”).” Zinzendorf calls him a primo mezzo caratlere
the first time he mentions him on 16 April 1783.57 Mozart
designated the role of Don Asdrubale in Lo sposo deluso,
which he intended for Mandini, as that of a primo mezzo
carattere.5 Beyond these few references, there are also the
opera scores io tell us whether Mandini sang tenor-clef
roles or bass-clef roles.

Before we look at the scores, we should consider the
meaning of clefs. In the foreword to his Paisiello thematic
catalogue, Michael Robinson reports encountering four
different clefs in the scores he examined: soprano C-clef
(C1), alto C-clef (C3), tenor C-clef (C4), and bass clef
(F4).5 In the incipits to the operas’ numbers, he is careful
to show the clef used in the original score; the sole excep-
tion is the soprano C-clef, for which he always substitutes
the G-clef. In the character list for each opera, he desig-
nates the voice types by the clefs used; thus in the comic
operas we see 5 (soprano), T (tenor), and B (bass) roles. In
the drammi per musica, which include wiusici in the cast,
we might also find roles labeled A (alto). The only voice
type that strays from its proper clef, as Robinson
explains, is a particular type of Neapolitan tenor, “whose
vocal line is written out partly in the soprano and partly
in the tenor clef.”#" This notational practice appears to be
remarkably consistent for all of Paisiello’s operas in all
scores. Other composers, though, could use clefs in a
slightly different fashion. John Rice reports that in
Salieri’s La fiern di Venezia, written for Vienna m 1772, the
baritone role of Grifagno is notated partly in the tenor
clef and partly in the bass clef.5!

Continuing on from Robinson, each clef can obviously
accommodate more than one voice type. For example, in
comic opera, the sopranc clef accommodated a wide
range of women’s voices. Of greater interest here is the
tenor clef, which accommodated both low tenors and
high tenors (the latter becoming known as contraltini
tenors in the early nineteenth century). A baritone sang
both low tenor and bass roles and thus found his music
notated in both tenor and bass clefs. To some extent the
vocal styles of the music written in the two dlefs differ
from one another. The nature of the vocal writing seems
to be related to the overall affect of the vocal-dramatic
roles, the lover (mezzo carattere) and the comic (buffo cari-
cato). For the lover, a sericus, sometimes noble, if not
quite exalted, character, the vocal writing is largely Iyri-
cal, and the lover’s part appears as an inner voice in
ensembles. For the lower-class comic, the vocal line is dis-
junct and made up of short phrases or repeated notes,
and this part provides the harmonic bass in ensembles.
These two character types, as drawn here, are instantly
recognizable, but variants and hybrids can be found
among operalic roles. For example, the comic tenor, as
seen in the roles of Basilio and Don Curzio in Le nozze di
Figaro, exhibits many of the features of a buffo caricato role

but is notated in the tenor clef. Perhaps the vocal-
dramatic categories described by Frizzi apply primarily
to the first-rank singers; indeed, many librettos identify
only the prima buffa, the primo buffo caricato, and the primo
mezzo carattere roles and do not label the secondary or
tertiary roles.

Looking at Mandini’s roles in Vienna, we know that he
sang in six operas during his first season (1783-84), and
for five of these we know the roles he sang: four were
tenor-clef roles and one was a bass-clef role. The prepon-
derance of tenor-clef roles at this point can be explained
to some extent by the fact that the company had no first-
rank tenors during its first year. It managed with four
adequate tenors: Francesco Bussani (who later sang the
Commendatore and Masetto in the Vienna premiere of
Don Giovanni), Valentin Adamberger (who sang in
drarmami per musica before coming to Vienna, but who was
of limited use to the buffo company because of his stiff
acting), Michael Kelly (a strong actor who specialized in
buffo roles), and someone called Pugnetti or Bugnetti.
What the company lacked was a singer capable of exe-
cuting the principal lyrical tenor roles, some of which
were consequently assigned to Mandini. When Giuseppe
Viganoni was engaged in the company’s second season
as a first-rank tenor, Mandini was relieved from taking on
new tenor roles, though he continued to sing the tenor
roles he had established the previous season.

Mandini’s only known bass role during his first sea-
son, that of Count Zeffiro in Giuseppe Gazzaniga’s La
vendemmia, had been created by Benucci in 1778, though
Mandini had already sung it several times elsewhere by
the time he came to Vienna. That was not the case in the
second season when the directors assigned to Mandini
the bass role of Don Piccariglio (Count Caramella) in
Guglielmi’s Le vicende d"amore, which Benucci had created
to great acclaim in Rome just a few months earlier and
which he had every reason to expect {o sing in Vienna.
5till in the second season (1784-85), Mandini took over a
bass role (Don Girone} in Paisiello’s La finta amante, and
when Paisiello composed Il re Teodore in Venezia for the
Vienna company, he wrote the title role, in bass clef, for
Mandini.

In Mandini’s third season in Vienna (1785-86), he sang
almost entirely bass-clef roles. He teok over two existing
bass roles in operas by Paisiello and Francesco Bianchi.
Saliert composed a bass-clef role (Il Poeta) for him in
Prima la musica e poi le parole but also composed the tenor-
clef role of Plistene for him in La grofta di Trofonic in the
same season. The following season, Mozart wrote the
bass-clef role of Count Almaviva for him in Le nozze di
Figaro, and Martin v Soler wrote the bass-clef role of
Lubinoe in Lna cosa rara. The Count’s role, from a vocal-
dramatic perspective, falls into the category of mezzo
carattere, and the court theater’s other primo mezzo carat-
tere at the time was Calvesi; had he been cast as the
Count, Mozart would have written the part for a tenor
For whatever reason, though, Mandini was cast as the
Count, and Mozart wrote the part in bass clef.52 In the
1787-88 season Mandini had two roles in two different
clefs composed for him: the bass-clef role of Doristo in

Martin v Soler’s L'arbore di Diana, and the tenor-clef role
of Biscroma in Salieri’s Axur, re d'Ormus. That year Man-
dini also took over a tenor role in Paisiello’s Le due con-
tesse. In Vienna, then, Mandini indeed sang both tenor-
clef and bass-clef roles, with many more of the latter.

In 1788 Mandini was engaged as a primo buffo fescano
in Naples, singing bass-clef roles. The following year he
was engaged for Paris as a primo buffo caricato, but, as we
have seen, he also sang a nuumnber of tenor roles resumed
from his Vienna days. After Paris, he seems to have
stayed with buffo caricato roles. We find him listed as a
primo buffo caricato in Venice in Carnival 1794, a primo
buiffo assoluto in Genoa in spring 1794, and a primo buffo
caricato in Milan in autumn 1794. Passing through Vienna
on his way to 5t. Petersburg in 1793, he sang Benucci’s
former bass role of Titta in Fra i due litiganti;® in 5t.
Petersburg he was engaged as a primo buffo assoluto.

Far from being unusual, a voice like Mandini's was
gutte comimon at the time. Even confining ourselves to
singers known to Mozart research, we can construct a
sizeable list of baritones who sang both fenor-clef and
bass-clef roles. One of the more surprising singers of this
type is Francesco Bussani, best known today for singing
the Commendatore in the Vienna premiere of Don Gio-
varni. Bussani did not actually possess the sepulchral
voice associated today with that role; in fact, he had been
singing tenor roles only five years earlier.® Mozart
scholars know only the bass side of him, which also
included the role of Masetto in the Vienna production of

: . Don Giovanni, the original Bartolo in Le nozze di Figaro,
. and the original Alfonso in Cosi fan fufte. Francesco

Albertarelli, who replaced Mandini in the court theater

= after the latter’s departure, both sang the bass-clef role of
. Don Giovanni in the opera’s Vienna premiere and tock
© over Mandini’s tenor-clef role of Biscroma in Axur, re
- d'Ormus®5 Luigi Bassi, who created the role of Don

Giovanni in Prague, was also of this voice type. The
Allgemeine musikalische Zeitung (1800) provides a particu-

- larly exact description of his singing;

Bassi was an excellent singer before he lost his voice, and he
still knows very well how to use what remains. It lies
between tenor and bass, and though it sounds somewhat
hollow, it is still very flexible, full and pleasant. Herr Bassi is
furthermore a very skilled actor in tragedy with no trace of
burlesque, and with no vulgarity or tastelessness in comedy.
In his truly artful and droll way he can paredy the faults of
the other singers so subtly that only the audience notices and
they themselves are unaware of it.66

- This description contains noticeable similarities to the
< descriptions of Mandini encountered above. Giuseppe
. Lolli created the roles of the Commendatore and Masetto
“in Don Giovanni and sang Bartolo in Le nozze di Figaro in
i Prague in 1787, but was engaged in Vienna in 1786-87 as
oa secondo mezzo cargttere®” Domenico Guardasoni, the
“rimpresario in Prague who commissioned both [ion
- Giovanni and La clemenza di Tito, had regularly sung both
+ tenor-clef and bass—clef roles earlier in his career.53 Paolo
~:Mandini, as already mentioned, sang some of the same
w1oles as his brother, Giuseppe Calvesi, unlike his brother

Vincenzo, who was a high tenor, sang both tenor-clef and
bass-clef roles. In Versailles in 1787 and in London in
1788, Giuseppe sang the tenor role of Berlicco in
Paisiello’s Le gave generose—a role Vincenzo had sung in
Vienna in 1786—but he also sang the bass-clef role of
Teodoro, created by Mandini in Vienna, in London in
1787 .69

A defining feature of the late-eighteenth-century bari-
tone, then, was his ability to share roles with both tenors
and basses; as a result, vocal color becomes an essential
aspect of the vocal performance practice of this period. A
mezzo carattere role like Lindoro in Paisiello’s I barbiere di
Siviglia would have had a different sound depending on
whether it was sung by Mandini or the tenere Mombelli.7
The same would have been true for the buffo caricato role
of Don Piccariglio (Count Caramella) in Le vicende d’amore
when sung by Mandini or the bass Benucci.

The Term “Baritone”

The term “baritone” is infrequently encountered in late-
eighteenth-century writings on opera. I have found seven
instances of it—three of which are specifically in connec-
tion with Mandini's voice—and I Jist them here In
chronological order. Heinrich August Ottokar Reichard’s
Theaterkalender, auf das Jahr 1784 [for 1783} reports,
“Halian opera ... male singers . .. Signor Benucci sings
bass ... Signor Mandini sings baritone.””! Charles
Burney, writing in 1789, uses both “baritone” and “bass”
to describe the singer Luigi Tasca, who sang in London in

1784-85: “the excellent baritono, Tasca ... who had a
powerful base voice, and seemed to be a good musician,
returned to Italy at the end of the season. ... His voice,

however, wanted mellowness and flexibility; for, like
an oaken plant, though strong, it was stiff.”’? In 1793
Giuseppe Voltiggi describes the voice of Luigi Raffanelli
as “clear and strong, with a good baritonal quality.”7?
Reviewing a number of mezzo caratfere singers, Benedetto
Frizzi comes to “the celebrated Mandini,” whom he
describes as “a major baritene of great ability, a profound
connoisseur of his art, singing coloratura in his bass reg-
ister [gorgheggiante sui bassi], a rare gift of which nature
has shown great avarice toward others.”7# Frizzi, it will
be recalled, also uses the term barifono when he states that
both basses and baritones sing buffo caricato roles.”> An
1810 review in the Allgemeine musikalische Zeitung, criti-
cizing the casting in a recent production of Le nozze di
Figaro, complains, “As is well known, Figaro sings the
fow harmonic bass in all the ensembles, and yet the role
is usually given to comic singers, who tend to be bari-
tones rather than true basses.”7¢ The great German actor
Friedrich Ludwig Schroder, who was a member of the
court theater company in Vienna when the Italian opera
singers were recrnited in 1783, recounted in 1823 that
“there came the bass Benucai, the baritone Mandini.”77
Although a history of the term “baritone” is too large
a topic to attempt here, I will piece together an overview
from various secondary sources. Marco Beghelli's excel-
lent study of the uses and meanings of the term baritono
over the centuries provides a good starting point.”® He




traces the etymology of the term to the Greek term
barytonos, made up of the words for “heavy” or “low”
(barys) and “tone” (fonos). In the fifteenth and sixteenth
centuries, the Latinate words baryfonus, baritonus, barito-
nans, baricanor, bariclamans, and others can sometimes be
found in polyphonic compositions for more than four
voices (o designate the second bass voice, ofien the lower
one.” With the rise of solo singing and opera in about
1600, voices were no longer defined only in terms of
counterpoint but also in terms of sonority.80 In 1640
Ciovanni Battista Doni used the now Italianized word
haritono not only in the traditional sense of the lowest or
second-lowest polyphonic voice but also in the newer
senses of describing a vocal quality (a “full and sonorous
voice” compared to the “common [male] voice”) and of
defining a voice type by range. In what Beghelli calls the
first taxonomy of the voice in the modern sense, Doni dis-
tinguishes three gradations within each of the three stan-
dard voice types: basso, tenore, and soprano.st Starting at
the bottom, the voci gravi (low voices) consist of basso pro-
fondo as the lowest voice (with the range C—g), basso ordi-
nario above it (F-b), and baritono as the highest voice
(A—d"). The voci mezzane (voices in the middle range) con-
sist of tenore ordinario (c—£"), contrallo {e-a’), and mezzo
soprano (g—"). The wvoci acute (high voices) consist of
soprano ordindario {b—€"), sopracuto (d'—g"), and acutissimo
{(f'=c").

Among eighteenth-century treatises that deal with the
classification of voices, the influential vocal tutors of the
great castrato teachers Pietro Francesco Tosi (Opirnioni de’
cantori antichi e moderni, 1723) and Giovanni Battista
Mancini (Pensier, e riflessioni pratiche sopra il canto figurato,
1774), continued to distinguish simply soprano, tenor,
and bass.22 In his 1757 German translation of Tosi, how-
ever, Johann Friedrich Agricola also refers to the bari-
tonal voice in two new voice types he introduces, low
tenor {tenore grave) and high bass (basso acuto) 83 Friedrich
Wilhelm Marpurg, in his Anleitung zur Musik (1763),
accommodated the new singing voices within the frame
of the traditional SATB texture to yield an eight-voice
scheme consisting of “hoher Diskant, tiefer Diskant,
hoher Alt, tiefer Alt, hoher Tenor, tiefer Tenor (Barytonus),
hoher Baf, and tefer Baf.”8¢ In his 1768 Introduzione
armonica, Paolo Serra classified male voices as basso,
baritono, and tenore and female veoices as coritralto, mezzo
soprano, and soprano.®> This sixfold classification of voices
was given enormous authority in what, according to
Beghelli, became the most influential treatise of the nine-
teenth century, Bernardo Mengozzi's Méthode de chant du
Conservatoire de Musigue {1803).86 The six voice types are
named in both French and Italian. The lowest male voice
is basse-contre or basse (in Italian, basso). The middle regis-
ter is called basse-taille ot concordant (Italian baritono). The
highest is taille or haute-contre or ténor (Ltalian terore). For
women, the lowest voice is the haute-contre (ftalian con-
tralto), the medium voice is bas-dessus (Italian mezzo
soprano), and the highest is dessus (Italian sopranoy. The
anonymous transiator of the first Ttalian edition of the
Conservatoire tutor, published in 1825, prefers the term

baritenore to baritono,5 thereby contributing to the prolif-

eration of new terms that came about in the third decade
of the nineteenth century.
This brief survey of treatises has shown that the term
baritono has a long history but not in association with
opera in particular®® The vocabulary used to describe
operatic roles in the late eighteenth century is, as we have
seen and as Beghelli points out, derived from the termi-
nology of the spoken theater;? he refers particularly to
the Indice de’ leatrali spettacoli as a good source for observ-
ing the vocal-dramatic categories in use.%0 In the spoken
drama of this period, the roles are variously labeled prima
donna, seconda donnd, primo amoroso, servetta, vecchio ridi-
colo, caralterista buffo, and caratterisia napolitano, among
others, and sometimes include masks from the commeidia
dell’arte: Pantalone, Brighella, Arlecchino, Pulcinella, il
Dottore, Zanni, and others. In serious opera the charac-
ters are classified as prima donna, seconda donna, primo
soprano (or primo musico or primo 1on0), primo tenore, se-
condo tenore, and primo basso. In comic opera we find an
even wider array of terms to describe the roles, including
prima dorma buffa (or prima buffa), prima donna serid, primo
mezzo carattere, primo tenore di mezzo carattere, primo buffo
yezzo carattere, primo buffo, buffo caricato, buffo cantante,
ete.9 The lists clearly show that the vocal-dramatic cate-
gories, especially in comic opera, are defined more by
character type than by voice type.
In the preceding list of vocal-dramatic roles in comic
opera, I have retained Beghelli’s term buffo cantante with
some hesitation, because it appears so rarely in eighteenth-
century sources. Also, [ am somewhat surprised at what
he goes on to write about it. Using Burney’s comment
about Tasca’s stiff voice in London in the mid 1780s as a
springboard,®2 Beghelli explains that the traditional basso
buffo was now separating into two distinct vocal-dramatic
categories: buffo caricato or buffo comico, in which category
he places Tasca; and buffo cantante or buffo nobile, which
now became a category for baritones.® Crucially, his
strongest evidence in support of this assertion comes
from 1821 and 1822 in connection with Rossini’s Torvaldo
¢ Dorliska—more than thirty years after Burney’s com-
ment about Tasca.? The terms buffo cantante and buffo
nobile do not seem to be widely used in the 1780s and
early 1790s, and T suspect that the development Beghelli
postulates took place later. Indeed, the history of operatic
singing from the mid- or late-1790s to the arrival of
Rossini is shrouded in a kind of musicological fog. Then
the fog lifts, though not all scholars agree on what they
see. There is general agreement, however—and this
needs to be emphasized—that the baritone emerged as a
distinct operatic voice only in about 1840.%
The changes in singing techniques that came about in
the early nineteenth century were accompanied by a
plethora of new terms to distinguish different types of
low male voices. In what follows my interest is less on
sorting out competing theories about the development of
the baritone as an operatic voice than on understanding
the new terms, especially those that some musicologists
are starting to apply anachronistically to Mandini's voice
type. The three major stages in the development of the
aineteenth-century operatic baritone are generally associ-

“ated with composers: Rossini for the first, Bellini and
'_D‘thzetti for the second, and Verdi for the third. Rodolfo
-Cellettt distinguishes two types of bass voice in Rossini’s
:p;éi-as: he calls one a “heavy” buffo or parlandoe buffo,
who-sings in a syllabic style and engages in farcical
WITOT; and the other a noble buffo or cantando buffo,
who sings in a virtuosic style and portrays the loveror a
character of high rank.®¢ Frustratingly, however, Celletti
- does not specify the source of those terms. During the bel
aiit_o_'period, Celletti distinguishes the basso cantante,
whose singing is marked by coloratura and agility, from
te emerging Donizetii baritone, who renounces col-
‘oratira and sings instead in chest voice in a plain style
md in a high tessitura. This singer, Celletli says, is the
_'re__:tt_ii"sor of the Verdi baritone. The Verdi baritone,
“according to Will Crutchfield, sings predominantly in the
‘upper part of the baritone chest-voice range (i.e., around
;and:iffabove ©'),97 notes that John Potter and Neil Sorrell
efer to_as “the brilliant upper fifth of the baritone
arige.” In the twentieth-century Fach system, as codi-
ed by Rudolf Kioiber and adapted by the International
‘honetic Association, the Verdi baritone comprises its
Wr_'_t_-;Fach (called Charaklerbariton) alongside three other
types ‘of baritone: the lyric baritone (called lyrischer
aritor; hoher Bariton, or Spielbariton), kavalierbaritone
(ch*ﬁqlierbariton), and heldenbaritone (Heldenbariton, pre-
usly: called hoher Bass).®® Pearl Yeadon McGinnis's
escription of the Kavalierbariton is worth quoting for
ow well it matches descriptions of Mandini's singing:

A_:.‘:or_illiant voice with warm, beautiful color capable of
;_ili_rg_ing coloratura passages, smooth lyric lines, and dra-
matic passages without effort.

This Fach could be considered the divo-baritone of the
opera stage. Most of these roles are leading characters, and
WE_l_'e_n _this person is performing, no one looks at anyone else.
e sho’uld be a personable figure and able to portray various
_cihai'_eicters sympathetically and easily. Although this voice
Gf'tf_e:_n has an easy tenor top, it needs to have a recognizable
bg;_i_to:ne vocal color. Whereas the other baritones are not nec-
'e_sgg’_rily known for their general “good looks,” this one is!
A true cavalier baritone is one of the most difficult voices/
actors/ personalities to find.190

imerican voice pedagogue Richard Miller, on the other
a ,_:'_d_istinguishes just two baritone types, the dramatic
Verdi) baritone and the lyric baritone, and adds in pass-
- that'a young singer who has not yet decided whether
is tenor or baritone could be called a baritenor. 101

1€ emergence of the high dramatic baritone was
: lc:i_s?_lyz allied to the development of the dramatic tenor, a
-qeveif_)pinent that also spawned new terms. Cellett],
:eS'CI.lb_l__ng the two types of tenor roles (low and high)
-t Lfk:’_il’t Rossini’s operas, calls the low voice “baritone-
'._t_f;r_}qj_l‘-;;:;_oi“ “baritenor” and the high voice a “contraltino
: te_a.:nor-;__.or “tenorino”—once again without saying where
htf:_s_ezs_terms come from.19? Edward Foreman is not per-
-.”1:1’5_1_:6_1'?&-- by Celletti’s two tenor types, writing that
- Q@O_ifo Celietti refers to the lower voice as ‘baritenor,’
and the higher as ‘contraltino tenor,” not precise or histor!-
Cﬁuy._t?i?f\_ensible terms, but useful to denote the tessitura

of the voices.”103 Regrettably, however, he does not
elaborate.

John Potter explains the change in the tenor voice in
terms of vocal pedagogy. Tenors in the late eighteenth
century studied with castratos, who trained them to
develop their head voice and join it seamlessly to their
chest voice. This type of tenor, which he calls a contralting
tenor {or fenore di grazig), continued into the nineteenth
century, culminating with the high I (f*) Bellini wrote for
Giovanni Battista Rubini in I' puritani in 1835.°9% Mean-
while, in the second decade of the nineteenth century,
tenors who studied with tenors learned to lower the lar-
ynx to produce a darker tone, achieve greater resonance
and volume, and extend the chest voice upward to high
C (c"). This type of voice is known as the tenore di forza,
and its first sensational exponent was Gilbert-Louis
Duprez, originally trained as a confraltino tenor. 10> Potter
and Sorrell also recount how Glovanni David (Rossini’s
prize contraltine tenor) and Domenico Donzelli (classified
by Celletti as a “baritenor”) both eventually abandoned
the practice of singing high notes in their head and con-
centrated on raising their chest voices, 106

Crutchfield attempts to bridge the late eighteenth and
early nineteenth centuries with his construction of an
“intermediate male voice, sometimes called baritone but
occasionally also referred to as mezzo-tenor.”1% He gives
as examples of this voice type the role of Orfeo in
Haydn's L'anima del filosofe, as well as many Rossini tenor
roles. Such singers, he says, have a low voice but learn to
cultivate their head-voice extension, allowing them to
sing some tenor roles as well, put another way, such
singers “could thus choose, to some extent, between
tenor-clef and bass-clef roles.”10% When producing notes
in the head-voice register went cut of fashion, (L:rutch-
field claims, these low tenors settled into their chest
voices and became baritones.' This view is appealing in
its simplicity, but Crutchfield gives no citation for his
use of the term mezzo-tenor, and the term does not appear
in any of the eighteenth-century sources listed in his
bibliography.

The term does, however, appear in Johann Daniel
Andersch’s Musikalisches Worterbuch of 1829, which
defines mezzo teror as a voice “that lies between tenor and
bass but somewhat higher than baritone.”119 The third
decade of the nineteenth century produced two more rel-
evant terms: barfteriore, which we have already encoun-
tered in the 1825 Italian translation of the Conservatoire
tutor, where it was used used in preference to baritone;
and “zweiter Tenor-Bariton,” found in a letter written by
Albert Lortzing in 1826.77 Unfortunately, the meaning of

neither term is clear; in particular, it is not clear how (or
whether) the use of the term bariterore in the Conserva-
toire tutor relates to Celletti’s use of the same term as a
subcategory of tenor.

To round out this survey of nomenclature, we should
take note of one other related term used before the nine-
teenth century: mezzo basso. Beghelli reports two occur-
rences, the first in performance instructions for a 1612
motet by Lodovico Viadana, where it is used to specify
the type of voice that should sing the fenore part in a



section of the motet scored for low male voices.
According to his instructions, the soprano part should be
sung by a low alto; the alto part by a tenor; the tenor by a
baritone, that is, a half bass (il tenore & un baritone, ciog
mezzo basso”); and the bass by a low bass.!? Beghelli
found this term used a second time in 1771 by Carlo
Giovanni Testori, who defines “baritone” as “a half-bass”
(“baritono, vale a dire un mezzo basso”).1'® This definition
of the bariteno as a species of bass is worth noting vis-a-
vis Crutchfield’s view of baritone as a low tenor!* In
addition to these two instances reported by Beghelli, a
third can be found in a 1794 review criticizing Antonio
Baglioni’s performance as Ferrando in Cosl fan tufte. “Of
course he needs such embellishments, because he has to
hide his inadequate voice, which is more of a rezzo basso
fthan a tenor]. 7115

With all these terms laid out in front of us, which one
would be the most appropriate to apply to Mandini’s
voice? We should probably follow his contemporaries in
calling him a baritone, but given that we live two cen-
turies later, it might be better to call him an “eighteenth-
century baritone” to distinguish him from the operatic
baritone that emerged after 1840. In any case, it would
seem inadvisable and anachronistic to seize on terms
from the early nineteenth century, as at least two scholars
have done: Danjel Brandenburg, in his entry on Mandini
in the second edition of Musik in Geschichte und Gegen-
wart, labels him a mezzo tenore, carefully citing Andersch
(1829) as the source for the term-—no doubt to distinguish
Mandini from the modern baritone.’® Similarly, Thomas
Seedorf, in the same encyclopedia, calls Luigi Bassi a
mezzo tenore {also citing Andersch as the source of the
term} and explicitly compares him to Mandini.'7

The Selections

Of the thirteen arias in this volume, eight are notated in
bass clef and five in tenor clef (transcribed here in trans-
posing treble clef). The bass-clef arias comprise five that
were composed for Mandini (nos. 7, 9, 10, 12, and 13), a
possible sixth (no. 5), and two that had originally been
composed for Benucci (nos. 4 and 6). The tenor-clef arias
consist of three from roles taken over by Mandini in his
first year in Vienna (nos. 1, 2, and 3) and two composed
for him later in Vienna (nos. 8 and 11).

Two of the tenor-clef arias (nos. 2 and 11) are in modi-
fied strophic form and are furnished with mandolin
accompaniment, with no. 2 labeled a “canzone” and no.
11 a “canzonetta.” Mandini may have had a facility for
such arias, for in London about 1799 we find the publica-
tion of Three Favorite Canzonetts, Arranged with an
Accompaniment for the Piano Forte or Guitar, with the byline
“The Words & Music Composed by Steffano Mandini.” "
Tt is interesting that this publication appeared about the
time we lose track of Mandini.

The combined range of the thirteen arias in this vol-
ume spans from Bb up to f#’. If we include Mandini's
“Vedrd mentre 0 sospiro” from Le nozze di Figaro, which
goes down to A, we can posit Mandini’s range to have
been about A—f§'.11% Given Mandini’s known versatility,

this relatively narrow range (an octave and a sixth) is per-
haps unexpected; compare, for example, Benucci’s com-
bined range based on the twelve arias in my previous
volume Arias for Francesco Benucci (G-g', two octaves)
and Calvesi’s combined range based on the fourteen in
Arias for Vincenzo Calvesi (B-d", two octaves and a
third).120 Admittedly, the arias in all three volumes make
up a limited and somewhat arbitrary sample, so not too
much should be made of the comparison. Nonetheless, it
does confirm that Mandini was closer in voice type to
Benucci than to Calvesi.

Continuing with measurements, the top note in eleven
of the thirteen arias is either e’ or {'; in the remaining two
arias (nos. 1 and 9 it is ff" and eb’, respectively. While the
top notes are roughly uniform across all the arias, the
lowest notes vary and can serve to distinguish bass-clef
from tenor-clef arias. The lowest notes in the bass arias
are Bb (nos. 4, 5, and 9), B (nos. 6, 7, and 13), and ¢ (nos.
10 and 12); those in the tenor arias are & (nos. 8 and 11},
d# (no. 1), e (no. 3), and { {no. 2).121

For a singer, however, more important than the high-
est and lowest notes in an aria is its tessitura, which is the
range of notes in which the veoice can sing comfortably
for a long period of time, The tessitura of ali thirteen arias
in this volume should be about the same, regardless of
whether they are tenor-clef or bass-clef arias, and a bari-
tone singing through them will quickly be able to confirm
that this is so. The challenge from the theoretical point of
view is to come up with an objective way of ascertaining
the tessitura of an aria. John Rice observes that, in the
eighteenth century, “a composer typically used the open-
ing melody of an aria to display a singer’s tessitura.”12
This seems like a good rule of thumb, and even if it is not
equally true for every aria, it provides a starting point.
Coming from another direction, Julian Rushton has
developed a precise method of calculating tessitura—or,
rather, the exact center point of the tessitura for a short
passage of music.! His interest in doing so was f0 be
able to demonstrate empirically that Mozart used tessi-
tura as an expressive device. Rushton’s method of calcu-
fation is extremely labeorious, but with the use of computi-
ers it could be made to work on a large scale as well.

In the titles of the following thirteen arias an asterisk
indicates that the aria was written specifically for
Mandini.

1. Giuseppe Sarti, “Come un agnello,” aria in Fra 7 die
litiganti il terzo gode: This aria is known today from
Mozart's quotation of it in the supper music scene in Don
Giovanni. First performed in Milan in 1782, Fra i due liti-
ganti il terzo gode was one of the first operas to be
mounted by the newly created Italian opera company in
Vienna; it premiered on 28 May 1783 and became an
immediate and long-playing success.’2t The role of
Mingone was assigned to Mandini, who, according to
Zinzendorf, performed it marvelously.?s Mandini may
have continued to sing this role in Vienna for the dura-
tion of its first run of forty-nine performances that ended
22 January 1787. In the Paris production of the opera,
however, Mandini sang the bass role of Titta, which had
been taken by Benucci in Vienna, while Luigi Raffanelli—

e Mahdini, was engaged in the Paris company as

wio buffo caricato—sang Mingone 120
ttos for this opera listed in Claudio Sartori’s
librettos, those from the 1785 Ferrara and
a‘productions are the only ones to provide
c designations for the roles.’?” Both label
orind as the prima buffa, her lover Masotto as
zro- carattere, and the unsuccessful suitor,

to. Neither libretto provides a vocal-dramatic desig-
n for Mingone, whose role may simply have been
ed too insignificant.1® Mingone’s music is
anitenor clef throughout. In ensembles with
, Mingone is the lower tenor-clef part; in larger
es, Mingone sometimes doubles Masotto a third

he a particularly comical character.t
ine of the aria is written in the buffo style,
repéated phrases, repeated notes, and syllabic
.- The aria makes few technical or musical
‘the singer, which makes it all the more strik-
nzendorf singles out Mandini’s performance of
role.
anni Paisiello, “Saper bramate,” canzone in II
re di:Siviglia: Paisiello composed the opera in St.
sburg:in 1782, and the Vienna opera company per-
ed ition 13 August 1783. Zinzendorf attended the
niere and wrote in his diary: “Mandini, as Lindoro, as
sic teacher sent by Basilio to give Rosina her music
n, finally as Count Almaviva, is very good. ... The
seror had: him repeat the aria of the music teacher,
i the manner of Tartuffe, wishing ‘gioja e
and peace] to the tutor [Bartolo].”130 Mandini
ole-at the premiere, but thereafter, apparently,

_:_e_-}__l_ay'_q'seen, Mandini sang the role again in Paris in
789, even though Giuseppe Viganoni, engaged as the

-_giving already sung it in Naples in 1787.132 The
.Ianagqr_r can be found in a casting decision that had
ade’in Vienna in the 1783-84 season. When IT bar-

any:did not yet have a first-rank tenor, which is
the: _Ié of Lindoro came to be assigned to Mandini.
er th _E_i_fs%—rank tenor Viganoni joined the company
fo ng season, Mandini had already been singing
e--fo{t over half a year, and he continued to sing it.
ituation apparently provided the precedent for how
le were assigned in Paris.
_lev'_er who overcomes obstacles to win his
dylov »Rosina, the Count is the quintessential example
I mezzo carattere role. He serenades her with this can-
ggn _:-Wh_ich is fittingly simple in form, texture, and vocal
'Its-captivating beauty lies in ifs cantilena, which con-
trasts: : _.th :t_he virtuosic mandolin accompaniment.
:_GIDVa_n'_ni Paisiello, “Amor non so che sia,” cavatina
Lcr §Catana: Yet another tenor role taken on by
in his first year in Vienna was that of Nardone

in Paisiello’s La frascatana, an opera dating from 1774 and
previously performed in Vienna during the period 1775
to 1777.13% The opera was apparently still welcome, espe-
cially with its new cast of stellar singers. Zinzendorf was
delighted, using his favorite phrase to indicate his com-
plete satisfaction (“La Storace and Mandini sang like
angels”), 134 and he names this aria as one of the numbers
that he particularly liked.’3 Mandini sang the role again
in Paris in 1790, though, as in the case of Count Almaviva
in I barbiere di Sivigha, it would otherwise have gone
to Viganoni. Mandini obvicusly had made the role
very much his own, for a reviewer in Paris wrote,
“M. Mandini, for whom the role of the shepherd seems to
have been made, replaced the base caricatures that Pinetti
used to deliver with the most pleasing elegance and
sweet singing.”136

The role of Nardone is a shepherd lover, not noble in
rank but noble in character. The five librettos listed by
bartori that provide vocal-dramatic designations label
this role primo buffo mezzo carattere or primeo buffo di mezzo
carattere 37 Cavatinas are short, lyrical arias in which
characters make their first appearances, plaving to the
audience. Nardone’s cavatina, with its pastoral key of F
major and compound meter, identifies him at once as a
shepherd. The vocal line, like that in the preceding can-
zone, is simple and lyrical.

4. Giuseppe Gazzaniga, “Quando vedrai chi sono,”
aria in La vendemmia (known in Vienna as La dama
incognita): The opera was first performed in Florence on
12 May 1778. Although the cast at the premiere is
unknown, Benucci is listed as one of the “Signori” in the
company that performed the opera; since the Personaggi
in several librettos label Count Zeffiro a primo buffo cari-
cato role, it is extremely probable that Benucel created the
role.138 Benucci sang the role again in Genoa in 1778, in
Monza in 1779, in Modena in 1779, and in Florence in
1782 before coming to Vienna in 1783. He would have
been the obvious choice for Zeffiro in the Vienna produc-
fion on 11 February 1784, had he been in the city
However, he had taken a leave of absence the previous
November to honor a prior commitment for Carnival in
Rome. Since the theater directors knowingly scheduled
the opera for a time when they knew Benucci would be
away from Vienna, they had apparently decided to cast
Mandini in the role right from the start. It seems he had
sung it twice before, in Bergamo and Alessandria, both in
1779.13% That it was a good casting decision is confirmed
by Zinzendorf{’s appraisal of Mandini's performance: “Le
vendemmiie or la donna incognita was put on, with music by
Gazzaniga. Mandini sang like an angel: the tirade against
women, the nobil torta,” etc. The music is pretty.”4 The
“tirade against women” refers to no. 5 (see below), and
the “nobil torta” to the present aria.

Although the opera continued to play until 21 May
1785, Benucci never resumed his former role in Vienna.14
He did not sing this particular aria, even when an oppor-
tunity to do so presented itself. In Lent 1789 Lorenzo Da
Ponte produced the pasticcio Lape musicale by assem-
bling popular numbers from various operas and show-
casing the singers. One of the chosen arias was “Quando
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vedrai chi sono,” which at that point had not been heard
in Vienna for four years. Although both Benuccl and
Albertarelli, who had replaced Mandini in the company,
participated in the pasticcio, Albertarelli was the one who
sang the aria.142 Benucci seems not o have laid claim to
it, but when he appeared in London a few months later,
on 9 May 1789, he chose La vendemmia as the opera in
which to make his debut, and he sang the aria then.14?
While Benucai clearly still identified with the aria, 80 did
Mandini, for he sang it in Paris when the opera was pro-
duced there in 1791144
For some theaters, tinkering with the text of the ghut-
ton aria presented a temptation hard to resist. In the
librettos of the 1779 Reggio Emilia, 1780 Naples, 1784
Vienna, and 1789 London productions, and perhaps the
original 1778 Florence production, the dishes listed in
lines 22 and 23 consist of vegetables: “carciosetti e pisel-
letti, / insalata e sparagetti” (baby artichokes and baby
peas, / salad, baby asparagus). The libretto from the 1779
production in Vienna replaces the vegetables with more
birds: “beccafichi, Jodolette, / mazzorini, e folleghette”
(warblers, larks, / wild ducks and hummingbirds). The
1780 Naples libretto substantially revises the menu by
substituting different delicacies, retaining only the dishes
named in lines 18, 19, and 20, and the vegetables in lines
22 and 23 (see the “Texts and Translations”).

This catalogue aria offers the buffo caricato singer a
wonderful vehicle in which to demonstrate his histrionic
art. As a gluttonous epicure, Zeffito drools over every
dish he conjures up for the benefit of the farmer whom he
hopes to persuade o host the meal.

5. Giuseppe Cazzaniga, “In voi donne non v'é fede,”

insertion aria in La dama incognita (La vendemmia). The
"tirade against women” mentioned by Zinzendorf turns
out o be an aria added to the 1784 Vienna production of
L2 vendemmia, apparently especially for Mandini. It is one
of several numbers inserted into the imported score (A-
Wn, KT 459} in a Viennese hand. Neither the composer
nor the source is identified at the head of the aria, but,
curiously, the composer is named in a score copied from
KT 459 (see the critical notes). Did Mandini borrow the
aria from another Gazzaniga opera that he had sung else-
where and which might have been composed for him?i%
Zinzendorf continued to enjoy i, specifically mentioning
it again many months after first hearing it: “the tirade
against women, which Mandini sang, succeeded mar-
velously.” 146 However, Mandini did not sing the aria in
Paris when the opera was produced there with him in the
same role.147

Like the preceding aria, this aria is written in the buffo
style, with short repeated phrases, patter, and a nonlyri-
cal melody.

6. Pietro Alessandro Guglielmi, “Capitan di due scia-
becchi,” aria in Le vicende d'amore: 1t was Benucci, rather
than Mandini, who in Rome In December 1783 created
the role of Don Piccariglio (Count Caramella) in this
opera by Guglielmi.!* Joseph II witnessed his success
and desired him to perform the role in Vienna.!¥ The
opera was duly mounted in Vienna on 16 June 1784, but,
dnaccountably, with Mandini in Benucdl's role, even

though Benucci was in Vienna for the entire run of
twenty performances. It would be interesting to know
what lay behind this casting decision.

The text in this aria, where the Count males one out-
rageous claim after another, furnishes the buffo caricato
with plenty of comedic material. The music is thoroughly
buffo, exhibiting the characteristic short, repeated
phrases, melodic leaps, and patter passages, and the
lengthy, sectional nature of the aria coniributes to an
effect of cumulative momenturm.

7 *Giovanni Paisiello, “O miei tristi pensier—Io re
sono,” recitative—aria in 1l 7e Teodoro in Venezia: Paisiello
composed this opera in Vienna in the summer of 1784
while stopping there on his way from St. Petersburg to
Naples. He collaborated with the satirical poet Giam-
battista Casti, who wrote the libretto. Mandini was cast as
Teodoro, the short-lived king ot Corsica who encounters
his ruin at the end of the opera, when he is hauled off to
debtors’ prison.

Zinzendorf notes in his diary after the premiere on
23 August 1784: “1 did not like the aria ‘Il re sono’ very
much.”150 He then lists a few numbers he did like, con-
cluding, “In short, there are many heautiful numbers, but
the opera is long and the public did not enjoy it.”%51 No
doubt the fibretto’s unusually caustic tone and grim end-
ing left the audience bewildered; insiders knew that King
Custav 1T of Sweden was being lampooned in the figure
of Teodoro. In addition to the serious undercurrent run-
ning through the story, the libretto’s language is unusu-

ally dense, more appropriate to a literary work than an
opera. Teodoro’s description of his situation is extremely
detailed—not only in his opening accompanied recitative
but also in the aria proper. Faisielio responded to the
many changes of affect in the aria text by composing it as
a long, multi-sectional buffo aria, featuring short phrases,
octave leaps, dotted rhythms, patter, much repetition,
and an extended final cadential section.'**

8. *Antonio Salieri, “Ah trovar fra queste piante,” ara
in La grotta di Trofonio; Casti’s second libretto in Vienna,
La grotta di Trofonio, set to music by Salieri in 1785,
resulted in another somewhat unusual opera. Whereas
Paisiello had normalized Casti’s idiosyncratic libretto by
overriding its quirkiness and writing completely conven-
tional music, Salieri responded to its irregular nature by
writing highiy original music. The plot deals with two
betrothed couples, the father of the brides, and a med-
dling magician. Salieri designed the roles for soprano-
tenor, soprano-tenor, and two basses respectively. His
decision to write for Mandini as a tenor is made explicit
in the ensemble writing. When paired with his betrothed,
Dori, Plistene doubles her melody in tenths. When paired
with the other male lover, Artemidoro—a role created by
the high tenor Calvesi—Plistene doubles his melody in
thirds and sixths below. Innone of the ensembles, includ-
ing the larger ones, does this part ever provide the har-
monic bass.

Although technically upassuming and not designed as

a showpiece, this short aria serves to portray the light-

hearted character of Plistene, who contrasts with the seri-

ous Artemidoro. In Salieri’s words, “the aria is of a light

but spirited cheerfulness, as is the character of the youth
who sings it.”153 Much of the aria’s expressiveriess lies in
its delicate orchestration and contredanse rhythm.
9. *Vicente Martin y Seoler, “Dov’e dungue il mio ben—
H Vo dall'infami viscere,” recitative-aria in Una cosa rara:
‘- In this opera Mandini created the role of the shepherd
- Lubino, who must ward off two men's attempts to
- destroy his marriage to Lilla. The first is her brother, who
wants to prevent the marriage so that he can marry her to
the mayor, and the second is the Infante of Spain, who
- wants to dally with her after her marriage. In this aria
- Lubino has just discovered that Lilla has been abducted’
- and he is beside himself with worry and anger. The arie:
~has much in common with Count Almaviva’s rage aria in
- Le nozze de Figaro, “Hai gia vinta la causa,” which Man-
~dini had sung half a year earlier. Both are long da capo
‘rarias in the exalted style, set in cut time, and both feature
“martial dotted rhythms, leaps in the melody, and timpani
- in the orchestra. While the style is appropriate to Count
: 'Aimaviva by virtue of his rank, its use in this aria is fus-
- tified by the strength of Lubino’s emotion and the nobil-
. Ity of his character.
i Mandini repeated his success in the role in Paris; as
- One reviewer wrote, “One of the actors who also should
be singled out in this work is M. Mandini, for whom it
__?vas written in Vienna, and who seems to outdo himéelf
in 'fhe role of Lubin”15 As observed in Paul Scudo’s
- review cited earlier,’>> Mandini’s singing was particu-
l_arly admired in Lilla and Lubino’s duet, “Pace, carc mio
quso,” in which Mandini sang the harmonic bass and
._:'Whlc11 became the opera’s biggest hit everywhere.
10._ *V]'..CEH?I@ Martin y Soler, “Un galant’'uom son io,”
cavatina in Larbore di Diana: Mandini sang the role (;f
Doristo, the guardian of Diana’s tree, a character who
. adores women and provides much of the opera’s humor
.(some tinged with sexual innuendo). Both dramatically
'e;nd musically the role has little scope. It, along with
a}most everything else in the opera, was roundly criti-
._ cized by an anonyrmous reviewer:

: Mandlni was given a role, which he played well, because he
118 an a_c.tor who acquits himself well in all his roles, a role, [
. say, ‘A"hlch could be charming and full of spirit and :graceﬁil-
- hess, 1.nstead of which the poet has him say dirty and horri-
; 'bl.e thmg.s without end, and on the other side, the composer
did not f.md it appropriate to give him an aria in which he
;ould 5111n§, except for a tiny duet of little consequence that
e sings Wlth Amore and which is pleasant enough, other-
" wise nothing else for him that is striking, and he can brag
““about being sacrificed in this opera.15 :

.- 1123593\;;5 jche singers in this opera, including the tenor
.With’ oo be}cnﬁced to the prima donna. She is provided
.. '-h'gi-actersarms’- two of them very large, while all other
5 B threcelve only a few small numbers each.
ied exf{ree slhort arias include the present cavatina,
o méasur emely sho;t at twenty-nine measures {twenty-
titten 1o es plus a flvewmea:?ure cadential phrase). It is
Steriged ble opera’s predominant song-like style, char-
e ; o yl penodu: phrases, melody-dominated tex-
Lo anda lilting compound meter. Doristo is the only

bassjclef role in the opera, which is otherwise dominated
by high .vc?ices. The role could be considered buffo caricato
though it is strongly tempered by the pervasive pastorai
nature of the opera.

11. *Antonio Salieri, “Nato io son nello stato romano,”
canzonetta m Axur, re d'Ormius: Salieri composed th,is
epera in French for Paris in 1787 under the title Tarare
The fp]lowing year he converted it to an Italian opera for.
the Vienna opera company, a labor that entailed extensive
re;o‘mposiﬂon. This canzonetta, however, follows the
original “chanson” for tenor quite closely in retaining
the key, the basic vocal melody, and the repetition of the
vocal refrain by a chorus.'3” The most striking feature of
the orchestral accompaniment is the mandolin, which is
givena prominent part in the ritornellos that separate the
singer’s stophes.158

‘ Salieri’s notes attached to the autograph score describe

Biscroma, a Huropean slave serving as head of the
egnuchs, as “always a buffoon when he speaks to the
l<mg., and also when he pleads; but at heart honest and
sensible, and, out of gratitude to Atar [i.e., the king’s gen-
e1_‘a1,'the principal tenor role], very much concerned aboﬁt
his 1I_1ierests.”159 Salieri’s description of the character
e>l(plams Biscroma’s mixed vocal style. While some of
Biscroma’s music is written in the buffo style, some is
more byrical. In duets with Atar (sung by Calvesd)
Biscroma doubles his melody a third below, and in largetﬁ
ensembles he sings an inner voice, not the harmonic bass
In this song-within-an-opera, Biscroma narrates thé
story of his life, allowing Mandini once again to play the
i-roubadour. His performance must have pleased the pub-
hc_; at his farewell concert on 15 February 1788, he used
this canzonetta—fitted with new words—to thank the
people of Vienna for their patronage.!6? The following
year, Domenico Mombelli sang the aria in the pasticcio
L'ape musicale but in the original French version, which
Lausch then offered for sale as the “Romance "l"enlor.”161

12. "Pigfro Alessandro Guglielmi, “Tutto amabile e
galante,” cavatina in La pastorella nobile: Mandini created
the role of Don Calloandro in Naples in 1788 and
resumed it in Paris in 1789. The only libretto listed by
Sartori that provides vocal-dramatic designations for the
roles is the one from the 1790 production in Alessandria
wllﬂere Calloandro is listed as the primo buffo caricato. II;
this cavatina Calloandro triumphantly returns home
fn_)m university. The text hilariously reveals the true situ-
ation, as the supposed graduate flaunts his nonexistent
knowledge of languages. The short phrases typical of the
buffo .idiom are well suited to his limited attempts at
.spef},kmg in the different languages. The opening melody
is richly adorned with triplets, with which Calloandro
expresses his recently acquired gallant manners. When
he tlnps over his languages, the triplets devolve into
comic patter.

13. *Pietro Alessandro Guglielmi, “Cara mia sposa
amata,” aria in La pastorella wiobile: Later in the opera Don
Calloandro is given a buffo aria that not only invites but
also demands good acting ability, for in it he addresses
three characters at once, and the style of the melody
changes according to whom he speaks. When he




addresses the lady whom he is supposed to woo,
the phrases are broad and legato. When he speaks to the
padrone and his father-—and to himself in a panic—the
style is pure buffo, with leaps, phrases broken by rests,

patter, and immediately repeated phrases. A comic effect
is achieved by the bouncy melody with its ridiculous
leaps, illustrating the bouncing ball described in the text.

Appendix

The following sigla are used for sources in table 1 (see
also “Abbreviations and Sigla” at the beginning of the

volume}):

Carmena y Millan Carmena y Millan, Lus. Crinica de la

Di Profio

Florimo

ICCU

Indice

Kelly

Michtner

Gpera italiana en Madrid desde el afio
1738 hasta nuestros dias. 11878]; facs.,
Madrid: Instituto Complutense de
Ciencias Musicales, 2002.

Di Profio, Alessandro. La révolution
des bouffons: L'opéra italien au Thédtre
de Monsieuwr, 1789-1792. Paris: CNRS
Editions, 2003.

Florimo, Francesco. La scuola musicale
di Napoli e i suoi conservatorii: Con unio
sguarde sulla storia della musica in
Italia. Naples: Stabilimento tip. di V.
Morano, 1880-82 [1883].

Istituto Centrale per il Catalogo
Unico delle Biblioteche Italiane e per
le informazioni bibliografiche (www
sbinit).

Un almanacco drammatico: Lindice de’
teatrali spettacoli, 1764-1823, 2 vols.
Foreword by Roberto Verti. PPesaro:
Fondazione Rossini, 1996; facsimile
reprint of [ndice de’ spettacoli teatrali
(Milan: Pietro Agnelli, 1764-1785/
86); Tudice de” leatrali spettacoli (Milan:
[s.n], 1786 /87-1799/1800; 1803/04;
1808/09); Indice, o sia Catalogo der
featrali spettacoli italiani di ftutta
L'Europa (Milan: [s.n.], 1819/20-
1822/23).

Reminiscenices of Michael Kelly of the
King's Theatre and Theatre Royal Drury
Lane, 2 vols. 1826; repr., New York:
Da Capo Press, 1968.

Michtner, Otto. Das alte Burgtheater
als Opernbiihne: Von der Einfiihring
des deutschen Singspiels (1778) bis zum
Tod Kaiser Leopolds H. (1792). Vienna:
Osterreichische  Akademie  der
Wissenschaften, 1970.

Mooser

MTC

NMA

OperaGrove

Paissa

Pohl

RiceMz

RISM A/1I

Robinson

R. Aloys Mooser, Opéras, [ritermezzos,
ballets, cantatas, oraforios, joués en
Ruissie durant le XVifle siecle, 3rd ed.,
3 vols. Basel: Editions Barenreiter,
[1964].

Mozart's Thematic Catalogue: A
Facsimile, British Library, Stefan Zweig
MS 63. Introduction and transcrip-
tion by Albi Rosenthal and Alan
Tyson. Ithaca, N.Y.: Cornell Univer-
sity Press, 1990.

Wolfgang Amadeus Mozart: Neue
Ausgabe simtlicher Werke, ed. Ernst
Fritz Schmid, Wolfgang Plath, and
Wolfgang Rehm. Internationale
Stiftung Mozarteum  Salzburg.
Kassel: Barenreiter, 1955

The New Grove Dictionary of Opera,
ed. Stanley Sadie, 4 vols. London:
Macmillan, 1992.

Paissa, Roberto. “ ‘Questi & il conte,
alla wvoce il conosco™ Stefano
Mandini prima di Mozart (1774-
1783).” Rivista italiana di musicologia
22 (1987): 145-82.

Pohl, Carl Ferdinand. Denkschriff aus
Anlass des hundertjihrigen Bestehens
der Tonkiinstler-Societit: Im Jahre 1862
reorganisiert als “Haydn,” Witwen- und
Waisen-Versorqungs-Verein der Ton-
kiinstler in Wien. Vienna: Selbstverlag
des “Haydn,” 1871.

Rice, John. Mozart on the Stage. Cam-
bridge: Cambridge University Press,
2009.

Répertoire International des Sources
Musicales. Series A/Il: Musikhand-
schriften nach 1600 (opac.rism.info).

Robinson, Michael F.  Giovanni
Puisiello: A Thematic Catalogue of His
Works, 2 vols. Stuyvesant, N.Y:
Pendragon Press, 1991-94.

Voltiggi

Walsman

Sartori, Claudio, ed. T libretti italiani a
stampa dalle origini al 1800: Catalogo
analitico con 16 indici. 7 vols. Cuneo:
Bertolla & Locatelli, 1990-94.

Theaterzettel (theater poster[s]) from
the Theaterzettelsammlung at A-Wim,

Voltiggi, Giuseppe. Lettera apologetica
intorno al teatro in Vienna (Vienna:
Presso Alberto Antonio Patzowsky,
1793).

Waisman, Leonardo |. Vicente Martin
y Soler: Un muisico espariol en el
Clasicismo europeo, Madrid: Instituto

Complutense de Ciencias Musicales,
2007.

Weaver

Virgo

Zinzendorf

Weaver, Robert Lamar, and Norma
Wright Weaver. A Chronology of Music
in the Florentine Theater, 1751-1800:
Operas, Prologues, Farces, Intermezzos,
Concerts, and Plays with Tncidental
Music. Warren, Mich.: Harmonie
Park Press, 1993,

' RISM-U.S. Libretto Database, Uni-

versity of Virginia Library Catalog
(http://lib.virginia.edu).

Diary of Count Karl Zinzendorf,
transcribed in Dorothea Link, The
National Court Theatre in Mozart's
Vienna: Sources and Documents, 1783—
1792, Oxford: Clarendon Press, 1998,
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1. See, for example, fulian Rushion, “Buffo Koles in Mozart's
Vienna: Tessitura and Tonality as Signs of Characterization,” in
Opera Buffa in Mozart's Vienna, ed. Mary Hunter and James
Webster (Cambridge: Cambridge University Press, 1997), 407-9.
2. Christopher Raeburn, in his entries on Mandini in NGI (p.
605), OperaGrove (p. 179}, and NG2 (p. 736), gives a birth date of
1759 and a death date of “7c1810.” Roberto Paissa, ” ‘Questi & il
Conte, alla voce il conosco”: Stefano Mandini prima di Mozart
{(1774-1783),” Rivista italiana di musicologia 22 (1987): 146, gives
ca. 1750-99. Daniel Brandenburg gives ca. 1750 to after 1799 in
MGG2, Personenteil, s.v. “Mandini, Stefano” {col. 956). Federico
Pirani, in Dizionaric Biografico degli Italiani (http://www.treccani
it/biografie), s.v. “Mandini,” gives a birthdate of “about the
middle of the eighteenth century” (alla meta del XVIII secolo)
and a deathdate of ca. 1810. Given that his younger brother
Taolo was born in 1757, Stefano had to have been born before
that.

3. Paissa, “ ‘Questi & il Conte,” ” 152-53.

4. Ibid. Ferdinand, Duke of Parma, was a member of the
Spanish house of Bourbon. He was married to Maria Armalia of
Austria, sister of Joseph 11, Ferdinand’s sister, Isabella of Parma,
was Joseph's beloved first wife, who died from smallpox at the
age of twenty-one.

5. For a table of salaries for the first-rank singers at the
‘ Vienna court theater, see Dorothea Link, ed., Arigs for Vincenze

. Calvesi, Mozart’s First Ferrando, Recent Researches in the Music

of the Classical Era, vol. 84 (Middleton, Wis.: A-R Editions,
2011), xii.

6. Ibid., x.

7. Maria Mandini sang Britomarte’s aria “Di Cintia
- seguace,” which occurs in act T as no. 10 in the performance
‘score A-Wn, KT 37.
.. 8. “Oh!la Mandini, ' en raffolle. Comme sa figure est jolie au
- théatre! comme elle est leste et légere! qu'elle a de graces! et ce
“'sont des graces francaises, des graces de tous les pays. Quelle
gaieté dans son débit! quelle finesse! quel esprit dans son jeu!”
(Oh! La Mandini, [ am crazy about her. How pretty a figure she
has in the theater! How nimbie and light she is! The charms she
‘has! And they are French charms, charms of every country.
< What gaiety in her utterance! What finesse! What spirit in her
acting!). The reviewer continues in this vein for several more
Tines but eventually addresses the criticisms sometimes leveled
at her: “J'avoue que Madame Mandini n’est point chanteuse;
qu'elle a peu de voix, et que ce peu n'est ni trés-juste, ni frés-
‘agréable; qu'elle ne pourrait rendre aucune difficulté, méme
~ordinaire. Je passe condamnation sur cet article; mais je nie tout
reste, Bt la preuve que ¢’est une actrice charmante, c’est que
: jelaime et que tout Paris I'aime autant que moi” {I admit that
Madame Mandini is not remotely a singer: that she has little
voice, and what little she has is neither terribly in tune nor
easant; that she cannot execute any difficulty, not even an
ordinary one. [ give her failing marks on that point; but I deny
all the rest. And the proof that she is a charming actress is that |
- like her and that all of Paris likes her as much as 1 do). Gazeite
ationale, Moniteur universel, 20 January 1790, 85-586, quoted in
lessandro Di Profio, La révolution des bouffons: L'opéra italien au
Thédtre de Monsieur, 17891792 (Paris: CNRS Editions, 2003),
330. All translations are mine unless otherwise indicated.
-9, He had spent the previous year singing under Haydn
“al :_Eszterhéza. Dénes Bartha and Lészlé Somfai, Haydn als
- Upernkapellmeister:  Die  Haydn-Dokumente der  Esierhifzy-
Q}_Jemsammlung (Budapest: Ungarische Akademie der
: Wls_senschaften, 1960), 170-71, show that Paolo was paid from
J_c_muary 1783 to the end of Cctober 1784.
#10. Zinzendorf, 6 May 1785: “ . . . le frere de Mandini figure
de'danseur, ne chantant pas tant mal. .. " Quoted in Dorothea

Notes

Link, The National Court Theatre in Mozart's Vienna: Sources and

Documents, 1783-1792 (Oxford: Clarendon Press, 1998), 244,

11. Link, National Court Theatre, 415,

12. He had sung in both operas at Eszterhdza, although in
the latter opera in the role of Il Conte.

13. Mozart's Thematic Catalogue: A Facsimile, British Library,
Stefan Zweig M5 63, with introduction and transcription by
Albi Rosenthal and Alan Tyson (Ithaca, N.Y.: Cornell University
Press, 1990), 34: “Quartetto in die oper. La villanella rapita. fir
Sig™: Coltellini, Sig™: Caivesi, Sig™: Mandini e Buffani,”

14. Dexter Edge, “Report on the Viennese Premiere of La vil-
lanella rapita,” in Mozart: New Documents, ed. Dexter Edge and
David Black, first published 12 June 2014, accessed 9 July 2015,
http://dx.doi.org/10.7302/ Z20P0WX].

15. Istituto Centrale per il Catalogo Unico delle biblotheche
italiane e per le informazioni bibliografiche (www.sbn.it; here-
after ICCU}, s.v. “Paoclo Mandind”; and Claudioc Sartori, ed. I
libretti italiani o stampa dalle origiii al 1800: Catalogo analitico con
16 indici, 7 vols. (Cuneo: Bertolla & Locatelli, 1990-1994).

16. joseph to Baron de Thugut, 16 February 1788, A-Whh,
Kabinettskanzlei: Protocollum separatum aller Handbillets, vol.
47,1788, no. 225: “Les porteurs de la presente Lettre sont deux
chanteurs, nommé Mandini et Calvesi, ¢i devant employés a
Yopera buffa de Vienne, d’ou ils se rendent 4 Naples. (Juoique
je ne les charge point d'une lettre pour la Reine, ils ne meritent
pas moins par leur honnéteté reconnue et leur succeés sur notre
Theatre que vous les lui fassiés connoitre lorsque vous en aurés
Yoccasion. Comme ils retourneront I'année prochaine a Vienne,

vous me ferés chose agréable de les recommander ainsi que de
les protéger la ol ils en auront besoin.” (The bearers of the pres-
ent letter are two singers, named Mandini and Calvesi, who
until now have been employed at the opera buffa in Vienna,
from whence they go to Naples. Although 1 did not provide
them with any letter for the queen, they merit at the very least,
on account of their well-known uprightness and their success at
our theater, that you make them known to her when you have
the opportunity. Since they are returning to Vienna next year,
you will do me a kind service by recommending and patroniz-
ing them whenever they have need of it.) '

17. Joseph to Rosenberg, 26 July 1788, quoted in Rudoeiph
Payer von Thurn, ed., Joseph II. als Theaterdivektor: Ungedruckte
Bricfe und Akfenstiicke aus den Kinderjnhren des Burgtheafers
{Vienna: Leopold Heidrich, 1920}, 80: “Je viens de recevoir votre
fettre du 20. Vous pouvés dire a M de Gallo qu’ayant égard aux
désirs de la Reine, je cedois Mandini. Mais en méme tems vous
expliquerés positivement que dés & present je regardois tout
engagement fini avec lui, dont il ne peut plus éire question
méme pour l'année 1790, ne sachant pas, si I'opera existera
alors.” (1 have just received your letter of the twentieth. You can
tell Monsieur de Gallo [the Neapolitan ambassador in Vienna]
that with regard to the wishes of the queen, I cede Mandini to
her. But at the same time you will clearly explain that from this
point on | consider all engagement with him to be finished,
even for the year 1790, not knowing whether the cpera wiil
even still exist then).

18. The Indice de’ teatrali spettacoli, 1:752, lists two operas that
were performed at the Teatro detto Nuovo, Paisiello’s Socrate
tmmaginario and Marcello Bernardini’s La finta Galafea o
Lantiquario fanatico; the same issue {(1:751) also shows that
Maria sang alongside her husband at the Teatro Fondo for two
performances of Paisiello’s I filosofi immaginari as a replacement
for Trene Tommeoni Dutillieu, who was on maternity leave. Un
almanacco drammatico: L'indice de’ teatvali spettacoli, 1764-1823,
foreword by Roberto Verti, 2 vols. (Pesaro: Fondazione Rossini,
1996; facsimile reprint of L'indice de’ spettacoli featrali [Milan:
Pietro Agnelli, 1784-1785/86], Indice de” teatrali spettacoli [Milan;




s, 1786/87-1799/1800, 1803/04, 18058/09], and Indice, 0 sia
Catalogo dei teatrali spettacoli italiani di tutta L' Europa [Milan: s.n.,
1819/20-1822/23]; hereafter Indice). See also Francesco Florimo,
La scuala musicale di Napoli e i suoi conservatorii: Con uno sguardo
sulla storia della musica in Ifalia, 4 vols. (Naples: Stabilimento tip.
di V. Morano, 1880-82 [1883]), 4.352-53, who states that Maria
sang the role of Clarice in [ filosofi immaginari. '

19. Michael F. Robinson, Giovanni Paisiello: A Thematic
Catalogue of His Works, 2 vols. (Stuyvesant, N.Y.: Pendragon
Press, 1991-94), T:xviil.

20. The theater was inaugurated with a performance of Le
vicende amorcse on 26 January 1789. Mandini and his wife made
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Virtuoso di 5. M. C.J,] Baritono” (p. 530); “Alessandro Besozzi,
Milanese. Fu egli tanio eccellente nel Canto, quanto infelice
nell’ Azione. Baritono” (p. 531); and “Francesco Maria Venturini,
Viniziano, Virtwoso di 8. A. Elettorale di Baviera. Baritono”
(p. 532). I thank John Rice for drawing my attention to this
source.

§9. Beghelli, “Sulle tracce del baritono,” 80. See also MGG2,
“Stmmengattungen,” col. 1806.

90. See note 18 above,

91. 1 have expanded Beghelli's list of vocal-dramatic cate-
gories in comic operas by adding further terms from the Indice
de’ teatrali spettacoli.

92. See note 72 above.

93. Beghelli, “Guile tracce del baritono,” 81-82.

94, Ibid., 82.

95. John Rosselli, “Grand Opera: Nineteenth-Century
Revolution and Twentieth-Century Tradition,” in The Cambridge
Companion to Singing, ed. John Potter, 96-108 (Cambridge: Cam-
bridge University Press, 2000, 100; idem, Singers of ltalian
Opera: The History of o Profession (Cambridge: Cambridge Uni-
versity Press, 1992), 177; and OperaGreve, “Baritone,” 324.

96. Rodolfo Celletti, A History of Bel Canto, trans. Frederick
Tuller (Oxford: Clarendon Press, 1991; first published as Storia

3.1 Tolesia [Hiscnler Discanto, 1983]), 167-08.

.

07. Will Crutchfield, “The Nineteenth Century: Voices,” i
Performance Practice: Music after 1600, ed. Howardr]}\r/-[a\;zlrcgiwéﬁ
Zgg Stanley Sadie, 424-58 (New York: W. W. Norton, 1990),

98. John Potter and Neil Sorrell, A Histo ngl
bridge: Cambridge University Press, 2012), Héaf simging (Came

99. S:ee http:// www.ipasource.com/baritone. For a list of
Kloiber’s Opertfiicher, which distinguishes five, instead of four
types of baritone, see MGG2, ”Stimﬁengattungen,” col 1810,
- _1d(]eo.u I;em;l Nc(ie'adog McGinnis, The Opera Singer's Carée-r

wide: Understanding the E :
Rty iy 3%, wropean Fach System (Lanham: Scare-
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- Edwar Foreman, Authentic Singing: Being th ;
and Practice of the Art of Singing and Teacﬁing in Tﬂi Vzlf;';xsetsorg
vols. (Minneapolis: Pro Musica Press, 2001), 1:279. '

_1(}4. John Potter, Tenor: History of a Voice (New Haven: Yale
Unilverswy_Press, _2009), 51-52. Potter mentions the bari.tenor
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105. Potter, Tenor, 50-53,

106. According to Potter and Sorrell, History of Singi
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Donzeill moved | 18205,0r1d Rossini to heavier Donizett: and
: 107. Crutchfield, “The Classi : Vooices,” i
¢ Sadie, Performance Practice, 21932.:; ieal Era: Voices,” In Brown and
108. Ibid.
109. ;(;rutchfield, “The Nineteenth Century: Voices,” 428
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ten A ), 305, quoted in MGG2, “Stimmen-
l_ll. MG_GZ, “Stimmengattungen,” col. 1809. The term Tenor-
. Bariton gained currency in the late nineteenth century in
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. precursor of the Heldenienor in the Fach system; see ibid., col
5 ISIlGl:z”Héithflmr (frither auch Terorbariton).” ’ o

. Beghelli, “Sulle tr. i ”

s ij%l,, e acce del baritonoe,” 71.
%%é See note 107 above.
B 5. “Freilich bedarf er solcher Schaorke i
!}a‘ftg Stimme, die mehr ein mezze basso ist{} ;\11~n lf:;lrelil?elﬁnget
Einige Nachrichten iiber den Zustand des Theaters in Pra;c;' Im
Dezember 1794, Aligemeines ewropdisches Journal, 1794 565
ggo‘t.ed in Mozart: Die Dokumente seines Lebens, Addendzw Lma;
Th: 1g€ff1da, ed. ]pseph Ht?II’IZ Eibl (Kassel: Barenreiter, 1978), 81.
N re’erel‘me is cited in John A. Rice, “Antonio Baglioni
B_;)zart s First Don Ottavio and Tito, in ltaly and Prague,” in’
B; zm}::‘cﬁe Asp_ekte des Lg’bens und des Werkes von W. A. Mozart:
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schaften der _Tschechlschen Republik, 2011), 296. I thank John
R_lce for alerting me to this source.
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at .
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aureen Baillie, ed., Cafalogue of Printed Music in the British
Library to 1980, 62 vols. (London: K. G. Sauer, 1981-87) 37‘33.]
one set of canzenets was published in 1799 (surviving’ at.G\B:
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(Pai'gésa, et a1 o fqggg)-for the arias he examined
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122. Rice, “Antonio Baglioni” 301, '

123. Rushton, “Buffo Roles in Mozart's Vienna,” 415-18
'124. The 1782 Milan libretto provides a cast list show.fin
G1useppe Lo_Ih as Mingone, but it does not inclL{de Voml%r
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i 125. Zinzendorf, 28 May 1783: “Mandini jouoit a merveille le
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Personal communication, May 2014. per

129, Ibid.

130. Zmzen_dorf, 13 August 1783: “Mandini comme Lindor,
comme Bacl_'leher envoye par Basilio a enseigner la musique a’
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L'Emperor f‘lt repeter I'air du Bachelier, qui vient en Tartuffe
souhaiter Gioja e pace au Tuteur” Quoted in Link, National
C{mrthheatre,_\Zlo. Tartuffe is a character in the ep’onymous
51;}; e-y Moliere (1664) who exaggeratedly feigns religious

131. “Signor Mandini and [ played the part
Almaviva alternately.” Reminiscence]z onMiChaeI Kglly ofotlfcw?(?;; :
Theatre and Theatre Royal Drury Lane, 2 vols. (1826; repr New
Yor11<3:2DaVCapo Press, 1968), 1:253. I
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Thgatre de Monsieur was that of mezzo caratfere, zilcqgrdail;gﬂ;ce)
l’n::iu?& 1:828 . Di Profio, La révolution des bouffons, 55, labels him
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ii;PEl;éfuh{r;m%ggsz)deutschen Singspiels (1778) bis zum Tod Kaiser
copolds 1T, Vie : ichis e d
e o, 1970(}’ 641—ma Osterreichische Akademie der
" 134. Zinzendorf, 8 December 1783: “La Storace et Mandini
Thﬁ;lﬁt;}je;%‘comme les anges.” Quoted in Link, National Court

135. Ibid.




136. 7 ... et M. Mandini, pour qui le rdle du berger semble
fait, v a remplacé, par les graces les plus aimables, et par le
chant le plus suave, les basses caricatures qu'y faisait autrefois
Pinetti.” Gazette nationale, Monitewr untversel, 7 June 1790, 646,
quoted in Di Profio, La révolution des bouffons, 368.

137. Sartori, ed., I libretti italiani, nos. 510945a, S10955a,
S10957, 510999, and 511000.

138. Indice, 1:298.

139. We know that he sang in the opera in both cities but not
in which role.

140. Zinzendorf saw the opera for the first time only on its
fifth performance on 13 April 1784, when ke writes, “On donna
Fopera le Vendemmie ou la donna incognita, musique de
Gazzeniga. Mandini y chanta comme un ange. Des couplets
contre les fernmes, la nobil torta ete. la musique est jolie.”
Cuoted in Link, National Courf Theatre, 222-23.

141. However, Benucci's association with the role was pub-
licly acknowledged in a curicus manner in 1786. Salieri’s and
Casti’s one-act opera Prima la musica e pei le parole was written
as a spoof on the Ttalian opera company in Vienna and pre-
sented as part of the entertainment for a formal dinner Joseph
gave on 7 Febuary 1786, The opera is laden with references to
other operas given at the court theater, the most prominent of
which consists of long quotations from three arias that Luigl
Marchesi had sung when he passed through the city in August
and that Nancy Storace now sang in an astonishing imitation of
that great miusico. A recent edition of the opera has identified
other guotations, not only in the music but alsc in the libretto.
One of these consists of the textual incipit of the aria “Quando
vedrai chi songc,” which appears within a passage of recitative
{Giambattista Casti, Antonio Salieri, Prima ln musica e poi le
parole, music ed. Thomas Betzwieser, text ed. Adrian La Salvia,
editing supervisor Christine Siegert, Opera: Spektrum des
europilischen Musiktheaters in Einzeleditionen, vol. 1 [Kassel:
Barenreiter, 2013], xviii). The words “Capitan di due sciabecchi
sovra I’ Alpi navigai” are set to an unidentified melodic snippet
in Andante £ The quoted text is delivered by the character Il
Maestro, who was sung by Benucci. The significance of the
quoted text referring to Benucci's former role of Zeffiro is
unclear from the dramatic context, suggesting it may have been
an in-house joke for the opera personnel.

142, The libretto for the pasticcio shows that “L'Aria delle
vendemmie, Quando saprai [sic] chi sono. Del Sig. Gazza” was
sung by the character Brunetti/Brunetto, played by Albertarelli.
It is clear from the named opera and composer that “Quando
vedrai chi sono” is meant. The aria with which it is confused,
“Cuande saprai chi seno”—composed by Sarti for the 1782 pro-
duction of Fra 1 due litiganti in Milan—is also a tall tale about the
character’s colorful past, also composed for Benuccl. Benuccl
sang the aria again in the Viennese production of the opera in
1783. 1 owe this information to John Platoff (personal commu-
nication, September 2013), who kindly shared his research
about this aria with me and corrected some errors 1 had made
in my edition of the aria in Link, ed., Arins for Francesco Benucei,
27-37. The title page of the pasticcio’s libretto reads, “L’APE
MUSICALE | COMEDIA per MUSICA | IN DUE ATTL | DA
RAPPRESENTARSI | LA QUADRAGESIMI DELL” ANNO |
M.DCC.LXXXIX. NEL TEATRO DI CORTE | A | BENEFIZIO
Di ALCUNI VIRFUOSL | IN VIENNA | NELLA IMPER.
STAMPERIA DEI SORDI, e MUTL" A facsimile reprint of this
libretio, along with the librettos of the pasticcio’s 1791, 1792,
and 1830 versions, can be found in Marina Maymone
Siniscalchi, “L'ape wusicale” di Lorenzo Da Ponfe (Rome: 11
Ventaglio, 1988).

143. The libretic bears the titie “LA VENDEMMIA. | A |
NEW COMIC opera, | IN TWO ACTS. | As performed at the
KING’S THEATRE, in the | HAY-MARKET. | THE MUSIC
ENTIRELY NEW, by SIGNOR GAZZANIGHA, ... London . ..
1789.7 Like Mandini and Calvesi the previous year, Benucci had
obtained a leave of absence to explore a new opera house, in his
case the King’s Theatre in Londen. His former colleagues from

Vienna, Nancy and Stephen Storace and Michael Kelly, may
have helped bring about his engagement, although King's had
already attempted to recruit him in June 1781 Benucci's overall
reception in London, however, was qualified, and he returned
to Vienna three months later.

144. Di Profio, La révolution des bouffons, 479.

145, Searches in RISM A /1] (www.rism.info) and Internet
culturale: Cataloghi e collezioni digitali delle biblioteche ital-
iane (www.internetculturale.it) yielded no further information.

146. Zinzendorf, 17 December 1784: . .. les couplets contre
les femmes, que Mandini chanta, réussirent a merveille,”
Quoted in Link, National Court Theatre, 237.

147. See list of numbers in Di Profio, La révelution des bouf-
fons, 479-80.

148, Some confusicn surrounds the character’s name. The
personaggi in both the 1783 Rome and 1784 Vienna librettos
name him Conte Caramella, but he appears throughout the
librettos as Don Piccariglio; and he is alse named Don
Piceariglio in the score. In the plot he is eventually unmasked as
a servant pretending to be Don Piccariglio. | suspect that a mis-
take was made in compiling the personaggi in the 1783 Rome
libretto but would need to consult more sources in order to ver-

ify this.
149, Joseph to Rosenberg from Caserta, 31 December 1783
“Benucci a un succés etormant & Rome. ... Je crois que je pour-

rai vous envoyer un Spartito d'une piéce dans la quelie Benucci
a chanté [4 Rome] et dont je vous envoie en attendant le livret”
[written in margin: Le vicende d°Amore] (Benuccl has an aston-
ishing success in Rome. ... 1 think that I will send you a score
of a work in which Benucci sang and of which, in the meantime,
T send you the libretto), quoted in Payer von Thurn, Joseph 11, als
Theaterdirektor, 38-39.

150. Zinzendorf, 23 August 1784: “L'air o Re Sono ne me
plut gueres. .. .” Quoted in Link, National Court Theatre, 232,

151. Zinzendorf, 23 August 1784: “Bref il y a beaucoup de
heaux morceaux, mais Iopera est long et le public ne I'a pas
gouté.” Quoted in ibid., 232-33. '

152. Upon seeing this aria, John Rice exclaimed: “finally, a
classic buffo caricato aria in D major, C time.” Personal commu-
nication, spring 2014.

153. Salieri’s annotation to the cavatina in the autograph
reads, “La Cavatina — Ak trovar fra queste piante — & d'un allegria
leggera ma spiritosa, com’e il carattere del giovane che la
canta.” Quoted in Rudoiph Angermiiller, Antonio Salieri: Doku-
mente seines Lebens; Unter Berticksichtigung von Musik, Literatur,
bildender Kumst, Architektur, Religion, Philosophie, Erziehung,
Geschichte, Wissenschaft, Technik, Wirtschaft und taglichem Leben
seiner Zeif, 3 vols. (Bad Honnef; Verlag Karl Heinrich Bock,
2000y, 1:307.

154. “L'un des acteurs que l'on doit distinguer encore dans
cette piece, ¢'est M. Mandini, pour qui elle a été faite a Vienne,
et qui semble se surpasser dans le réle de Lubin.” Gazefie
nationale, Moniteur universel, 7 December 1791, 1422bis-1423,
quoted in [ Profio, La révelution des bouffons, 423.

155. See note 29 above.

156. “On a donné & Mandini un réle, qu'il joue bien, parce
que Cest un acteur qui s’acquitte bien de tous ses roles, un tdle
dis-je, qui pourrait 8tre charmant et plein d’esprit et de gen-
tilezza, au Heu de cela le poéte lui fait dire des saletés et des
horreurs sans fin, et d’un autre ¢&té le compositeur n'a pas
trouvé a propos de lui donner un air, oir il puisse briller, si ce
n'est un petit duo de rien, qu'il chante avec I’Amour, qui est
assez gentil, d'ailleurs rien de saillant pour Iui non plus, et il
peut se vanter d'étre sacrifié dans cet opéra.” “Lettre d’un habi-
tant de Vienne a4 son ami & Prague, qui lui avait demandé ses
réflexions sur l'opéra intitulé L' Arbore di Diana,” transcribed in
Michtner, Das alte Burgtheater, 438.

157. The “chanson,” as it is called in the score, can be found
in Antonio Salieri, Tarare: Opera en cing dctes qoec i prologue
{Pariser Fassung von 1787), ed. Rudolph Angermiiller, 2 vols,,
Die Oper (Munich: G. Henle Verlag, 1978), 2:311-24.

156. Curiously, the Angermiiller edition, which follows the
published Paris score, does not contain a part for mandolin,
though the “chanson” is preceded by the direction “Il prend
une mandoline et chante sur le ton de la Barcarcile.”

159. “Biscroma, capo degli eunuchi, schiavo europeo: buf-
fone per politica tutte le volte ch’egli parla al Re, quasi anche
allor quando prega: ma, nel fondo, onesto, sensibile, ed interes-
santissimo per gratitudine ad Atar” As quoted in Angermiiller,
Amntonio Salieri: Dokumente, 2:121. English translation from Rice,
Anfonio Salieri, 415.

160. On the Theaterzettel {A-Wtm, Theaterzettelsammlung,
no shelfmark}, a note appended to the eleventh jtem on the
program of his benefit concert on 15 February 1788 reads,
“Congedo sull” Aria di Biscroma nell’ Axur, cantato dal Sigr.
Mandini (Diese Abschiedsarie wird beym Eingange des
Theaters deutsch und italidnisch gedruckt, unentgeldlich aus-
gegeben).” The handout containing the contrafactum text, both

in Italian and in German translation, is headed, “ALLE |
NOBILISSIME | DAME, | ED | INCLITQ PUBBLICO | DI |
VIENNA | RINGRAZIAMENTO { DI STEFANO MANDINT |
PRIMA DELLA SUA PARTENZA | NELLACCADEMIA |
DATA | DAL MEDESIMO IL DI 15 FEBRAJO | 1788, with the
German franslation on the opposite page. The handout is pre-
served in A-Wst (shelfmark 109874 A).

161. The copying house of Lorenz Lausch placed an adver-
tisement in the Wiener Zeitung, 21 March 1789, 687, offering
for sale all the numbers in the pasticcio opera L'ape musicale in
piano-vocal score. The complete description of the aria reads:
“Atto I | 8. Je suis né natif de Ferrare, Romance Tenor (Ahi
povero Calpigi) 28 kr.” As can be seen, the main title is in
French, the language in which Mombelli sang the aria, but
the Ttalian text in parentheses clearly corresponds to the Italian
version of the opera, sung in Axur. No copy of this edition
seems to have survived.




Io son Lindoro, My name is Lindoro,

di basso stato, . of low birth;
ne alcun tesoro I can offer you
darvi potro. no riches.
Ma sempre fido But faithfully
oght mattina every morning
a voi mie pene, [ will sing to you of my suffering,
g I M cara Rosina, dear Rosina,
eXtS an 1 rans atio ns col cuor su’ labbri with my heart
- vi cantero. on my lips.

Other sovrces.  Giovanni Paisiello, I barbiere di Siviglia, ed. Francesco Paolo Russo,
Concentus musicus, vol. 11, pt. 1 (Laaber: Laaber Verlag, 2001}, 13. Liner notes to
Giovanni Paisiello: Il barbiere di Siviglia, Hungarian State Orchestra, dir. Ad&am Fischer,

) Hungaraton 12525-16-2, 1985, compact disc.
Texts have been taken from the scores and checked against the matching librettos.

Spellings and punctuation have been modernized, for example, “perché, anneia” in-
stead of “perche, annoja.” Descriptions of the sources can be found in the critical
report.

3. Amor non so che sia

Act 1, scene 3, marks the first appearance of Violante and Nardone. The former opens
the scene by singing a little song to herself, and then he sings a little song (this one} to

1. Come un agnello himself. They then notice one another and begin to converse.

Mingone taunts Titta, his rival for Dorina’s hand, after telling him that he has the Amor non so che sia, I'do not know what love may be,
Countess’s support in his marriage bid for her. But in the end Mingone does not get her ma so ch'é un traditor; but I know it is a traitor;
either, since, as the opera’s title proclaims, Dorina is allowed to marry the man of her che cosa ¢ gelosia what jealousy is
choice, Masotto. non ho saputo ancor. [ have not yet known.
Come un agrello, che va al macello, Like a lanb that goes o slaughtes i metasospian BV —
belando andrai per la citta. you will go bleating through the town. e pure. io o%eregcto et ogr fellgw .
To colla bella, mia rondinella, L with my beauty, my swallow, m}i)vo ,lio Ii)rmamora’r ;vang to f’aﬁ in fove ’
andrd rondando di qua, di la. will walk about here and there. g : .
Io gid m’aspetto Tcan alrefady hear Comment. Line 6, libretto has “che fa da sospirar.”
sentirmi dire: . E‘hem sayn}llg, . Other source.  Liner notes to Giovanni Paisiello: La frascatana, Opéra de Chambre de
guarda Cth ;mlabﬂe PT;S;; Iztaﬁésgzggﬁ? cove Geneve, dir. Franco Trinca, Bongiovanni GB 2358/59-2, 2004, compact disc.
sposo perfetto! :
dli3 la riI;)etere: And fro_m over there is repeated, 4. Quando vedrai chi sono
viva la sposa. “Long live the bride! ™ . _ _ . _
O impareceiabile O incomparably € opera opens with Count Zeffiro, descrlbgd in the Personaggi as a glutton and ilat-
parege, charming couple terer, devouring newly harvested grapes, while Cordone, the horrified farmer, desper-
Lobpia vezzosa, mav heaven grar;t you ately tries to stop him. In his first aria, Zeffiro lists all the dishes he wants the farmer to
}ijﬁi;oﬂcedam hagpiness.” serve at his upcoming wedding feast.
a Tit. che minaccia io Titta, whoe is threatening him (Quando vedrai chi sono, When you see who I am,

Non serve fremere,
signor frabutio,
a dente asciutto
lei restera.

It does ne geod to fume with rage,
you scoundrel;

empty-handed [lit., with a dry tooth]

you will remain.

sOrpreso resterai
e stupirai di me.

Per render ben servito

il numeroso invito,

Other source.  Liner notes to Amadeus & Vienna, Roberto Scaltriti, baritone, with Les
Talens Lyriques, dir. Christophe Rousset, Decca BIEM/MCPS 458 557-2, 1998, compact

disc.

2. Saper bramate

The Count has fallen in love with Rosina after watching her from afar. Disguised as the
poor student Lindoro, he has come to the house in which Bartolo, her guardian, keeps
her locked up, hoping for a chance to talk to her. Aware that he is outside, she drops a
note from the balcony asking him to introduce himself in a song. He then sings the fol-
lowing canzone, accompanying himself on a mandolin.

Saper bramate, You wish to khow,
bella, il mio nome? lovely one, my name?
Ecco, ascoltate, Hear me then;

ve lo dird. T will tell you.

senti l'idea qual’e.
Quattro zuppe 4 la santé,
un gran lesso di vitella,
un bon fritto di cervella,
un pasticcio di rigaglia,
colla tortora e la quaglia,
ung gran carapotina
con piccione e beccaccina,
fricassée poi d’animelle,
piccion grossi in pappardelle,
un salmi colla beccaccia,
€ una nobil torta in faccia,
Un bodino all’'uso inglese,
ed un altro alla francese,
poi 'arrosto di fagiani,
tordi grassi ed ortolani,

you will be surprised
and astonished by me.

To best serve

the numerous guests,
hear what my idea is.

Four soups i lz santé,

a huge boiled veal,

some good fried brain,

a pie of giblets,

with turtledove and quail,

a large carapoting

with pigeon and snipe,

then a fricassee of sweetbreads,
large pigeons served with pasta,
a stew of woodcock,

and a great tart in front of you.
A pudding in the English style,
and another in the French style,
then a roast of pheasants,
plump thrushes, and songbirds,




carciofetti, piselletti,
insalata, sparagetti. ..
Che ne dici? che ti par?
non ti senti liquefar?

Ah mi par d'averla in bocca!
che dolcezza! che sapor!

baby artichokes and baby peas,
salad, baby asparagus . . .

What do you say? How does it seem to you?

Don't you feel your mouth watering?

Ah, it seems to be in my mouth already!

What sweetness! What flavor!

Comments. Line 1, score initially has “saprai” in place of “vedrai” (m. 9), though
the score uses the correct word when the line is restated (m. 26). Line 3, score cites the
line as in the libretto, but at its third statement in mm. 20-21 the text is altered to “ne
stupirai cosi.” Line 12, score has “carape fina” in place of “carapotina” (which makes
equally little sense). Line 21, libretto has “con dei tordi ed ortolani.”  Lines 22 and

23, libretto has “e” between the pairs of nouns.

of “dolcezza.”

Line 27, libretto has “delizia” in place

Other source. john Platoff, “Catalogue Arias and the ‘Catalogue Aria,” ” in Wolfgang

fece il Dottore Don Piccariglio,
sanando un gobbo coll’erba té.

Da petit-maitre, dentro Parigi
andai servendo madam’ Tritri,
la Contessina di Graifigni,
la Duchessina di Mordorée.
Scherma, sciabecchi, musico, medico,
dame, madame, duchesse, eccetera,
pitt di trent’anni m’hanno impiegato,
pet vita mia, che chiere, oste?
Quante bugie, quante n’ho dette,
per digerirle ci vuol caffe!

Parte

Comments. Line 2, score has “sopra 'Alpi” in place of “sovra I'alzi” Lines 9 and
11, Hbretto has “puncica” in place of “rosica.”

Line 8, libretto has “cantar” in place of

Deoctor Don Piccariglio caused

by healing a hunchback with herbal tea.
As a beau, in Paris,

I went serving Madame Tritri,

the little Countess of Graffigni,

the little Duchess of Mordorée.

Fencing, xebecs, musican, doctos,

women, ladies, duchesses, et cetera,

more than thirty years I have spent;

for the life of me, what else do you want, my host?

How many lies I have told;

it takes coffee to digest themn all!

Leaves

Amade Mozart: Fssays on His Life and His Music, ed. Stanley Sadie, 296-311 (Oxford:
Clarendon Press, 1996), 295-99,

5. In woi donme non v'é fede
Upon observing yet another misunderstanding between the lovers, Zeffiro launches

into a tirade against wormen.

In voi donne non v'& fede,
non si trova carita,

& ben pazzo chi vi crede

e chi a vol pensando va.
Siete tutte dispettose,

pit crudeli che amorose,
par che il miele abbiate in bocca.
Guai a quello che gli tocca
di servirvi, riverirvi,
corteggiarvi, accarezzarvi,
i sta fresco in verita,

Comments. Line 2, libretto has “ne” in place of “non.”

place of “ch1.”

6. Capitan di due sciabecchi

In you women there is no trust,
one finds no compassion;

he is right crazy who believes you
and goes around thinking of you.
You are all spiteful,

more cruel than loving;

it seems you have honey in your mouths.
Woe to the one who has

to serve you, honor you,

woo you, cherish you;

he is truly in trouble.

Line 4, libretto has “che” in

“cantare”; direction “(canfardo)” follows line 10 in libretto. Line 17, libretto has “pe-
titmetre” and score has “petitmaitre” in place of “petit-maitre.” Line 19, score has “La
Contessina Missipipi.” Line 20, libretto has “Mordore” in place of “Mordorée.”  Line
23, libretto has “m’anno” in place of “m"hanno.”

7. O miei tristi pensier—Io re sono

Teodoro is an adventurer, who, through charm, curning, and good luck, had himself
acclaimed king of Corsica but now finds himself deposed and fleeing both creditors
and would-be assassins. Under the name of Conte Alberto, he has taken up residence
in Venice at the inn of Taddeo. He develops an infatuation with the innkeeper’s daugh-
ter, Lisetta, and fastens on her as the solution te his problems, since he hopes to tap

While the man passing himself off as Don Piccariglio (Count Caramella) is paying
court to the supposed Baroness Doralice, his abandoned former lover Elvira comes
upon them and recognizes him. Claiming that she is mistaken, he invents an elaborate

story about himself.

Capitan di due sciabecchi,
sovra l'alzi io guerreggiai.

vedendo, che Pin. ride

(Ah, I'ho detta grossa assai,
ma non cambio di color.)
Poi studiai di contrapunto,
e composi un’ariettina

{che Madama spizzichina
mi solea cantare ognor).

cantando

“Amor mi rosica, amor mi pizzica,
mi batte, batte, tiranno amor:

st batti, batti, pizzica, rosica,

tu non lo vind questo mio cor.”
In Salamanca m’addottorai

e domandate che gran bisbiglio

Captain of two xebecs [three-masted sailing ships],

I waged war over the sights of guns.
seeing that Pinadoro is laughing

{Ah, T have overdone it a bit,
but [ am not changing color.)
Then [ studied counterpoint

and composed a little arietta
(that dainty little Madam

was always in the habit of singing to me).

singing

“Cupid gnaws at me, Cupid pinches me,
he hits and hits me, tyrannical Cupid.

If you hit and hit, pinch, gnaw,

you do not win my heart.”

Tn Salamanca I became a doctor,

and vou all ask what great whispering

into her father’s meoney. In this aria he takes stock of his situation.

© miei tristi pensier, che vergognosi
dentro il sen v'ascondete, or che siam soli
uscite fuor dell’affannoso petto.

Che mi giova a dispetto

delli natali miei, della mia sorte

aver saputo collo scaltro ingegno

una ¢orona, un regno,

e il titolo acquistar di Re de” Corsi,

se timido e meschino

son costretto a fuggir ed a celarmi;

e a qual birbon della piti vil canaghia
Genova pon sul capo mio la taglia?

In ciaschedun che incontro

un assassin pavento,

a ogni passo un'insidia, un tradimento,
un colpo d’archibuse o di pistola,

o un coltel nella gola;

se desino, se ceno,

temo ch’ogni boccon mi sia veleno,

e in mezzo a tanti guai per tormentarmi
mancava ['ostessina,

quella crudel che ognora

quanto mi sprezza pit, pilt m'innamora.

lo re sono, e sono amante.
Il mio amor & un brutto affanno;
il mio regno & un bel malanno;
ma la taglia & peggio ancor.
Quando volgo il mio pensiero
alla mia crudel Lisetta,
par che irate amor mi metta
mille diavoli nel cor.

O my sad thoughts, you who hide shamefully
in my breast, now that we are alone,

issue forth from my troubled bosom.

What avails it me that,

despite my lowly birth [and] my fate,

I have through shrewd talent

acquired a crowr, a kingdom,

and the title of king of the Corsicans,

if, nervous and wretched,

I am forced to flee and hide myseli,

as if, as a knave of the most vile rabble,
Genoa has put a price on my head?

In everyone I meet

I fear an assassin;

at every footstep an ambush, a treachery,

the shot of a harquebus or a pistol,

or a knife in my throat;

if I dine, if I sup,

I am afraid that every mouthful is poison,

and in the midst of so much misfortune tormenting me
what was missing was the little innkeeper,
that cruel one, who, all the time,

the more she disdains me, the more enamored I am of her.

T am king, and [ am a lover.

My love is an ugly anguish;

my kingdom is a fine mess;

but the price on my head is even worse.
When I turn my thoughts

to my cruel Lisetta,

it seems that angry fove puts

a thousand devils into my heart.




Ch'io son re poi mi rammento Then I remermber that I am king,

ne’ moti delia sua disperazione

si lancio dal balcone . . . e il molle viso . ..

e le tenere membra . . . ahi chi sa quale
soffrird oltraggio ad ambedue fatale.

in the throes of her desperation,

threw herself from the balcony . .. and her delicate face
and tender limbs . . . ah, who knows what

fatal harm she will suffer to both!

e dai stimoli di gloria and by the love of glory

cose a far degne d'istoria I still feel inflamed

inflammar mi sento allor. to do deeds worthy of history.
Ma la solita paura But the usual fear

smorza amot, la gloria oscura, smothers love, obscures glory,

e aver parmi sulla groppa and it seems to me I have on my back

il sicario, che m’accoppa, the assassin who kills me

e con qualche botta ria and with some cruel blow

mi risana in sempiterno heals me forever

dall’eroica pazzia from the heroic madness

della gloria e dell’amor. for glory and love.

Comment. Line 19, libretto has “temo ch’'ogni boceon non sia veleno.”

Other source.  Liner notes to Gicvanni Paisiello: I re Teodoro in Veneria, Orchestra and
Chorus of Teatro La Fenice, dir. Isaac Karabtchevsky, Mondo Musica MFON 20121,
1998, compact disc.

8. Ah trovar fra queste piante

While Artemidoro becomes pensive and philosophical upon entering the woods,
Plistene imagines himself coming upon a wood nymph. But then he catches himself
and reaffirms his love for his betrothed Dori.

Ah trovar fra queste piante Oh, if among these trees
potess’io qualche galante I could but find some sexy
Amadriade o Napea. hamadryad or wood nymph.
Bella gloria ¢ il far conquista What a pretty glory it is to make a conquest
d’una ninfa o d'una dea! of a nymph or a goddess!
Quanto pin credito acquista How greatly it enhances the reputation
a un amabile garzon. of an amiable young man.
Cara Doride, perdon. Dear Dori, forgive me.
Un capriccio passaggiero A passing fancy
non offende I'amor vero, does not offend true love
e ad un giovine & concesso: and is permitted to a young man.
ma son teco ognor lo stesso, But with you I am always the same,
teco ognor costante io son. with you [ am always faithful.
Cara Doride, perdon. Dear Dori, forgive me.

Comments.  Line 4, libretto lacks “&.” Line 8, autograph, m. 32 has “bella” instead of
“cara,” but thereafter “cara.” Line 12, autograph and Mus Hs 40492, mm. 41-42 have
“ma son teco ognor l'istesso.”

Other source.  Liner notes to Antonio Salieri: La grotta di Trofonio, Les Talens Lyriques,
dir. Christophe Rousset, Ambroisie AMB9986, 2005, compact disc.

9. Dov'e dunque il mio ben—Vo dall'infami viscere
Tita has locked his sister Lilla in a room until he can forcibly marry her to the village
mayor. When Lubino, Lilla’s betrothed, discovers this, he rushes to free her, but the

room is empty with nothing but her veil to attest to her having been there. Lubino
gives vent to his rage and fear for her in the following aria.

Dov’e dunque il mio ben? . . . gia son fuggiti . . . Where then is my beloved? They have already fled.
Barbari, al tradimento Barbarians, to betrayal
aggiungete lo scherno? do you add mockery?
Ma raggiunger saprovvi; But I know how to catch you.
salta gia dalla finestra jumps out the window
qual uomo, qual dio potrebbe What man, what god
trattener V'ire mie? Stelle! che miro? could restrain my anger? Heavens! What do I see?
il velo non & questo Is this not the veil
della mia Lilla bella? of my lovely Lilla?
Forse 1a meschinella Perhaps the poor girl,

Non & vano 1l sospetto . .. My suspicion is not unfounded . . .
la camera rinchiusa . . . the locked room . . .

il balcon spalancato . . . il velo appeso . ..
Ah se questo adivenne, a tutti io giuro Ah, if this happened, { swear by all

i nummi dell’abisso e a quei del cielo the gods of hell and heaven

di farne di coloro to make of them

nuovo tremendo memorabil scempio: a new terrible, unforgettable slaughter:
qual fui d’amor, sard d’atrocia esempio.

Vo dall’infami viscere I'l} tear the wicked ones” heart
strappar agli empi i cor, out of their detestable jnsides;
v farli a brani a brani, I'll rip them to pieces
e dar per cibo ai cani and throw their bones and flesh
I'ossa e le carni lor. to the dogs as food.

E tu, su questo braccio And vou, stay on this arm

s'avvolge il velo al braccio he wraps the veil ground his arm

rimanti infausto segno, as an ill-omened sign,
e se glammai nell’anima and if ever the usual anger weakens
langue l"nsato sdegno in my soul,
porgl alimento ed esca give it food and bait
che accresca il mio furor. so that my fury may grow.

Comments. Line 11, libretto has “saltd git'” in place of “si lancio.” Line 13, libretto
has “aimbi due.” Line 22, libretto has “Vo da Vinfami.”

Other sources. Joseph LoSchiavo, ed. and trans., unpublished libretto used in the
production by the Vinevard Theatre, New York, 1986. Liner notes to Vicent Martin i
Soler: Una cosa rara, Le Concert des Nations, dir. Jordi Savall, Astrée Auvidis E 8760,
1991, compact disc.

10. Un galant’wom son io

To punish him for flirting with her nymphs, Diana changes Doristo into a tree.
Endimione and Silvio come along. Then Amore appears, disguised as a girl, and in-
structs Silvio to cut down the tree. The tree yelps. The men address the tree, and
Doristo sings this lament. Shortly afterwards Amore reappears and changes him back
to his human form.

Un galant'vom son io, A gallant man am [;

non fi so dir di pid, I den’t know what else to tell you,
e pria del caso mio and before I became what I am now
fui gia quel che set tu. I was what you are.

Per causa delle femmine On account of women

son condannato qui, I am condemned here;

mi servira di regola it will serve me as a lesson

se mai rivedo il di. if ever again I see the daylight.

Comment. Line 4, libretto reads “che eri tu.”

Other seurce.  Vicente Martin v Soler, L'arbore di Dizna, ed. Leonardo Waisman,
Mrisica hispana, ser. A, vol. 36 (Madrid: Instituto Complutense de Ciencias Musicales,
2001), 92-93.

11. Nato io son nello stato romano

Envious of the married happiness of his general Atar, King Axur has the general’s wife,
Aspasia, kidnapped and placed in his harem, where he alternately woos and threatens
her. One evening he tries to please her by arranging a large feast. To contribute to the
evening’s entertainment, Biscroma, chief eunuch of the harem, recounts his life’s story
in a song, accompanying himself on the mandolin.

the balcony wide open . . . the hanging veil . ..

as I was a model of love, [ will be a model of atrocity.



Nato io son nello stato romano,
e mio padre che fe il ciarlatano
per tutor Don Rascio mi die.
Oh poveretto me.

Sul teatro d’andare decisi,
e a cantar bene o male mi misi
da soprano la sol fa mi re.
Bravo Biscroma affe,

Una fresca, gentil virtuosa,
per coprirsi col manto di sposa
per marite passare mi fe:
Oh poveretto mel

Per spogliarmi d'un peso discarc

destramente la vendo a un corsaro

che per sorte venia da Cala.
Bravo Biscroma affe.

Giunte il di che doveva pagarmi,
questo perfido fece legarmi

e per schiavo menommi con s&.

Oh poveretto me.

Di marito divento custode,
la briccona ne giubila e gode:
sposi cari, piangete con me.
Oh poveretto me.

I was born in the state of Rome,

and my father, who was a charlatan,
made Mr. Razor my guardian {i.e, made me a castrato].

Oh, poor me.
I decided to go into the theater

and I set out to sing well or badly

as a soprano, la sol fa mi re.
Bravo, Biscroma, in faith!
A fresh, tender virtuosa,

in order to cover herself with the mantle of a wife,

made me pass for her husband.

Comments. Line 11, libretto has “In Spagnuocle: Adio Monsit.,”  Line 12, libretto
has “In Inglese: Mainertu.” Line 14, libretto has “In Francese: Allas balla”  Line 15,
libretto has “In sentir”; all three scores have “Nel veder” in m. 54 and “Nel sentir” in
m. 70.

13. Cara mua sposa amata

Besotted with the shepherdess Burilla, Marchese Astolfo is no longer interested in
meeting his future wife, Donna Florida, who is expected to arrive at his estate at any
moment. When he inevitably encounters he, she asks the men standing in front of her
which of them is her future husband, and he points to Calloandro, whom he instructs
in a whisper to impersonate him. Embarrassed and confused, Calloandro does his best
to greet her in the appropriate manner but fears his father’s anger at his apparent

Oh, poor me.

To rid myself of the unpleasant burden,
1 cleverly sold her to a pirate
who by chance had come from Calais.
Bravo, Biscroma, in faith!

The day arrived when he had to pay me;
the perfidious wretch had me tied up
and took me with him as a slave.

Oh, poor me.

Once a husband, [ became a warder;
the wench enjoys and rejoices in it.
Dear husbands, cry with me:

Oh, poor me.

Comments. Line 9, libretto has “bella” instead of “fresca.”” Line 23, libretto has
“sapete perche.” The text above follows that of the Artaria vocal score of the opera
(1788; see the critical report), on which the music of the edition is based. In the libretto
and autograph score, the canzonetta continues with two additional stanzas:
“Navigamme per storto per dritto, / a traverso la Libia, 'Egitio / con catene alle mani
ed ai pie. / Oh poveretto me. // Ah siam presi, quel barbaro grida; / chi ci prese? fu il
celebre Atar.” (We sailed this way and that, / past Libya and Egypt, / our hands and
feet in chains. / Oh, poor me. // Ah, we are seized, the barbarian shouts! / Who has
seized us? It was the hero Atar.)

12. Tutto amabile e galante
Don Calloandro has just returned home from university and is full of airs. His father,
Don Polibio, quickly discovers to his horror that his son abandoned his studies in
Padua and was off living the good life in Paris. In addition, he discovers later that his
son’s creditors are suing him.

impertinence.

Cara mia sposa amata,
eccomi a te vicino,
volgimi quel visino,
che scivolar mi fa. Al Mar.
(Cos'e, non vi frovate?
la man s1 abbassera.) A Pol.
(Papa, voi mi seccate,
finitela, papa.) A Flor.

Gia l'alma mia per lei,
a sospirar impara,

Cara...cidé ... nontantocara...
bella...cid & ... non tanto bella . ..

senita . .. vorrei ... diro.
Ah che fra tante e tante
amabili scintilie

di quelle sue pupille
perduto ho la favella,
che dirvi pili non so.
{Oime, che precipizio,
che imbroglio & questo, cattera,
la sposa dice carica,
costui mi dice scarica,
di [a colui mi fiotta,

mio padre mi rimbrotta,
ed io, destin briccone,
son fatto qual pallone,
balzando e ribalzando,
per tutto me he vo.)

My dearly beloved bride,

here [ am close to you;

turn toward me that face

that makes me tremble. To the Marchese
(What is it, don't you find yourself?
The hand will come down.) To Polibio
(Papa, you're annoying me!

Stop it, Papal) To Florida

Already my soul

learns to long for you.
My dear ... thatis ... not so much my dear . ..

my beauty . .. thatis ... not so much my beauty . . .

listen ... [ would like . . . T will say ...
Ah, what with so very many

attractive sparkles

in her eyes

i have lost my tongue

so that I am unable to speak any more.
(Oh dear, what a precipice,

what a tangle this is, cattera [exclamation]!
The bride tells me one thing,

that man tells me the contrary,

that man over there keeps talking to me,
my father scolds me,

and I—wicked destiny!—

have become just like a football;
bouncing this way and that,

I go everywhere.)

Tutto amabile e galante, Totally lovable and charming,

di ritorno io vengo qua, I return here; Comments. Line 4 in libretto ends with “A Flo.” Lines 5 and 6 appear after the fol-
delle donne tante e tante SO Very many women lDWing four lines in libretto. Line 6, libretto has “Al Mar.” Line 8, libretto has “A
n’ho lasciate a Sospirar' Ilﬂlave 1eft behlnd Slghlng Pol.” Llne 11, ﬁbl‘etto 1ack5 ”tanto.” Llne 12, ﬁbl‘etto ]aCkS “CiO é.”

Restera come un marmotto
nel vedermi il mio papa.
Gli fard cosi di botto

una vasta riverenza,

poi dird con eloquenza . . .
ma in che lingua si dira?
In francese: adiu adiaq,

in inglese: addio monsiet,
in tedesco: vaia osté,

in spagnolo: mainer tii.
Nel sentir del caro figlio
tanti detti si eruditi,

ei fara con suoi nitriti
queste valli risucnar.

My papa will be as stunned as a marmot
to see me.

Just like this I shall suddenly make him
a great bow,

then I will say, with eloquence . ..

but in what language will I say it?

In French: adin adit,

in English: addio monsieu,

in German: vaia osté,

in Spanish: mainer ti1.

Hearing from his dear son

s0 many erudite phrases,

with his happy cries he will make
these valleys resound.
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