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© Vincenzo Calvesi and the Tenor in Mozart’s
Vienna

.- As every Mozart tenor knows, the role of Ferrando in Cosi
fan tutte is formidable, indeed, so formidable that one of
 his arias is frequently omitted in modern productions of
the opera. The singer for whom Mozart wrote the music,
" Vincenzo Calvesi, was obviously very good. To investi-
~gate the nature of his voice and singing I have compiled
this collection of fourteen arias. Thirteen were composed
+“specifically for him. Twelve date from the period of his
- lengthy engagement in Vienna, where Antonio Salieri,
. Vicente Martin y Soler, Vincenzo Righini, Stephen
“Storace, and Wolfgang Amadeus Mozart wrote some of
* their most memorable tenor roles for him, and a further
““aria dates from the year he spent in Naples, where Pietro
:Alessandro Guglielmi composed a role for him.!
7 Vincenzo Calvesi (fl. 1777-1811) was born in Rome,
© where he made his first known stage appearance in 1777.2
~ He soon embarked on a career in the Italian circuit.
- During the 1780 carnival season he was singing in Trieste,
+ where Count Karl von Zinzendorf, serving as governor
- there, heard him and noted in his diary, “The mezzo carat-
tere Calvesi enchanted everyone.”? Calvesi spent the
. 'years 1781-84 in Dresden, after which he resumed his
. peripatetic career in Italy. In spring 1785 he took up an
Cengagemeni at the Vienna court theater. Except for a
year’s leave of absence in 1788-89 to sing in Naples,
Calvesi remained in Vienna for nine years, leaving the
city for good at the end of the 1793-94 season. He
returned to Rome, where he joined a company that
" apparently performed in the palaces of the nobility. The
company, which included his Viennese colleagues
Francesco and Dorotea Bussani, also made a brief excur-
sion to Naples in the summer of 1794. After singing in
- Florence in the 1795 spring season, he seems to have
. Tetired from the stage and continued his career as an
. Opera impresario.# In partnership with Francesco
Bussani, he leased the Teatro Alibert for a nine-year term
in1796. From 1805 to 1811 he was part of a four-man part-
- nership at the Teatro Alibert and the Teatro Valle. He was
-also active at the Teatro Argentina, in regard to which a
- document survives that painfully illustrates the financial
-~ difficulties arising from his impresarial ventures.
-+~ When Calvesi created the role of Ferrando in Cosi fan
tutte on 26 January 1790, he had been singing at the
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Vienna court theater for almost five years. During his first
season there, Mozart had written for him the part of
the Count in the terzetto and quartetto (K. 480 and 479,
respectively) that were inserted into Bianchi’s La villanella
rapita. In subsequent seasons Mozart would have heard
Calvesi in a large number of roles (see the appendix) and
would have gotten to know his vocal and acting abilities
intimately. When he finally had the opportunity to
compose an entire operatic role for him, he exploited
Calvesi’s voice to its full potential. The demanding music
he compeosed testifies to his high opinion of the singer.
Modern tenors often have difficulty with the vocal
writing in Ferrando’s part; the aria “Ah lo veggio quel-
Yanima bella,” in particular, is more often than not omit-
ted in productions of the opera with the justification that
Mozart himself cut it from the score. As the basis for this
justification is not only incorrect but directly affects how
scholars view Calvesi, it seems advisable to clear up this
misconception right at the start. Some recent authors
have asserted that Mozart eliminated “Ah lo veggio”
before or during the first performances because the high
tessitura and thirteen high B-lats turned out to be too
difficult for Calvesi.t There are two parts to this assertion,
first that Mozart cut the aria and secondly that he did so
because he had overestimated Calvesi's abilities. Both
parts of the assertion turn out to be wrong. In his recent
study of the opera’s sources, lan Woodlfield exposes a
misreading of the markings in the autograph that led to
the conclusion that Mozart eliminated the aria.” In the
autograph the final measure of the accompanied recita-
tive preceding the aria, “Barbara, perche fuggi?,” is
followed by the instruction “segue l'aria di ferrando”
(Ferrando’s aria follows) in Mozart's hand, written to the
right of the system in the margin. Below the system, also
in Mozart’s hand, can be read, “dopo questo viene scena
7.ma:—Recitativo Istromentato di Fiordiligi e Rondo”
(after this comes scene 7: accompanied recitative for
Fiordiligi and rondd). Until now, some editors have
understood the second instruction as cancelling out
the first by interpreting “this” in “after this” to refer
to Ferrando’s accompanied recitative, thus “after
Ferrando’s accompanied recitative comes scene 7 [etc.].”#
This reading would be much more secure if Mozart had
crossed out “segue l'aria di ferrando,” but he did not do
so. Looking at the autograph with fresh eyes, Woodfield
points out that the two instructions together form a single




instruction that reads, “Ferrando’s aria follows; after this
comes scene 7: accompanied recitative for Fiordiligi and
rondo.” The instruction, Woodfield continues, was proba-
bly intended for the court theater’s copyist, who had
before him a number of loose gatherings. That this is the
correct reading of Mozart's instructions is confirmed in
the score used for the premiere—Vienna, Osterreichische
Nationalbibliothek (A-Wn), OA 146—which indeed
contains the aria after the accompanied recitative.® This
score, however, shows that the aria sustained a large
internal cut: measures 57 to 91 are crossed out and were
formerly tied off.1¢ This shortened version of the aria
appears in copies of the opera made from QA 146.1! The
aria, then, was never eliminated, but it was shortened,
and the short version was what Calvesi sang. Having
restored “Ah lo veggio” to the opera, Woodfield does not
go on to consider the implications of his finding for the
second part of the assertion, that Mozart had overestj-
mated the capabilities of his singer.!2 An examination of
the cut shows that, although it shortens the aria by about
a quarter of its total length, it does not eliminate a single
high B-flat. The high notes were clearly not a problem for
Calvesi.

A further comparison of the same scores reveals that
another of Calvesi’s arias, “Un’aura amorosa,” sustained
cuts in measures 50-57 and 63-66.13 Also interpreting
these cuts as signs of Mozart making the aria easier for
Calvesi, Woodfield concludes, “Perhaps Calvest was
struggling, not with any individual passage as such,
but with the demands of his role as a whole.”14 Although
on the surface plausible, this conclusion, too, is not sup-
ported by the evidence. While the second of the two cuts
does eliminate two pairs of adjacent high As, the overall
effect of the cuts is to make the aria compositionally
tighter, the first cut shortening the repetition of material
in the da capo, the second compressing the approach to
the climactic' cadential phrase. Alan Tyson, who first
reported the cuts in both arias, considers them part of an
overall effort to shorten a long opera.’s This view is, in
my opinion, the most persuasive, especially since Calvesi
did have more than his share of arias, with three com-
pared to two apiece for the other singers. There are thus
no more grounds for suspecting that Calvesi could not
handle his role. Mozart did not miscalculate when he
wrote Calvesi’s music.

The paucity of research on the Italian operatic tenor in
the late eighteenth century makes it difficult to know
how to measure Calvesi as a singer. John Potter’s recent
and welcome book, Tenor: History of @ Voice, has greatly
increased our understanding of the singing technique
of tenors such as Calvesi (about which more below), but
much remains to be learned about the tenor’s status in
opera, both seria and buffa.1é On the face of it singing in
opera seria was more [ucrative and prestigious than
singing in opera buffa, but this observation needs to be
confirmed with more salary data than is presently avail-
able for singers within and across companies to see how
tenors compare with other voice types, with each other,
and with themselves when they move between opera
seria and opera buffa. In an attempt to create a context for

understanding Calvesi’s status as a singer, I will examine
his position in the Viennese court opera company in the
1780s in comparison with the other singers, particularly
the tenors. It is especially regrettable in this regard that
no contracts for singers survive, but other sources, such
as contemporary reports and descriptions of singers as
well as the music itself, help fill in the picture.

Calvesi came to Vienna on a joint appointment for
himself and his wife Teresa Gherardi Calvesi (“detto la
Romanina”). A seconda donna buffa for much of her career,
she is first known to have appeared on stage in 1776 in
Genoa, with subsequent engagements in Milan, Mantua,
Venice, Monza, Vicenza, Mestre, Florence, and Turin.
During carnival 1778 in Palermo she is listed as Teresa
Calvesi in the company in which Vincenzo Calvesi also
sang.'” In the 1780 carnival season in Trieste, however,
she sang in the same company as Vincenzo as Teresa
Gherardi.’s She used her maiden name in London in the
1782-83 season, which ended badly for her and the other
singers when they were not paid their full contracted
salaries.” One wonders in any case how singers of the
second rank, poorly paid as they were, could afford to
perform in the circuit with all its attendant expenses. In
1784 she sang in Bologna under the name Teresa Calvesi,
once again in the same company as Vincenzo. During car-
nival 1785 she sang in Parma, while Vincenzo sang in
Trieste. They were reunited in spring 1785 when they
were engaged together for Vienna. The theater account
books for 1785-86 show a combined salary “to Calvesi
and wife annually [of] 3283 fl. 20 x.”20 In Vienna Teresa
sang only small roles, although she exceeded Zinzen-
dorf’s expectations at her Viennese debut: “La Calvesi is
not so bad.”2! When Vincenzo procured an engagement
in Naples for the 1788-89 season, she was similarly
engaged in Palermo. It is doubtful that she returned to
Vienna with Vincenzo. There is no trace of her in the
Viennese sources, with the exception of the housing
allowance, but that has an explanation? A housing
allowance of 300 gulden was paid in 1789-90 and
1790-91 to “Calvesi with his wife” (“Calvesi samt
Gattin”}, but starting in 1791-92 it was paid to Calvesi
alone and reduced to 200 gulden.2? The payment records
helpfully state that the housing allowance was paid in
accordance with the terms of Calvesi’s contract, which
appears to have lasted to the end of the 1790-91 theater
year. In his next contract, starting in 1791-92, the former
salary of 3600 gulden previously paid to “Calvesi with
his wife” was now paid to him alone. This suggests
rather strongly that Teresa’s position in Vienna had been
purely nominal. She most certainly was not in Vienna in
1790 for she is known to have sung in Vicenza in the sum-
mer of 179024 and fo have signed another contract for
London on 28 September 1790 in Bologna.?5 She subse-
quently sang for two seasons in London, 1790-91 and
1791-92, as seconda donna buffa. Eventually, in 1794 and
1795, she succeeded in being engaged as either pr ima
donna assoluta or prima buffa, as the case may be,
Codogno, Bergamo, Prato, Pavia, Como, and Monza, all
small opera houses to be sure, but she did sing the role of
Nina in Giovanni Paisiello’s opera of that name at least

- twice. In 1799-1800 Teresa returned to Vienna for a nine-
" month engagement, for which she was paid 675 gulden

Another Calvesi, Vincenzo's brother Giuseppe (fl.

'.17’84»91), interests us as well, for in the secondary litera-
ture he is regularly confused with Vincenzo. For the
“record, Giuseppe, and not Vincenzo, sang in London
for the seasons 1787-88 and 1783-89, as well as in
" Versailles—which was a summer project of the London
 company—in 1787 and 1788, and in Moscow in 1790.
' While Giuseppe sometimes sang tenor roles, such as that
© of Berlicco in Versailles in 1787 and London in 1788, a role
" that Vincenzo also had sung in Vienna in 1786, he also

- sang baritone roles, such as Teodoro, in London in 1787, a
“role that had been created by Stefano Mandini in Vienna
" in 1784. He seems to have been younger than Vincenzo, as
*" his first known stage appearance was only in 1784. After
- his two seasons in London he was engaged in Vienna for
" the theater year 178990, perhaps as a partial replace-
- ment for Stefano Mandini, who had left in spring 1788.
This was not the first time that a family member of a
. singer engaged at the court theater was brought in to join
- the company. Celeste Coltellini brought her sister Anna,
7 Stefano Mandini brought his brother Paolo, and Francesco
“Benucci brought his niece Francesca. As the London sea-
“son ended sometime in June, Giuseppe did not make his
- Vienna debut until well into the summer, on 15 Juiy 1789,
* according to the theater poster?” Zinzendorf writes in his
'_ diary, “Il falegname. The brother of Mandini does not per-
- form badly.”?® Unusually for him, he made a scribal error,

writing “brother of Mandini” when he meant “brother of
Calvesi,” probably because Giuseppe sang Fabio, a role

~previously sung by Stefano Mandini. Zinzendorf reports
. hearing two Calvesis in Axur, re &’ Ormus on 23 September
£:1789: “I went to the opera to hear Axur where Benucdi, La
. Ferraresi, the two Calvesis, and Bussani performed very
well”2? The “two Calvesis” almost certainly refer to

/1 Vincenzo and Giuseppe and not Vincenzo and Teresa,
-ias Zinzendorf would have referred to Teresa as “La
- Calvesi.” Giuseppe would have sung Mandini’s former
. role of Biscroma, 3

At the end of the 1787-88 season, Calvesi and Mandini

“‘and their wives left Vienna for a year’s leave of absence,
- with Teresa going to Palermo and the others going to
. Naples. Emperor Joseph supplied Calvesi and Mandini
with a letter of introduction for his minister in Naples,
.- Baron de Thugut, in which he requests him to lend his
support to the singers, since they were still in his

employ.3! In July the queen of Naples asked for Mandini
to be released from his contract so that she could retain
him in Naples, a request that was granted.?2 Calvesi con-
tinued to maintain contact with the court theater. In June
Joseph expressed satisfaction over a letter he had

sireceved from Calvesi3® At the beginning of August,
= Joseph decided to close the Jtalian opera for the duration

of the war, writing to his theater director: “The decision

“that 1 gave you recently, namely that the Italian opera
- company should be dismissed at the end of the current
: _theater yeat, remains. This decision should be formally

announced to all its members here in Vienna as well as to
Calvesi in Naples.”3t A few weeks later he amplifies his

instructions: “The declaration should therefore be made
immediately to all the members of the opera, both in
Vienna as well as those in a foreign country, such as
Calvesi and Ferraresi, and if the latter insist on their con-
tracts, there will no doubt be some means to come to an
agreement with them, by giving them some sort of com-
pensation.”® Adriana Ferrarese del Bene had recently
been recruited as a prima donna for the company; notwith-
standing her abrogated contract, she made her debut, as
apparently planned, on 13 October 1788. The opera’s con-
tinued existence was unexpectedly confirmed in January,
and Calvesi returned to Vienna at Easter. All this time
Teresa was singing in Palermo, but neither of these mem-
oranda mentions her.

We know something about Calvesi’s final departure
from Vienna from a petition he made in Maxch 1793. “No.
28. Calvesi, singer of the Imperial Royal National Theater
requests to be retained as primo tenore at the opera.” The
reply written beneath the petition reads, “Herewith
the decision to be conveyed back [to the petitioner]; since
the personnel for the national theater has already been
determined and no position is at present available, the
petitioner is denied his request.”36 It appears that Calvesi
had at some point given notice of wanting to leave in
spring 1794. In March 1793 Calvesi reconsidered his
plans and petitioned to be retained. His petition was
denied, as the theater management had already reen-
gaged Domenico Mombelli and Giuseppe Viganoni for
the 179495 season.

The names of singers found in librettos and personnel
lists of opera companies are sometimes followed by
terms that describe their vocal-dramatic category and
rank. In the highly conventicnalized dramma per musica
the roles invariably consist of primo uomo {or primo
soprano), prima donna, and primo tenore, followed by the
second-rank singers in each category as applicable.
Nomenclature in dramina giocose is much looser, reflecting
a more fluid practice. One of several possible combina-
tions of singers in a company consists of a prima buffa (or
prima buffa assolutay, primo buffo mezzo carattere or primo
mezzo carailere, and primo buffo caricato, followed by the
seconda and secondo in the three categories. The primo
mezzo carattere is usually a tenor, occasionally a high bari-
tone, who sings the serious male role, most often the
noble lover. Variants of the term, sometimes making
further fine distinctions, include prime tenore di mezzo
caratiere (e.g., Viganoni as Don Berlicco in Le gare generose
in Naples 1786} and primo buffo e mezzo carattere (e.g.,
Calvesi in Trieste, carnival 1781). Zinzendorf refers to the
tenor rele of the Count in La scuola de” gelosi as the primo
amoroso.3” The looseness of the terminology can be illus-
trated by comparing the descriptions of the same tenor
role in If curioso indiscreto in different productions. When
sung by Calvesi in Lucca in autumn 1779, the role of I’
conte di Ripaverde was labelled prime mezzo caratiere.
When sung by Stefano Mandini in Novi in autumn 1779
and in Pavia during carnival 1780, the role is described as
primo buffo, notwithstanding that Mandini can at other
times be encountered as a primo mezzo carattere. Calvesi
sang almost exclusively in dramma giocoso; consequently




“ he is most often referred to as a primo mezzo carattere,
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Viganoeni sang the tencr role of Filiberto, a role Bussani
had sung as recently as 1781 in Florence. Bussani stayed
with lower roles and went on to create Bartolo and
Antonio in Le nozze di Figaro and Alfonso in Cosi fan tutte,
and sang the Comumendatore and Masetto in the Vienna
premiere of Don Giovanni.

Adamberger’s low salary does not seem commensu-
rate with his impressive record of singing in opera seria
in Ttaly and London before coming to Vienna in 1780, his
good reputation in Vienna, and the difficult music
Mozart wrote for him in the role of Belmonte in Die
Entfiihrung aus dem Serail. Fe was, however, singled out
in being repeatedly engaged to sing at private court func-
tions, and he may have had some form of job assurance
connected with his marriage to the Viennese actress
Marie Anne Jacquet. Initially engaged for the singspiel
company, he was transferred at its dissolution to the
newly created opera buffa company Adamberger was
somehow not a good fit for the opera buffa company, for
he seems not to have sung many roles. We know of two,
Il conte di Ripaverde in Il curioso indiscreto, 30 June 1783
{the opera i which he did not sing the insertion aria
Mozart had composed for him, K. 420), and Piroline in
L'incontro inaspettato, 27 April 1785.5? He was called upon
to sing in the specially mounted production of the opera
seria Giulio Sabino in August 1785, but no further roles are
known for him in the opera buifa company He was
transferred back to the revived singspiel company for the
1786-87 and 1787-88 seasons, in which he was extremely
active. After the company was once again disbanded, in
1788, he was reinstated in the opera buffa company and
at the same time appointed to the Hofkapelle.5? Reviews
of his singing are generally positive,5 and the music
Mozart wrote for him leaves no doubt of his vocal abili-
ties, > but perhaps because of his reputed wooden acting
his function in the opera buffa company was limited.

Although Kelly had been trained in the Italian school
of singing and was at least once, in summer 1781 in
Florence, billed as a “primo buffo mezzo carattere,”56
most of his appointments in Italy were as secondo mezzo
carattere. In Vienna he was engaged as a second-rank
tenor, although he made his debut in the primo mezzo
carattere role of 1 conte Bandiera in La scuola de” gelosi.57
His salary, somewhat unusually, changed every year dur-
ing his four years there, from his initial 1641 fl. 30 x to
1528 f1. 12 x to 1532 {l. 6 x to 1800 fl. Posterity remembers
him for creating the roles of Basilio and Curzio in Le nozze
di Figaro, his later career in English comic opera in
London, and his colorful memoirs. Another second-rank
tenor was engaged in the person of Pugnetti/Bugnetti,
who stayed the next season at a reduced salary (from
1207 f1. 36 x to 1091 {l. 36 x}. He is known to have sung
Tenente in La scuiola de’ gelosi, Don Dalmiro in I falegnarme,
and Giocondo in La frascatana 58

In 1784-85 the tenor Viganoni was appointed to the
company. From 1777 to 1800 he enjoyed a long and suc-
cessful career singing in the major opera houses, with
multiple repeat engagements in Venice, Naples, and
London. In the latter city, in particular, he was highly

esteemned.® He sang primarily in opera buffa but also
occasionally, as in London, in opera seria. In Vienna he is
known to have sung Don Alonso in Le vicende d’amore and
the tenor role in La finta amante, and to have created
Sandrino in Il re Teodoro in Venezia, the opera Paisiello
wrote for Vienna. Other tenors still in the company in
1784-85 were Adamberger, Kelly, and Bugnetti. In 1785—
86, Viganoni was replaced by Calvesi, while Adamberger
and Kelly continued on. Calvesi made his Viennese debut
on 20 April 1785 in Viganoni’s role of Sandrino in Il re
Teodoro in Venezia.

The 1786—-87 season saw the arrival of Mombelli, one
of the most celebrated seria tenors in the late eighteenth
century. He was engaged at a salary of 4500 gulden, the
highest salary to that point, which seems to have driven
up the salaries of the prima donna Nancy Storace and sub-
sequently of some of the other singers.®0 A stellar singer,
he was engaged to add his luster to the Viennese com-
pany, but his presence in Vienna over the three years he
was there (and during his return engagement in 1794)
left hardly a trace. It is a mystery why he was not cast in
the operas performed for the two imperial marriages
that took place the following season, L'arbore di Diana,
for the marriage of Joseph’s niece Maria Theresia with
Prince Anton von Sachsen, and Axur, for the marriage of
Joseph’s nephew and designated successor Archduke
Francis with Princess Elisabeth von Wiirttenberg. In both
operas, Calvesi sang the tenor role. Surprisingly few of
the roles Mombelli sang are known, just six over three
seasons. He made his Vienna debut as Milord Arispinghe
in Litaliana in Londra, a well-worn opera from 1779, in
the Vienna company’s repertoire since 1783. He sang the
Cavaliere in I finfi eredi in August 1786, Armidoro in
L'amor costante in November 1787, Gianferranto in Ia
modista raggiratrice in April 1788, and Don Riccardo in Le
geloste fortunate in fune 1788. In [ finti eredi and Le gelosie
fortunate, he performed arias of his own composition.
After his marriage to Luisa Laschi, he also composed
insertion arias for her. In November 1788 he created Don
Florio in Joseph Weigl's Il pazzo per forza, the only role
known to have been composed for him in Vienna.
Surprisingly, neither Salieri nor Mozart wrote music for
him. In March 1788 he sang in an oratorio composed by
himself, La morte e deposizione della croce di Gesit Cristo, for
the Tonkiinstlergesellschaft concerts. He took his leave in
1789 as Don Capriccio in L'ape musicale, a pasticcio opera
assembled by the court librettist Lorenzo Da Ponte and
performed by the singers in their benefit concerts during
Lent.

In 1787 Kelly was replaced by Nicola Del Sole, another
second-rank singer, who was appointed at a salary of
1350 gulden.! In the early part of his career, which
apparently began in 1772, his name often appears in cast
lists among the “altri buffi” or without any designation at
the very bottom. In the mid 1780s, however, he is fre-
quently designated as primo mezzo carattere. He seems to
have had a low tenor voice, for in addition to singing the
tenor role of Aldalmiroe in If falegname in Milan in 1781, he
also sang the bass role of Sozio in the same opera in Graz

| 1 in 1783, In Vienna he created the small roles of Urson and
. Arlequin in Axur. Del Sole stayed on in Vienna until his
" death in May 1791.

Had Calvesi not taken a leave of absence in 178389,

~ he probably would have sung Don Ottavio in the Vienna
fi_' premiere of Don Giovanni on 7 May 1788. As it was, Mo-
. zart was saddled with his substitute Francesco Morella, a

- primo mezzo carattere from ltaly who was engaged at 1800

ulden, which already says a great deal. It is commonly

" thought that Mozart composed “Dalla sua pace” for him
.. when the original aria “Il mio tesoro” composed for
" Antonio Baglioni proved to be too difficult. Mombelli
. might have been the ideal Don Ottavio, but he was not
‘- assigned the role, perhaps because he was scheduled to
> sing in the first premiere of the season, La modista raggira-
- trice, on 23 April. Adamberger was back in the company;
- might he have been preferable to Morella? He had only
. just recently sung at the wedding banquet for Archduke
. Francis on 6 January 1788 and had been handsomely
- rewarded for it.6 His solo singing career was nonetheless
- winding down. Two and a half years later on the occasion
. of Archduke Francis’s second marriage on 19 September
1790, the Tafelmusik was provided by Calvesi.®3

For the following two seasons the composition of the

opera company is not known with complete certainty
. since the theater account books for those two years are
" missing. We do know that Mombelli was not replaced

when he left in spring 1789. Instead, Calvesi had to cover
all the “primo” tenor roles, with Del Sole taking the “se-

: condo” roles. Adamberger, who was still on the payroll
. (for his name appears in the account book for 1791-92),

could conceivably have sung, but there is no evidence

. one way or the other. The company was managing on a
- tighter budget, producing fewer new operas, and reviv-
- ing old ones. Joseph died on 20 February 1790. His

brother Leopold took office but was as yet too preoccu-
pied with matters of state to take an interest in the opera.

. Consequently the next year, 179091, saw no change in
_ the management of the opera and none with regard to

tenors.
In 1791-92 the company began the season with three

._ tenors, Calvesi, Adamberger, and Del Sole, but Del Sole

died two months into the season, leaving the company

- without a secondo tenore. On 1 June salary payments

started for the tenor, Maffoli, who, however, did not make

. his debut until the end of November, and then as the
+ primo tenore in the new opera seria ensemble. The account
. book for 1792-93 is missing, but the account book for

1793-94 shows that Calvesi and Maffoli were still in the
company, Maffoli now singing in opera buffa. Calvesi left
Vienna for good in spring 1794, as did Maffoli, and
Mombelli and Viganoni returned. This overview of the

- tenors who sang in Vienna shows that Calvesi was a real

workhorse, especially during the financially constrained

. years 1789 to 1792. Some things, however, we may never
- know: why his salary never rose above 3600 gulden and
- what his position was vis-a-vis Mombelli.

John Potter’s history of the tenor voice, already men-

- tioned, provides considerable insight into voices like

Calvesi’s.¢* In one of the central arguments of the book
Potter traces the change in the tenor voice from the
eighteenth to the nineteenth centuries. Potter begins his
description of the Italian eighteenth-century tenor with
the observation that the celebrated tenors were high
tenors. Competition with the castrati had driven up the
ranges of both tenors and soprancs so that by the end
of the century there existed a type of very high tenor,
who “could unite the registers to combine ‘the power of
a man’s voice with all the sweetness and charm of a
woman’s.” “65 These tenors achieved their wide range
and high notes by using the chest voice sparingly, devel-
oping the head voice, and, most importantly, assiduously
blending the registers in the passaggio (break), an area
called the mezza wvoce (mixed voice).%6 The renowned
English tenor John Braham once submitted to a test in
which he sang an ascending and descending chromatic
scale in the area of his passaggio. His attentive auditors
could not discern when he passed from one register to the
other.6” Tn addition to achieving a seamless sound
throughout their range, these tenors were trained to per-
form a messa di voce on each note in their range, and to
develop their vocal agility. This three-pronged approach
to singing underlies the singing school advocated by the
great castrati with whom these tenors studied, such as
Pier Francesco Tosi and Venanzio Rauzzini. Called tenore
contraltini {or tenore di grazig) in the nineteenth century to
distinguish them from the fenore di forza, a new type of
tenor that was then emerging, these tenors reached a
peak of development with Giovanni Battista Rubini, for
whom Bellini wrote a high F in I puritani in 1834 /35.68

The terore di forza no longer studied with castrati but
with tenors, a change that led to tenors beginning to find
their own voice. The new tenor voice lowered the larynx
to produce a darker tone, greater rescnance, and greater
volume.%® The new tenor voice also raised the pitch at
which it crossed the passaggio from chest to head voice.™
Tenors continued to push up the chest voice, eventually
entirely sacrificing the head voice and the mezza voce. The
sound of the new tenor began to be heard in the second
decade of the nineteenth century alongside that of the old
tenor, but Gilbert-Louis Duprez’s famous performance in
1837 of a high C in chest voice in Rossini’s Guillaume Tell
marked the point of no return. Rossini had intended for
the passage containing the high C to be sung in head
voice, as indeed it had been at the premiere, and he
objected to the sound of the chested C, but to no avail.
The modern tenor sound won out. As the Rubini genera-
tion of tenors passed away, their style of singing did as
well. Potier strikingly emphasizes the finality of that loss
by comparing the tencre confraltino with the castrato.
“The Rubini sound is as unknowable as that of Rauzzini
or Farinelli.”7! Nothing of course prevents a modern
tenor from training in the castrato method of singing, but
Potter thinks it rather unlikely. Nonetheless, in recent
years, coming from a totally different direction, a tenor
has emerged who is convincingly executing the Rubini
repertoire: Juan Diego Florez produces strong and bril-
liant high notes without using chest voice 72




If Rubini was the last great exponent of the tenore con-
traltino singing method, we do not have to trace the line-
age back very far to situate Calvesi. He belongs to the
generation that includes Giacomo David (1750-1830) and
Domenico Mombelli {1751-1835}, the two most renowned
tenors in the late eighteenth century. Mombelli helped
form the thirteen-year-old Rossini’s understanding of the
tenore contraltino voice, when the young composer wrote
the principal role in Demetrio e Polibio for him in 1805. The
next generation of tenors is represented by John Braham
(1774-1856), the only tenor David conceded could be
compared to himself. The generation after that includes
Giacomo's son, Giovanni David (1790-1864), who created
Rodrigo in Rossini’s Otello in 1816 with its many high
Cs and Ds, and Giovanni Battista Rubini (1794-1854).
Gilbert-Louis Duprez (1806-94), born only a decade later,
already belongs irrevocably in the tenore di forza camp.

Acknowledging that the practice of the tenore contral-
tini in the late eighteenth century is apparently contra-
dicted by the notated mwusic written for them, Potter
explains that high notes fall into the realm of ornamenta-
tion, which is controlled by the singer.

The high tenor voice is elusive, as composers rarely notated
the highest available pitches, preferring o leave them to the
ornamental discretion of individual singers. Composers
were generally conservative in their estimate of singers’
ranges and were careful to keep within a written tessitara
that was comfortably manageable over an entire evening. By
the end of the eighteenth century there was a substantial gap
between the highest composed notes and the known ranges
of many singers, which could be exploited by those who
were able to disguise the register change inte falsetto and
use this very special tone colour for additional improvised
ornamentation.”

As has been frequently noted, Mozart does not write
higher than b}’ for his tenors, with the famous exception
of an aria he composed in 1770 for Guillaume d’Ettore in
Mitridate that includes seven high Cs, six of them
approached by leap and the seventh “fired ‘out of the
blue.” 774 Will Crutchfield is puzzled by the fact that “The
part of Ferrando in Cosi fan tutte does not go up beyond
bb' and there were Italian tenors going beyond that, and
a singer in London we hear of went up to e” and £".”75 He
could also have mentioned Naples, for at least one of
Calvesi’s arias written for him in that city in the season
before he created Ferrando goes up to d” (see aria no. 12
in this volume). Obviously Calvesi did not have an
upward extension of a third only in Naples, even allow-
ing for Naples pitch being somewhat lower than Vienna
pitch.76 Potter makes an interesting observation that
might shed some light on this phenomenon. Mozart, as is
well known, was thoroughly versed in the Italian school
of singing, having been introduced to it by the great cas-
trato Giovanni Manzuoli when the Mozarts visited
Londen in 1765. Six years later Mozart put Manzuoli’s
teachings into practice when he composed the title role in
Ascanio in Alba for him. Mozart also worked with other
castratl, including Rauzzini, who later set down his
approach to singing in his influential Solfeggi (1808).

Potter, who analyzes the exercises, which he says are typ-
ical of the castrato singing school, points out that the
exercises designed to progressively extend the range
upwards stop at bb'.77 If, indeed, as Potter suspects, a
convention existed among singing tutors not to exceed
bb' in their notated exercises, I wonder whether some
composers did not observe the same convention in their
music. This might explain why the arias composed for
Calvesi in Vienna have as their top note b}, while an aria
composed for him in Naples goes up to d”.

The lack of agreement between what was notated and
what was sung involved much more than high notes. In
arias composed for the great castrati the notated melody
was merely a skeleton that the singer fleshed out with
embellishments.”8 In slow arias in particular the writien
melody is often syllabic and gives no indication of the
rapture-inducing transformation through fioritura that
could be achieved by the skillful singer. Two spectacu-
larly ornamented examples of such extemporization sur-
vive for one of the last great musici, Luigi Marchesi (1755—
1829).79 Composers wrote skeletal arias for Marchesi and
others like him in deference to their high artistry. The
inability of the majority of singers to sing tasteful or even
harmonically correct embellishments, however, increas-
ingly forced composers to compose the embellishments
directly into the arias, whereupon singers, anxious to
display their powers of ornamentation, embellished the
embellishments.?” What decisively curtailed the singer’s
freedom to embellish, however, was thick orchesiral
accompaniment of the sort that Niccold Jommelli and
Mozart were known for.

If Mozart left little room for singers to improvise, he
was more than willing to compose highly virtuosic music
for the singers who could sing it. We can probably accept
that his vocal writing for Calvesi in the role of Ferrando
reflected how Calvesi saw himself. “Un’aura amorosa”
(A major, § Andante cantabile) is a model of Iyrical writ-
ing. Tt is also an example of an aria in which the composer
provides written-out ornamentation of the vocal line in
coordination with the first violin's part. “Ah lo veggio
quell’anima bella” (B-flat major, ¢ Allegretto—Allegro)
requires continuous, intense singing that never lets up,
with only an occasional half-measure of breathing space
between phrases. Its largely syllabic melody moves rap-
idly up and down in triadic or scalar motion, requiring
considerable vocal agility and a perfectly seamless pas-
saggio to execute. As already mentioned, the aria’s high-
est note bb' occurs thirteen times. “Tradito, schernito”
(E-flat major—C major, ¢ Allegro) opens with a brief
passage in Calvesi’s energetic singing style, a passage
that recurs. The body of the aria is lyrical, its melody
ranging increasingly up and down and finally breaking
out in a cadential flourish of bravura. Notwithstanding
this showy ending, the near absence of coloratura in the
music Mozart wrote for Calvesi is striking, especially
when compared to the elaborate coloratura arias Mozart
wrote for other tenors,®! and also the full-blown virtuosic
aria Righini composed for Calvesi a few weeks before the
premiere of Cosi fan tuite (see aria no. 14 in this volume).

The vocal portrait of Calvesi that emerges from the
arias Mozart composed for him highlights his two
strengths, his lyrical singing, on the one hand, and his
intense or energetic singing, on the other. Salieri, who
knew Calvesi extremely well, characterizes his voice as
“sweet-energetic” (delce-energica). In his description of
the role of Atar in the notes he appended to the auto-
graph of Axur, he enlarges on what he means. “His part
is a mixture of the heroic and the sensitive. Everything
that he sings, whether pathetic or sweet, must always
have a foundation of energy so as not to descend to the
effeminate, which would greatly weaken this beautiful
role.”82 The arias that Salieri wrote for Calvesi in this as
well as other operas are vocally similar to the ones
Mozart wrote for him. Indeed, all the arias in this vol-
ume, except the first, which was not composed for
Calvesi, and the last, Righini's exceptionally flamboyant
aria, highlight either his lyrical or his energetic singing,
or both in contrasting sections.

Contemporary descriptions of Calvesi’s voice single
out the beauty of his tone and the refinement of his tech-
nique. Zinzendorf, hearing him for the first time in
Trieste in 1779, notes in his diary, “Calvesi has a silvery
voice, and he enunciates with astonishing clarity.” One
Viennese writer writes, “Calvesi is surely one of the best
tenors in Italy, who combines a naturally sweet, agree-
able, and sonorous voice with a technique which, with-
out being overly affected or studied, cannot help but
please our public.”8 Another lauds the same qualities
but also identifies a shortcoming. “Calvesi has an extraor-
dinarily beautiful voice and he sings correctly and beau-
tifully according to an exact school of singing. If he could
mix into his singing and acting the requisite liveliness, he
would be the most consummate singer that Vienna has
heard in the last thirty years.”8 The lack of “liveliness”
cannot be easily reconciled with the way Salieri emphat-
tcally praises Calvesi’s energetic vocal delivery uniess it
refers to his acting, about which we have no further com-
ments. Benedetto Frizzi emphasizes the singer’s musi-
cianship and vocal agility: “Calvesi is a most charming
mezzo carattere; he demonsirates his mastery of music in
many ways and has extraordinary agility.”86

The selections in this volume reveal a singer whose
vocal technique is that of a tenore contraltino. The wide-
ranging melodies and large leaps demonstrate ease of
motion through the registers and the possession of a per-
fectly smooth passaggio. The multiple long-held notes
point to a flawless messa di voce, and rapidly ascending
and descending melodic lines betray remarkable vocal
agility. Although he is able to negotiate passages of col-
oratura, Calvesi’s noticeable preference is for melodies
that are either syllabic or have two notes to the syllable;
this is frue for both his lyrical and energetic singing.
Typical of the music that showcases his energetic singing
are melodies that repeatedly course up and down and
phrases that follow upon each other without pause. The
many lyrical arias composed for him reflect the beauty of
his tone as well as his skill in legato singing. Although the
combined range of all the arias in this volume spans from

B to d*, many arias confine themselves to ranges smaller
than an octave and a half. Whether in performance
Calvesi availed himself of the high notes he possessed is
open to conjecture.

The Selections

An asterisk indicates an aria written specifically for
Calvesi.

1. Antonio Salieri, “A me par che il mondo sia,” aria in
La scuola de” gelosi: Although this aria was not composed
for Calvesi, he sang it on 26 December 1779 in Trieste,
where Zinzendorf remarked on how well he performed
it: “The mezzo carattere Calvesi enchanted everyone in the
aria ‘A me par che il mondo sia.” “87 Calvesi sang the role
of Il conte Bandiera in this opera at least two more times,
in Verona in 1780 and in Vienna in 1786. Salieri had com-
posed the opera for the 1779 carnival season at the Teatro
San Moise in Venice, where Antonio Palmieri was the
primo mezzo carattere and presumably created the role.8s

That Calvesi enchanted everyone in this aria is much
to his credit, for the aria, despite its promising beginning
in 1D major and € Allegro maestoso, largely relies on the
singer to bring it off. John Rice points out how the text of
this catalogue aria describes the variety of attractive
women by means of contrasting pairs of words, such as
“erave” and “snella,” and “bianca” and “bruna.”s® The
musical characterization is more restrained than that
found in Mozart’'s famous catalogue aria, perhaps
because Bandiera is not a comic servant like Leporello,
but a nobleman who expresses his pleasure in female
beauty in a more refined manner. Salieri may have
expected the singer to convey in performance the con-
trast he omitted from the score.

Vocally the aria makes few demands. The range
extends from d to g'. The writing is typically buffo,
exhibiting predominantly syllabic text setting, scalar and
triadic melodies, and repeated short phrases. Three fer-
matas allow vocal flourishes, the only opportunity for the
singer to demonstrate something more than basic good
technique. While this aria would not have been com-
posed specifically for Calvesi, it illustrates a type of aria a
buffo di mezzo carattere would frequently encounter and be
expected to sing. The contrast with the other arias in this
volume, which were tailored to his voice, sets in relief the
distinctive features of Calvesi’s singing style.

2. *Stephen Storace, “Languida voce in seno,” aria in
Gli sposi malcontenti: Calvesi’s first role in Vienna
expressly written for him was that of Casimiro in
Storace’s opera, first performed on 1 fune 1785. In this
two-part aria (E-flat major, # Larghetto, § Allegro
grazioso) the composer takes advantage of Calvesi’s fine
lyrical singing to give a sympathetic portrayal of a young
husband struggling to deal with rumors of his wife’s
infidelity. Two short exclamations protesting his injured
honor briefly interrupt the lyrical flow, but the lyricism is
resumed and maintained in the second part of the aria, in
which Casimiro addresses the men in the audience. The
overall range extends from eb to bb'.
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3. *Antonio Salieri, “Di questo bosco ombroso,” aria in
grotta di Trofonio: Not performed until 12 Qctober 1785,
. opera had originally been scheduled to premiere in
1e, which meant that its composition would have been
il underway by the time Calvesi arrived in Vienna.
jeri must have known something of Calvesi's singing
forehand, for the opera, both in plot and music,
pends on having a singer of his abilities in the role that
1 assigned to him. His dual strengths of lyrical and
ergetic singing complemented those of the versatile
ritone Stefano Mandini, who over the course of his
ag career sang both primo mezzo carattere and primo buffo
les. The opera requires the characters portrayed by
ese two singers to exchange personalities and singing
gles while under a magic spell. Artemidoro, played
¢+ Calvesi, is naturally introverted and pensive, and
istene, Mandini’s character, is extroverted and lively.
witching back and forth between the two makes for a
wallenging pair of roles.

In this abbreviated da capo aria (E-flat major, €
antabile con moto), the outer sections, in which
rtemidoro sings of the joys of quiet contemplation in
1e woods, require his lyrical singing style, and the con-
-asting middle section, where he describes the madness
f crowded cities, his energetic style.#0 The technical
squirements of the lyrical sections are limited to pre-
ominantly legato singing. A melisma on the word “soli-
ario” spans almost the entire range of the aria, which
xtends from e to ab’. Twice, notes held for three mea-
ures afford Calvesi a chance to display his messa di voce.

4. *Antonio Salieri, “Sognai, 0 s0gNO ancor?,” cavatina
n La grofta di Trofonio: In this cavatina (A major, £ Un
soco adagio), Artemidoro, emerged from the spell,
:xpresses his delight in finding himself restored to his
ormer self. The musical style illustrates his return to nor-
nalcy by recalling features of the outer sections of the
‘irst aria, the same range of e to a’, several melismas in
‘he melody, and an emphasis on legato singing.®! The

aria is followed by accompanied recitative, in which
Arfemidoro decides to look for his beloved.

5. *Vicente Martin y Soler, “Pit bianca di giglio,” aria
in Ling cosa rara; In the opera that took Vienna by storm at
its first performance on 17 November 1786, Calvesi
played the infante, Prince Giovanni. As befitting a hopeful
Jover, this short aria (C major, § Andante amoroso) is lyri-
cal throughout. Deceptively simple with its narrow range
(d to £') and syllabic text setting, the aria requires a con-
trolled legato to bring it off.%

6. *Vicente Martin y Soler, “O ciel! che duro passo—
Seguir degg'io chi fugge?” recitative—aria in Una cosa
rara: Giovanni gives vent to his despair at being rejected
in a suitably princely high-flown style. Accompanied
recitative leads to a three-part aria (€ Adagio, § Cantabile,
¢ Presto), in B-flat major, conceived on a large scale. The
Adagio is cast in the seria style with a wide-ranging
disjunct melody, dotted thythms, and a nine-measure
passage of coloratura that includes a large leap. The
range of the entire aria covers a twelfth (d to a'). This
recitative and the lengthy aria of 173 measures were pex-
At the premiere.? Sometime in 1787 they were

replaced by a new recitative, “Di qual rigido marmo,”
and a short da capo aria, “perche farla eterni Dei,” of only
forty-five measures.” The replacement aria was conceiv-
ably written for Calvesi, for, although short, it calls for
skills similar to those required in the original aria: the
melody in measure 10, for example, leaps down a tenth
and up a twelfth. The overall range, too, is similar to that
of the original aria, ctto a’. Perhaps the new prima donna,
Anna Morichelli, protested that Calvesi's long seria aria
was inappropriate when she, the prima donna, did not
have one as well. Whether she liked it or not, she was
stuck with the song-style arias that her predecessor,
Nancy Storace, had made 50 immensely popular.”® The
solution, it seems, was to replace Calvesi's original long
aria with a new short one.

7. *Stephen Storace, “Tupille amorose dell'idolo mio,”
aria in Gli equivoci: In Storace’s second opera for Vienna,
first performed on 27 December 1786, Calvesi plays the
lover Fufemio di Siracusa. In this two-part aria in B-flat
major, § Larghetto and © Allegro spiritoso, he declares his
love to Sostrata, who recoils from him, believing him to
be her brotherin-law, who is later revealed to be his
identical twin. The first section allows Calvesi to display
his lyrical, the second lis energetic singing style.
Characteristic of the latter are phrases that follow closely
upon one another and a melody that ranges up and
down. The range extends from e} to bb'.

8. *Vincenzo Righini, “Vedrai che a torto offendi,” aria
inserted into Le trame deluse by Domenico Cimarosa as
performed at the court theater on 7 May 1787: The opera
had been given its premiere five months earlier in Naples
and was apparently brought to Vienna by the new prina
donna Anna Morichelli. The aria was inserted into the
opera in act 2, at the end of scene 4. As its text is not pres-
ent in the pr'mted libretto, the aria must have been added
to the opera after the libretto had gone to press.

At the time of the opera’s production in Vienna,
Righini was acting kapellmeister of the Italian opera
company, replacing Salieri who was in Paris for the pro-
duction of his opera Tarare, which had its premiere on
8 June 1787. A tenor himself, who had sung in opera in
the early part of his career, Righini established himself in
Vienna as a voice teacher and composer. He later pub-
lished solfeggi called Exercises pour se petfectionner dans
Fart du chant. The three-part aria that he composed. for
Calvesi (C major, € Allegro maestoso, 3 Andantino, ©
Allegro) highlights the singer’s energetic singing style in
the outer sections and his lyrical style in the middle sec-
tion. The melody moves within a narrow range, fftoa’,
but Righini lets Calvesi show off his messa di voce on a
three-measure g, dramatically placed at the opening of
the Allegro maestoso section, and again at the end for
four measures, as well as another messa di voce, again on
g', in the Andantino section.

9. *Vicente Martin y Soler, “Lieti e amorosi 1 rai,” aria
in L'grbore di Diana: With L'arbore di Diana, whose pre-
miere took place at the court theater on 1 October 178796
Martin achieved another hit. In an extension of what had
pleased the public in Una cosa rard, L'arbore di Diana con-
sists entirely of short, lyrical numbers in Martin’s cele-

brated song style, except for two large-scale, seria-style
arias for the prima donna Morichelli. Calvesi was thus pro-
vided with no substantial arias that could be compared
with his big aria in Una cosa rara (no. 6 in this volume), a
fact the author of an anonymous pamphlet notes with
disapproval. “It seems that Mr. Martini is no longer a
friend of Calvesi, for in the beautiful role of Endimion he
did not have the sense to give him a single ouistanding
aria that would show off his voice.”? The author is right:
although enchantingly lyrical, this short da capo aria
(C major, § Larghetto) is only fifty-eight measures long,
and the melody spans just an octave (a to a"). Calvesi's
other aria in the opera is no better.

10. *Antonio Salieri, “Come? Aspasia una schiava?—
Spave luce di paradiso,” recitative—-aria in Axur, revised
version: A model of virtue, Atar combats an evil lord, res-
cues his wife from his clutches, and ends up being
acclaimed king by the populace. In Salieri’s description of
the character, “He will be nobly dressed, but without
extravagance. His part is a mixture of the heroic and the
sensitive. Everything that he sings, whether pathetic or
sweet, must always have a foundation of energy so as
not to descend to the effeminate, which would greatly
weaken this beautiful role.”?8 Calvesi’s two strengths,
the sweet and the energetic, are especially effectively
exploited in this role. It is interesting that, in his notes to
La grotta di Trofonio, Salieri repeatedly draws attention to
the orchestration, which is used as a major expressive
resource in the opera, whereas in his notes to Axur, the
emphasis is mainly on the voices.

The aria survives in two versions. The version per-
formed at the premiere (B-flat major, # Andante un poco
cantabile) is a da capo aria, where, in a departure from
the standard form, the da capo restatement of the A
section is provided with new text. The revised version
(3 Larghetto, 3 Allegretto) largely retains the first section
of the original aria, to measure 32, at which point the
former da capo section is replaced with new music and
new text. The original ending expresses despair: “Dove
t'ascondi, tesoro amato? Deh mi rispondi se vivi ancor.”
(Where do you hide yourself, beloved treasure? Respond
to me if you are still alive.) The revised ending depicts
a man resolute and poised for action: “Per rinvenire
Aspasia io stancherd i viventi, Aspasia, i miei lamenti
V'Eco ripetera.” (To find Aspasia | will tire out the living,
Aspasia, my laments Echo will repeat.) At twenty-nine
measures the revised ending is not only more substantial
than the original ending of ten measures but it is also
more dramatic, with its melody repeatedly ranging up
and down between f and b’. To set off the revised end-
ing, the tempo of the first section is slowed down from
the original Andante un poco cantabile to Larghetto.

The original version is found in sources associated
with the premiere, namely the libretto; the presentation
score (A-Wn, Mus Hs 17832); a commerical copy made by
Wenzel Sukowaty, the court theater copyist (A-Wn, Mus
Hs 9996); the autograph (vol. 1, following fol. 65r—the
aria is unfoliated because the pages were once pasted
shuf); and the performance score (A-Wn, KT 50, on pages
that used to be sewn shut} (see the critical report for fur-

ther information on the sources). The revised version of
the aria is found in the autograph (vol. 1, following
fol. 66v—unfoliated; foliation continues after the end of
the aria with 67r) and in the performance score in a
slightly compressed form. It is clear that Salieri preferred
the revised version, since he pasted-—not sewed—the
pages of the first version shut in the autograph.®

T s difficult to know from the sources when Salieri
revised the aria, but he seems to have done so before
Mozart started composing Cosi fan tutte, for the similari-
ties between the revised ending and “Ah lo veggio quel-
anima bella” are striking and suggest that here, as in
many other instances, Mozart borrowed an idea and took
it one step further. Salieri’s revised ending is vocally
intense, featuring a melody that courses up and down,
requiring continuous singing with barely a chance for a
breath, and calling for four climactic bb's. Mozart took
over the entire conception along with the key of B-flat for
his own aria, with one difference: he kept up the intensity
for the entire aria, six times as long as Saljeri’s ending,

11. *Antonio Salteri, “V'andrd tutto si tenti,” aria in
Axur: Having just discovered that his wife’s abductor
was the king, whose life he once saved, Atar explodes
with anger. In this aria (B-flat major, € Allegro presto}, the
wide-ranging melody covers a span from cto g’ in scales,
triads, and huge leaps, always under intense forward
propulsion. The pace never lets up.

In his notes Salieri writes: “This aria, sung by a sweet-
energetic (dolce-energica) tenor voice, as already men-
tioned, always makes a good effect in the context of the
whole [opera].”190 The phrase “as already mentjoned”
refers to Salieri’s description of an adjacent pair of arias
for Axur (sung by Benucci) and Atar near the end of act
1, where he states that to produce a strong effect the first
has to be sung and declaimed well by a big bass voice
and the second by a sweet-energetic tenor voice. These
two vocal qualities, he continues, are necessary for the
whole opera; otherwise it will fall flat.10* The emphasis
Salieri places on correct casting illustrates yet again how
carefully he wrote for his singers and how heavily he
relied on them to ensure the success of his opera.

12. *Pietro Alessandro Guglielmi, “Ohimé, qual fosca
nube—1I1 mio bene io gid perdei,” recitative—aria in La
pastorella nobile: This aria was composed for Calvesi in
1788 in Naples, while he was there on a year’s leave of
absence from Vienna. The opera was given its premiere
in April 1788 and subsequently produced in Vienna on
4 May 1790, with Calvesi taking his former role.

The Marchese reacts to the news of his love’s death
with anguish and grief in this two-part aria in B-flat
major & Andante, ¢ Allegro assai). The Andante section
is lyrical throughout. The Allegro assai is written in the
seria style with broad phrases, which, when repeated,
invite ornamentation. Reiterated cadential phrases make
for a forceful ending. A single measure of coloratura in
the cadential section contains, in addition to several
prominent bb's, a reiterated d”, briefly touched on within
the figuration. This high note, fully a major third above
bb’, the highest pitch notated in the Viennese arias con-
tained in this volume, illustrates the point made earlicr




that, while many composers did not notate the highest
pitches available to their singers but left them to their
ornamental discretion, Guglielmi, for one, perhaps
reflecting a Neapolitan practice, wrote pitches higher
than bb’ into the music.

13. "Antonio Salieri, “Fra l'orror di questa selva,”
cavatina in La cifra: In the opera, given its premiere on
11 December 1789, Calvesi plays Milord Fideling, who in
this cavatina announces his quest for the missing daugh-
ter of the recently deceased owner of the estate.
According to Salieri, “The cavatina ‘Fra l'orro di questa
selva’ is serious and noble, and gives the singer the
opportunity, if he has a beautiful voice, to display it along
with his technique.”102 Although short at thirty-five mea-
sures, the cavatina (in B-flat major, € Larghetto) is techni-
cally challenging, with a melody that ranges from c to bb’
and that contains a large leap in almost every phrase, the
largest a twelfth. Only a highly trained singer can man-
age the exposed changes of register. Clearly written to
profile Calvesi’s energetic singing, the cavatina needs
agility and intensity in its delivery.

14. *Vincenzo Righini, “Siam salvi almeno in questi
scogli—Se pietd d'un infelice,” recitative—aria in the can-

tata Il natal d’Apollo: Righini composed this aria for
Calvesi in the cantata If natal d"Apollo, performed at the
Tonkiinstlergesellschaft concerts on 22 and 23 December
1789. In this highly virtuosic aria {G major, ¢ Allegro)
Righini’s background as a singer and voice teacher comes
to the fore. Most striking are the four long stretches of
coloratura on the word “rimarrd,” containing scalar runs,
ascending and descending triadic figures, and octave
leaps. In the second coloratura passage the vocal line
plunges from a’ to c, continuing downwards to B (the
lowest note in these arias), and then leaps up again to g’
Elsewhere, a’ is held for over two measures ending with
a fermata, allowing Calvesi to display his messa di voce
followed by a short cadenza. The performance score con-
tains two penciled-in ornaments, which are included in
the present edition. The second is the final cadenza,
which shoots up to b’, the highest note in the aria.

Calvesi was obviously in fine vocal shape at this stage
in his career. He performed his cavatina in La cifra on
11 December, the present aria two weeks later, and
Ferrando’s arias a month after that.
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The following sigla are used for sources in Table 2:

Austria, Vienna, Osterreichische
Nationalbibliothek, Musiksammlung.
The performance scores with the shelf
numbers KT 448 and KT 92 contain cast-
ing information.

Curiel, Carl. IT Teatro S. Pietro di Trieste:
1690-1801. Milan: Archetipografia di
Milano, 1937.

Istituto Centrale per il Catalogo Unico
delle Biblioteche [taliane e per le infor-
mazioni bibliografiche, WWwW
Anternetculturale.it.

Un almanacco drammatico: L'indice de’
teatrali spettacoli, 1764-1823. Foreword by
Roberto Verti. Pesaro: Fondazione
Rossini, 1996; facsimile reprint of Indice
de’ spettacoli teatrali (Milan: Pietro
Agnelli, 1764-1785/86), Indice de’ teatrali
spettacoli  (Milan:  sn., 1786/87-
1799/1800; 1803/04; 1808/09), Indice, o
sia Catalogo dei teatrali spetfacoli italiani
di tutta L'Europa (Milan: s.n., 1819/20-
1822/23), 1649 pages numbered continu-
ously over 2 volumes.

Reminiscences of Michael Kelly. Edited by
Theodore Hook. 2 vols. London, 1826.

Link, Dorothea. The National Court
Theatre in Mozart's Vienna: Sources and
Documents 17831792, Oxford: Claren-
don Press, 1998.

Morrow, Mary Sue. Cencert Life in
Haydn's Vienna: Aspects of a Developing
and Social Instifution. Stuyvesant, N.Y.:
Pendragon Press, 1989.

Mozart's Thematic Catalogue: A Facsimile,
British Library, Stefan Zweig MS 63. Intro-
duction and transcription by Albi
Rosenthal and Alan Tyson. Ithaca, N.Y.:
Cornell University Press, 1990.

Pohl, Carl Ferdinand. Denkschrift aus
Anlass des Hundertjahrigen Bestehens der

Rice

RiceF

Ricel.

RISM A/IL

Sartori

Tz

Virgo

Weaver

WZ

Zinzendorf

Tonkiinstler-Societit. Vienna: Selbstverlag
des “Haydn,” 1871,

Rice, John A. Antonio Salieri and Viennese
Opera. Chicago: University of Chicago
Press, 1998.

Rice, John A. “‘La Tolia’ in Late
Eighteenth- and Farly Nineteenth-
Century Vienna.” In Festschrift Otto Biba
zum 60. Geburtstag, edited by Ingrid
Fuchs, 85-96. Tutzing: Hans Schneider,
2006.

Rice, John A. “A Libretto Collection from
the Circle of Vincenzo Calvesi, Mozart's
Ferrando.” In Music Observed: Studies in
Memory of William C. Holms, edited by
Colleen Reardon and Susan Parisi,
429-45. Warren, Mich.: Harmonie Park
Press, 2004.

Répertoire International des Sources
Musicales. Series A/IL: International
Inventory of Musical Sources after 1600,
available through www.ebscohost.com
(accessed 3 February 2011).

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

Theaterzettel (theater posterls]) forming
part of the Theaterzettelsammiung of the
Osterreichisches Theatermuseum,
Vienna, Austria (A-Wtm).

RISM-US. Libretto Database. University
of Virginia Library Catalog, http://lib
wvirginia.edu.

Weaver, Robert Lamar, and Norma
Wright Weaver. A Chronology of Music in

the Florentine Theater, 1751-1800. Warren,
Mich.: Harmonie Park Press, 1993.

Wiener Zeitung.

Diary of Count Karl von Zinzehdorf,
transcribed in Link.
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Rebecca Jones, “Luigi Marchesi: Life and Voice” (Master’s the-
sis, University of Georgia, 2009).

80. Jerold, “How Composers Viewed Performers’
Additions,” 96.

81. Rice makes this point when he compares Calvesi's arias
to Baglioni’s in his book W. A. Mozart: “La clemenza di Tito,”
Cambridge Opera Handbooks (Cambridge: Cambridge
University Press, 1991}, 55.

82. Rice, Salieri, 415.

83. Zinzendorf, 26 December 1779: “Le Calvesi a une voix de
Tenor argentine et prononce avec une clarté surprenante.”
Transiation from Rice, Salieri, 340.

84. “Calvesi est stirement un des meilleurs ténors d'Ttalie,
qui joint & une voix naturellement douce, agréable et sonore une
méthode, qui sans étre extrémement recherchée ni étudiée ne
laisse pas que de plaire généralement & notre public.” “Lettre
d'un habitant de Vienne,” manuscript pamphlet transcribed in
Michtner, Das alte Burgtheater, 437, my translation.

85. "Calvesi hat eine auflerordentlich schéne Stimme, und
singt nach einer bestimmten Schule richtig und schén. Kénnte
er in seinen Gesang und Spiei das erforderliche Leben mischen,
dann wire er gewiff der vollkommenste Sanger, den Wien seit
dreifig Jahren gehort hat” Grundsitze zur Theaterkrifik, iiber
Einsicht, Sprache und Spiel in Menschenhafi und Reue (Vienna,
1790), 358 (A-Wst, 5341 A), my translation.

86. “Calvesi & un graziosissimo mezzo carattere, a molte
maniere nefl’armonice maneggio e agilita non indifferente.”
John A. Rice, “Benedetto Frizzi on Singers, Composers and
Opera in Late Eighteenth-Century ltaly,” Studi musicali 23
(1994): 383. Translation kindly provided by John Rice, personal
communication.

87. Rice, Salieri, 340.

88. Indice de’ featrali spettncoli, 1:308.

89. See the description of the aria in Rice, Salierd, 270.

90. This and the following aria can be heard on the compact
disc recording of Antonio Salieri, La grotta di Troforio, conducted
by Christophe Rousset with Les Talens Lyriques, 2005,
Ambroisie AMB 9986.

91. Rice, Salieri, 369, points out the similarity to Ferrando’s
“Un’aura amorosa” in the use of the same key, clarinets, bas-
soons, horns, and “muted strings to convey a mood of dreamy
lyricism.”

92. This aria can be heard on two compact disc recordings of
Una cosa rara, one conducted by Jordi Savall, 1991, Asirée
Auvidis E 8760, and the other by Giancarlo Andretta, 2000,
Mondo Musica MFON 22250,

93. This aria can be heard on the Savall recording; the
Andretta recording omits it.

94. The new aria appears in the libretto of the opera pub-
lished in German prose in 1787 {copy in the Library of Congress
[US-Wc], S 6016). Advertisements by Lorenz Lausch in the

Wiener Zeitung help narrow down the date. On 20 January 1787
(p. 157} an advertisement appears for the entire opera of Una
cosa rara, with all the numbers listed separately. The list includes
“Ch ciel! che duro passo-—Seguir degg’io.” On 19 September
1787 (p. 2279) Lausch again offers the complete opera, this time
texted in German. The original aria has disappeared; instead,
there is the new aria, identified by the textual incipit, “Warum
schufst du grausam Geschikte?” In the Simrock vocal edition
the textual incipit reads “Warum hast du, giitiger Himmel!"
Adfter 20 January 1787, the opera was performed 31 January, 9,
14, and 20 February and then not again until 20 August when
Anna Morichelli took over Nancy Storace’s former role. It
seems likely that the new aria for the Prince was composed for
the resumption of the opera on 20 August. But it was not a
direct replacement: the original aria occurs at the end of scene 9,
while the new aria occurs at the end of scene 13. The heavily
used performance score A-Wn, KT %9 contains the original aria,
cancelled out, as well as the new aria, followed by yet another
substitute aria, presumably from a still later production. The
Simrock edition includes both the original aria in scene 9 and
the new aria in scene 13. The new aria is printed in the appen-
dix of Vicente Martin v Soler, Una cosa rara, ed. Gerhard
Aliroggen (Munich: G. Henle Verlag, 1990), 435-42. The editor
explains in the Vorwort, x, that the aria occurs in both the score
and libretto of an unspecified production in Dresden and leaves
it at that.

95. Anna Morichelli had been given plenty of opportunities
to perform her choice of arias, in the seria style, when she first
arrived in Vienna, See my article “La cantante Anna Morichelli,
patadin de Vicente Martin y Soler,” in Los siete mundos de Vicente
Martin y Soler, 328-62. An English translation is posted at
http:// dlink.myweb.uga.edu /articles/Morichelli_article.pdf.

96. The public premiere was preceded by a private perfor-
mance for the court at Laxenburg on 28 September. See Ingrid

Fuchs, “Nuevas fuentes para la recepcion de las éperas de
Martin y Seler en Viena, y en particular, de Una cosa rara,” in Los
siefe munidos de Vicente Martin y Soler, 263. See also Andrea
Sommer-Mathis, Tu felix Austria nube: Hochzeilsfeste der Habs-
burger im 18, Jahrhundert, Dramma per musica, vol. 4 (Vienna:
Musikwissenschaftlicher Verlag, 1994}, 232

97. “Il faut croire, que le Steur Martini n’est pas autrerent
ami de Calvesi, auquel dans le beau role d’Endimion il n’a pas
eu 'esprit de donner un seul air bien saillant, et 4 peine adapté
a sa voix.” “Lettre d'un habitant de Vienne,” in Michtner, Das
alte Burgtheater, 437, my translation.

98. Translation from Rice, Salieri, 415. The original Italian
can be found in Angermiiller, Salieri: Dokumente, 2:121: “Egli
sara vestito nobilmente, ma senza fasto. La parte sua & un misto
di eroico, e di sensibile. Tutto cid ch’egli cantera di lamentevole
e di dolce in altro genere, deve aver sempre un fondo d’energia
per non cader nell’effemminato, il quale defetto farebbe lan-
guire tutta quella bellissima parte.”

99. The version of the aria sung at the premiere can be heard
on the compact disc recording Antonio Salieri, Axur, re d’Ormus,
conducted by René Clemencic, 1996, Nuova Fra 6852-54.

100. “Ciuest’aria, cantata da una voce di Tenore dolce-
energica, come dissi sopra, fard sempre un’effetto interessante e
analogo al tutto.” Angermiiller, Salieri: Dokuritente, 2:119.

101. Regarding the arias “Dove andd quel maschio ardire”
(Axur) and “Sio ti salvai la vita” (Atar), Salieri writes: “Puo
riguardarsi come un solo pezzo, & tutto di sicuro effetto s'& can-
tato e declamato bene da un vocione di Basso e da una dolce-
energica voce di Tenore. Queste due qualita di voci sono neces-
sarie in tutta quest'Opera, altrimenti va a terra.” Ibid., 2:118.

102. “La Cavatina ‘Fra l'orror di questa selve’ & seria e
nobile, e lascia tempo al cantante, se ha bella voce, di cominciar
a mostrarle, unitamente alla sua abilita.” Ihid., 2:182.




Texts and Translations

Texts have been taken from the scores and checked against the matching librettos.
Spellings and punctuation have been modernized, for example, “perché, annoia”
instead of “perche, annoja.” Descriptions of the sources can be found in the critical
report.

1. A me par che il mondo sia

Aria for Count Bandiera in La scuolg de’ gelosi by Antonio Salieri, Venice, 1778; libretto
by Caterino Mazzola. The libretto for the 1783 Vienna production contains the aria in
act 1, scene 6, on page 24.

Count Bandiera is a womanizer who causes his wife much anguish by attempting to
seduce Ernestina, the wife of the local grain dealer. In this aria he gives expression to
the pleasure he finds in pursuing women.

A me par che il mondo sia It appears to me that the world
di ragazze d’ogni sorte is a vast gallery
una vasta galleria. of girls of all kinds.

Chi si muove sussiegata, One moves with dignity,
chi par Dido sulla scena. dressed like Dido on the stage.
Sulle braccia ripiegata With her arms folded

ivi un’altra si dimena;

quella & grave, questa & snella,
bianca & I'una, Valtra & bruna.
lo passeggio piano, piano,
miro questa, miro quella.
Esser parmi il gran Sultano,
crescer sento il cor nel petto,
ed a tutte il fazzoletto

io vorrei poter gettar.

over there another one fidgets;

that one is serious, this one lively,
one is blond, another dark.

I take a walk inconspicuously,
looking at this one, that one.

I think of myself as the great sultan;
I feel my heart swelling in my breast,
and to every girl my handkerchief

I would like to toss.

Comments. Line 4, libretto has “move.” Line 15, libretto has “gittar.”

Other source. John A. Rice, Antonio Salieri and Viennese Opera (Chicago: University
of Chicago Press, 1998), 270.

2. Languida voce in seno

Aria for Casimiro in Gli sposi malcontenti by Stephen Storace, Vienna, 1785; libretto by

Gaetano Brunati. The aria occurs in act 2, scene 10, on pages 62—63 of the libretto.
Casimiro believes a rumor that his wife Eginia is having an affair with a former

lover. This throws him into an agony, caught between his love for her and his pride.

Languida voce in seno A faint voice in my bosom
parmi sentir che dica, seems to me to be saying,
ah, non scordarti appieno ‘ ah, do not completely forget
la tenerezza antica; the former tenderness;
sovvienti che l'infida remember that the unfaithful one
fu V'idot del tuo cor. was once the idol of your heart.
Ma un’altra dice, e sgrida But another voice says scoldingly,

rammentati 'onor. remember your honor.




Voi che moglie aver bramate
quella mai non procurate,
che per forza, o d’interesse
sol vi giura fedelta,
perché poi le pene istesse
ch’or io provo per la mia,
empia, o buona ch'ella sia,
anche a voi provar fara.

You who long to have a wife

such a one you will never acquire,

who only through force or from self-interest
promises to be faithful to you,

for then the same suffering

that now 1 feel for mine,

pitiless or good that she may be,

she will make you feel.

Comments. Tine 1, libretto has “Laguida.” Line 5, libretto has “l'ingrata.” Line 7, li-
bretto has “grida.” Line 10, libretto has “no.” Line 11, libretto has “od interesse.”

3. Di questo bosco ombroso

Aria for Artemidoro in La grotta di Trofonio by Antonio Salieri, Vienna, 1785; libretto by
Giovanni Battista Casti. The aria occurs in act 1, scene 11, on page 30 of the libretto.

The contemplative lover, Artemidoro, carrying a copy of Plato’s Dialogues, has been
drawn into the woods, where he is about to encounter the magician Trofonio, who lies
in wait for him. This aria is a portrait of Artemidoro’s personality.

Di queste bosco ombroso
al solitario aspetto,
un placide riposo
d’insolito diletto,
tutto m’inonda il cor.
La cheta solitudine
a un’alma filosofica
quanto e pil cara, e amabile,
che di citta lo strepito,
e d’affollato popolo
Tincomode clamor!

The solitary aspect

of this shady woods,

a peaceful repose

of unwonted delight,
completely inundates my heart.

Tranguil solitude

to a philosophical soul

is 50 much more precious and agreeable
than the tumult of the city,

and the irksome din

of the teeming throng!

Other source. Liner notes to compact disc recording of Antonio Salieri, La grotta di
Trofonio, conducted by Christophe Rousset with Les Talens Lyriques, 2005, Sound Arts

AMB9986.

4. Sognai, 0 sogno ancor?

Cavatina for Artemidoro in La grotta di Trofonio by Antonio Salieri, Vienna, 1785;
libretto by Giovanni Battista Casti. The aria occurs in act 2, scene 7, on page 56 of the

libretto.

Artemidoro, coming out of the spell Trofonio had cast on him, discovers with relief
that he is his former self. While under the spell, he found himself with the personality
of the lively Plistene, to the great confusion and consternation of his betrothed, Ofelia.

Sognai, 0 sogno ancor?
Non so qual urto insolito,
o qual delirio fosse,
che incalori, che scosse
i spirti miei finor.
Ma gia l'usata calma
ritorna all’alma e al cor.
Certo io provai poc’anzi
un’inquieta agitazion nel sangue,
che lI'idee mi sconvolse; or grazie ai Nuini,
un perfetto equilibrio i spirti miei
gia riacquistan di nuovo. Oh se potessi
Ofelia ritrovar! So che ogni giorno
quinci pel bosco attorno
di passeggiar le aggrada;
vorrei vederla; a ricercar si vada.

Other source.  As for no. 3.

Was I dreaming, or am I dreaming still?

I know not what unusual shock
or delirium it was

that heated up, that shook

my spirits {ll now.

But already the habitual calm

returns to my soul and heart.

5. Pitt bianca di giglio
Cavatina for Prince Giovanni in Una cosa rara by Vicente Martin y Soler, Vienna, 1786;
libretto by Lorenzo Da Ponte, adapted from Vélez de Guevara, La funa della Sierra. The
aria occurs in act 1, scene 5, on page 10 of the libretto.

The prince, young and inexperienced in love, has just met the country girl Lilla,
who shies away from him. He is dazzled by her beauty and charm.

Pit bianca di giglio, Whiter than a lily,
pil fresca di rosa, fresher than a rose,
bell’occhio, bel ciglio, beautiful eyes, lovely face,
vivace, graziosa, vivacious, graceful,
la mano a un villano must Lilla give her hand
la Lilla dara? _ {0 a peasant?
Almen crude stelle, If only, cruel stars,
non fossi chi sono . . . ITwerenotwholam. ..
ma val pitt d'un trono for such a rare beauty
si rara belta. is worth more than a throne.

Other sources. Lorenzo Da Ponte, Libretti viennesi, ed. Lorenzo Della Cha, 2 vols.
(Parma: Fondazione Bembo and Ugo Guanda Editore, 1999), 1:391; liner notes to com-
pact disc recording of Vicente Martin y Soler, Una cosa rara, conducted by Jordi Savall,
1991, Astrée Auvidis E 8760; and Joseph LoSchiavo, ed. and trans., unpublished li-
bretto used in the Vineyard Theatre’s production of Una cosa rara, New York, 1986.

6. O ciel! che duro passo—Segquir degg’io chi fugge?

Recitative—aria for Prince Giovanni in Una cosa rara by Vicente Martin y Soler, Vienna,
1786; libretto by Lorenzo Da Ponte, adapted from Vélez de Guevara, La luna della Sierra.
The aria occurs in act 2, scene 9, on pages 52-53 of the libretto.

Now smitten with passion for Lilla, who, however, steadfastly rejects his advances,
the prince confides his despair to the older and more seasoned Corrado. Corrado ad-
vises the use of either guile or force, as opportunity allows. The prince recoils at the
idea, but then grasps at this straw as his only hope.

O ciel! che duro passo Oh heavens! what a difficult step

& mai questo per me! sentir mi pare this is for me! I seem to hear

una voce nel cor che mi rinfacci a voice in my heart reproaching me

la debolezza mia: dunque un infante, for my weakness: that an infante,

un figlio d'Isabella, a son of Isabella,

da una vile serrana ora & costretto be forced to beg for the affection

a mendicare affetio, of a lowly peasant girl,

e a mendicarlo, ahime, con un inganno? and to beg for it, alas, with a trick?

A qual varco mi traggi, amor tiranno! To what end do you drive me, tyrannical love!

Seguir degg’io chi fugge? Must I pursue one who flees me?
chi mi disprezza amar? who scorns my love?
Sapro scacciar dal petto I know how to drive my lamentable
il mio funesto affetto; affection from my breast;
sapro abborrir Ia perfida I know how to abhor the perfidious one
che ride al mio penar. who laughs at my suffering.
Sapro . .. ma intanto il core Lknow how . . . but meanwhile my heart
langue nel suo dolore languishes in its sorrow
e della mia speranza and begins to doubt
comincia a dubitar. my hope.

Certainly 1 felt just now
a disquieting agitation in my blood

that deranged my mind; now, thanks to the gods,

my spirits are regaining their former
perfect equilibrium. Oh, could I but meet
Ofelia! I know that every day

she likes to take a walk

in these woods;

I would like to see her; | will search for her.

Stelle ingrate, avversi Dei,
che volete ancor da me?
Son confuso, son oppresso,
non infende pii1 me stesso. a Cor.
A miei mali una speranza
pbur m’avanza ancora in te.

Ungrateful stars, hostile gods,

what more do you want from me?
I am confused, I am oppressed,

I no longer know myself. fo Corrado
Yet still a hope for my woes

rests with you.

i

Comments. Line 12, libretto has “Sveller sapro.” Line 18, libretto has “sua

costanza.” Line 25, libretto has “ancor.”
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7. Pupille amorose dell’idolo mio
Aria for Eufemio di Siracusa in Gli equivoci by Stephen Storace, Vienna, 1786; libretto
by Lorenzo Da Ponte, adapted from a French translation of William Shakespeare, The
Comedy of Errors. The aria occurs in act 2, scene 5, on page 53 of the libretto.

In Shakespeare’s The Comedy of Errors, two sets of twins, separated during infancy,

Comments.  Line 3, score has “vedrai che chi” in mm. 88 and 134. Line 5, libretto of
1791 (see list of sources in critical notes) has “sempore.”

9. Lieti e amorosi i rai
Aria for Endimione in L'arbore di Diana by Vicente Martin y Soler, Vienna, 1787; libretto

are reunited as adults under comic circumstances. In this aria the recently arrived
Eufemio di Siracusa, still believed by everyone to be his brother Eufemio di Efeso,
woos his supposed sister-in-law, who is naturally horrified.

by Lorenzo Da Ponte. The aria occurs in act 1, scene 4, on pages 13~14 of the libretto.
Amore has just appeared to the men in the guise of a shepherdess. Endimione finds
her enchantingly beautiful.

Pupille amorose Loving eyes Lieti e amorosi i rai, Joyful and loving were her glances,
dell'idolo mio, of_my idol, , bianca Ia carne avea, her body white,
serene, pietose, bright, compassionate, d’ebano il crin parea, her hair like ebony,
vi piaccia girar. may it please you to turn them on me. parea di neve il sen. like snow her bosom.
Quel guardo severo, That stern look, E il vermiglietto labbro And her ruby lips parted
quel rigido aspetto that severe appearance con tanta grazia apria with such sweetness
i core nel petto makesl my heart che nato si diria that [they] seem to have been born
mi fa palpitar. throb in my breast. per fare il ciel seren. to make the heavens bright.
Mostratemi un raggio Show me a ray
di placida calma; of mild trancuillity; ) Comment. Line 1, the libretto has “guardi” in place of “rai.”
se il labbro, se I'alma if lips, if thg soul Other source.  Da Ponte, Libretti viennesi, 1:634-35.
si denno spiegar. are to explain themselves.
L'esperto nocchiero The expert steersman . ‘ . ]
non lascia la sponda does not leave the shore 10. Come? Aspasia una schigoa?—Soave luce di paradiso (revised version)
se il vento, se 'onda if the wind, if the waves Recitative—aria for Atar in Axur, re d'Ormus by Antonio Salieri, Vienna, 1788; libretto
fremente gli par. seem too rough to him. by Lorenzo Da Ponte, adapted from Pierre-Augustin Caron de Beaumarchais, Tarare.
Ah, ch’ella non ode Ah, that she does not ‘.ﬁS]ike The aria occurs in act 2, scene 4, on page 21 of the libretto.
il suon di mia voce, the sound of my voice, The king Axur envies his general Atar for his popularity with the people as well as
e forse si gode, and perhaps enjoy, for his happy marriage to Aspasia. Unable to contain his envy, he has Aspasia kid-
quell’alma feroce, that fierce soul, napped for his harem. Desperate to find hex, Atar asks Axur for his help. Axur mocks
di far coi begli occhi making lovers suffer him by asking a servant whether he remembers anyone called Aspasia, perhaps a
gli amanti penar. with her beautiful eyes. pretty slave, arriving at the harem. The word “slave” triggers a rapturous description

Comment. Line 7, score has “cor” in m. 41. of Aspasia from Atar.

Other sources. Da Ponte, Libretti viennesi, 1:512; Stephen Storace, Gli Equivoci, ed. Come? Aspasia una schiava? What? Aspasia a slave?
Richard Platt in Vocai score, Musica Britannica, vol. 86 (London: Stainer and Bell, 2007), Sire, perdona! a si odiosa idea Sire, pardon! such an odious idea
295 3. non resiste quest’alma: Aspasia & Dea. this soul does not withstand: Aspasia is a goddess.
Soave Iuce The soft light
, . di paradiso of paradise
8. Vedrai che a torto offendi ) entrr)o il bel viso wi’?hin the beautiful face
Insertion aria by Vincenzo Righini for Clicerio in Le trame deluse by Domem(_:o brillava ognor. shone always.
Cimarosa, for the 1787 Vienna production. The words of the aria may ha\./e been writ- Parean celesti Her glances and gestures
ten by Lorenzo Da Ponte, librettist at the imperial court theater. A comparison Qf the li- li sguardi e i gest, appeared celestial,
bretto and score used for the 1787 Vienna production show-s thzlit ‘Fhe aria was 1r‘1!:erp0- il dolce suono the sweet sound
lated into the opera at the end of act 2, scene 4, but the text is missing from _’rhe libretto, de’ cari accent of her dear accents
suggesting that the aria was a late addition to the opera. The aria was refained for the piovea content rained contentments
1791 production and can be found in the 1791 libretto on page 45, at the end of act 2, dentro il mio cor. on my heart.
scene 3. ‘ ) Per rinvenire Aspasia To find Aspasia
A pair of swindlers, Ortensia and Don Nardo Fionza, are sc}}emm.g tg defraud the io stancherd i vivent, I will tire out the living,
old and somewhat senile Don Artabano. In the aria below, Cavalier Clicerio, who 'loves Aspasia, i miei lamenti Aspasia, my laments
Olimpia, the old man’s niece, tries to warn Artabano of what Nardo and Ortensia are YEco ripetera. Echo will repeat.

up to, but Artabano puts him off by saying he doesn’t believe him and just wants his _ o . ) ) _
Other source.  Da Ponte, Libretti viennesi, 1:767, for the first thirteen lines.

peace.
Vedrai che a torto offendi You will see that you unjustly offend , . , .
chi chiude onore in petto, who harbors honor in his breast, 11. V'andro tutto si tenti
vedrai chi difendi you will see that those you defend Aria for Atar in Axur, re d'Ormus by Antonio Salieri, Vienna, 1788; libretto by Lorenzo
& un empia, un traditor. are wicked and traitorous. Da Ponte, adapted from Pierre-Augustin Caron de Beaumarchais, Tarare. The aria oc-
Tu sarai sempre un misero, You will always be a poor soul, curs in act 3, scene 4, on pages 34-35 of the libretto.
io resterd chi sono, 1 will remain who I am, The guardian of the harem, who is loyal to Atar for having once saved his life, con-
mi chiederai perdono you will beg pardon of me fides to Atar that it was Axur who abducted Aspasia and that she is being held in his
ma sara tardi allor. but by then it will be too late. harem. Left alone, Atar mentally addresses the king.



V'andro tutto si tentd, I will go there and try everything, peasants on the estate and requests their cooperation. He addresses the following re-
ogni tiparo & poco every defense is useless marks to Rusticone, who later is revealed to be hiding the missing woman. When her
ad un furente foco, against a furious fire, identity is discovered and verified by the existence of a casket of jewels and papers,
a un disperato amor. against a desperate love, Lord Fideling marries her.
Penetrerd 1 recessi I'will penetrate the recesses Fra Vorror di questa selva Among the horrors of these woods
del tuo recinto infame, of your foul enclosure, tu non sal qual gemma & ascosa, you do not know what jewel is hidden,
non sazierai tue brame, you eril not satiate your hust, te felice se tal cosa I will make you happy if such a thing
O perfido avoltor, O perfidious vulture, tu m’aiti a discoprir. you help me find.
in lei che viva o morta whether she is alive or dead :
saprd strapparti ancor. I will be able to tear you apart. Other source and comment. Da Ponte, Libretti viennesi, 2:956; in line 4, Della Cha
Ne deplorar mia sorte, Nor deplore my {fate, replaces “discoprir” with “discolpar.”
1 ] however it may turn out, . . . . . c i g , .
gl‘;aﬁ?;ggﬁ f;anﬁ)g:t?e’ whoever gave B;OU life 14. Siam salvi almeno in questi scogli-—Se pietd d'un infelice
chi a te la vita dia, deserves to die. Recitative—aria for Adrasto in the cantata II natal d"Apollo by Vincenzo Righini, Vienna,

Other sources. Da Ponte, Libretti viennesi, 1:776; liner notes to compact disc record-
ing of Antonio Salieri, Axur, re d'Ormus, conducted by René Clemencic, 1996, Nuova
Era 6852-54.

12. Ohimé, qual fosca nube—Il mio bene io gia perdei
Recitative—aria for Marchese Astolfo in La pastorells nobile by Pietro Alessandro
Guglielmi, Naples, 1788; libretto by Francesco Saverio Zini. The aria occurs in act 2,
scene 4, on page 38 of the libretto.

The Marchese Astolfo pursues the shepherdess Eurilla and is not at all interested in
meeting Donna Florida, the woman he is to marry. Confusion and various subterfuges

22 and 23 December 1789; the libretiist is unknown. The aria occurs in the parte prima,
scene 2, on page 14 of the libretto used for a 1794 performance in Berlin.

In antiquity there were two sites dedicated to Apollo: the city of Delphi, where he
established his oracle, and the island of Delos, where he was born. At the time of
Apollo’s birth, according to this story, Delphi was terrorized by a great dragon. The
people demanded a sacrificial virgin, and the choice fell on Erifile. Her intended bride-
groom Alceo fled with her in a ship. The people’s leader Adrasto sailed after them in
pursuit. A storm drove both ships to Delos. In the aria below, Adrasto vows to find and
sacrifice both of them. He apprehends them, but Apollo intervenes, appointing them as
his priest and priestess and instructing them to return to Delphi to slay the dragon, to
establish his oracle, and o marry.

enste. In order to restrain the Marchese, the village mayor Don Polibio announces that

: . . . . . . . Siam salvi almeno in questi scogli. Oh notte We are at least safe in these rocks. O night

Eurilla has had an accident and has died. The Marchese is beside himself with grief. tenebrosa, ed orrenda! Ah! Vire, oh Numi, dark and frightful! Ah! O gods, appease
Ohimé, qual fosca nube Alas, what dark cloud placate al fin. Deifo non sia I'oggetto at last your anger. Let Delphi not be the only object
mi toglie agl occhi il giorno? obscures the day from my vision? sol del vostro furor. Patria infelice! of your fury. Unhappy homeland!
Qual fulmine del ciel mi stride intorno? What thunderbolt from heaven strikes me? Desolata citta! Fate, che Alceo, Afflicted city! Let me find Alceo
Eurilla, ah dove sei? Eurilla, ah, where are you? ch’Erifile io raggiunga, e a voi svenati and Erifile, and I will sacrifice
Io per voi la perdei, da voi la voglio, Through you [ lost her, from you | want her, ambo cadran! Ma tu . . . qual nuova? Il vento both to you! But you . . . what news? The wind
ma barbari, esultate al mio cordoglio? but barbarians, do you rejoice in my anguish? qua spinse ancor de’ fuggitivi il legno? also drove here the fugitives’ ship?
Ah! tacete, tacete, Ah! be quiet, be quiet, Grazie, oh Numi placati! In nostre mani Thank you, O placated gods! Already
odo i flebili accenti I hear the plaintive sounds gia sono i rei. Vendicherd . .. No? Come? the guilty ones are in our hands. I will avenge you.. ..
del caro mio tesor . .. 'ombra adorata of my dear treasure . . . adored shadow No? What?
girarmi intorno io miro . . . [ see turning around tome . . . I} conosciuto legno & sulla sponda: The ship, recognized as theirs, is on the shore:
ferma ... senfi. . dov'e? Ah, che deliro. Wait .. . listen . . . where is she? Ah, how delirious T am. &'Erifile, e Alceo non v'& novella? [but] of Erifile and Alceo there is no sign?
Il mio bene io gia perdei, My dear one I already have lost, O forse gli assorbi 'atra procella! Perhaps the atrocious storm swallowed them up!

pitt speranza il cor non ha. my heart has no more hope. Se pieta d'un infelice If it is true that heaven does not feel pity

Del mio duol, de’ mali miei Of my sorrow, of my sufferings egli’ & ver che il ciel non sente, for an unhappy one,

voi sentite almen pieta. you feel at least pity. terra misera e dolente today Delphi will remain

Provo al vivo nel mio seno I feel to the quick in my breast oggi Delfo rimarra. a miserable and unhappy place.

del destin la crudelta. the cruelty of fate. ) . . . . -
Ma che dico? che ragiono? But what am I saying? what am I thinking? ?omnlettts.. Line Ef, libretto has _“Desolta” and “citta.” Line 12, libretto has “I>'Frifile,

Sol io colpo al fiero eccesso, Only [ sin to wild excess, d e’Alceo.” Line 17, libretto has “rimarra.”

e sol contro di me stesso and only against myself

la vendetia sapro far. will I know how to exact revenge.
Via furioso Leaves angrily

Comments. Line 1, libretto has “Oime” and “fesca.” Line 3, libretto has “Ciel.” Line
11, score has “deh senti . . . dov’2?” in mm. 34-37. Line 13, libretto has “no.” Line 16, li-
bretto has “del.” Line 20, libretto has “une” instead of “me.”

13. Fra Uorror di questa selva

Cavatina for Milord Fideling in La cifra by Antonio Salieri, Vienna, 1789; libretio by
Lorenzo Da Ponte, adapted from Guiseppe Petrosellini, La dama pastorella. The aria oc-
curs in act 1, scene 1, on page 8 of the libretto. '

Milord Fideling, in search of the missing daughter of the former lord of the estate
which he has just inherited and which he is now visiting, announces his mission to the




