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minor thirds illustrate the text passage “oder sänk’ ins frühe Grab” [or
sink into an early grave]; also quite remarkable are the trumpet signals
of the last measures, with their triplets contrasting against the eighths 
of the basses. The solo (!) drum roll at the close of the piece is unique:
nowhere in Mozart’s oeuvre do we encounter something similar. In
measures 7–11 and 78–80 of the dragon aria Mozart gives the ‘hero’ a
theme that Beethoven was to use in the finale of the Eroica twenty years
later. The completion of the orchestral score and the presentation of this
first piano reduction will hopefully help free this delightful piece from
its shadowy existence as a fragment. 

“Dove mai trovar quel ciglio?” from K. 430 (424a)
“I have looked through at least a hundred libretti and more, but I have
hardly found a single one with which I am satisfied; […] But indeed I
should dearly love to show what I can do in an Italian opera!”, wrote
Mozart on 7 May 1783 to his father. Among the libretti he was reading
before he came across Beaumarchais’s controversial Le marriage de 
Figaro were L’oca del Cairo and Lo sposo deluso. Both of the opera drafts
written in Salzburg between July and October 1783, before Figaro, re-
mained in fragmentary form, no doubt chiefly because there were no
prospects of staging the works. And Mozart was forced to compose
works “which at the moment are bringing in money.” They mark the 
period between the Entführung and Figaro and contain a wealth of truly
beautiful musical ideas. Concerning the Pulcherio aria from Lo sposo 
deluso, Mozart wrote to his father on 6 December 1783: “I am quite 
satisfied with the aria buffa, the quartet and the finale […] I should 
therefore be sorry to have written this music to no purpose.”
Pulcherio attempts to reconcile a bride and her groom who have just
had a falling out, and points out each person’s unique qualities. As 
for himself, he is happy to simply be free. “Mozart solved this task 
brilliantly: Pulcherio speaks to the groom in a firm and manly way, and
to the bride in an ingratiating and comically effusive manner. At this 
moment the orchestra should also have something important to add,
yet one unfortunately finds only a few meager suggestions.” (Hermann
Abert) To be fair, they are not all that meager, since we do have the 
complete vocal part, the fundamental part and a few cues for the or-
chestration. On the basis of these indications, the editor has produced
a complete instrumental version which is offered here along with the
piano reduction for the first time in print, in an effort to render this
charming aria performable.

“Non temer, amato bene” from K. 490
In Mozart’s “personal work catalogue,” one finds under the date 10
March 1786 the following entry: “Scena con Rondò with violin solo for
Baron Pulini and Count Hatzfeld from the aforementioned opera”.
This refers to a concert performance of Idomeneo in Vienna, for which
Mozart made a number of revisions necessitated by changes in the cast,
to wit, the part of Idamante, which was now sung by a tenor instead of
a castrato (mezzo-soprano). The performance took place at the private
theater of Prince Johann Adam Auersperg in Vienna on 13 March under
the composer’s direction. Count August von Hatzfeld, a friend of 
Mozart’s and an excellent violinist, played the solo violin part. In this
volume of arias, we have included only the Rondò, not the preceding
Scena with Ilia. In the dramatic recitative, Ilia reproaches Idamante for
no longer loving her. Furious, Idamante refutes her and swears that 
living without her would be worse than death. Ilia must not lose heart
and be sorrowful, for he would rather die together with her than live
without her.

On the Piano Vocal Score
The orchestral writing of the arias – and of the early ones in particu-
lar – was designed in view of the venues for which they were respectively
created, generally theaters. In the eighteenth century the use of a key-
board instrument (harpsichord or, starting in the 1780s, a fortepiano)
was obvious. In the piano reduction, important harmonic tones were
added in a consciously sparing manner where the orchestral writing is
relatively thin and a figured bass realization would have been expected. 

On the whole, Mozart’s concert arias – far too little known in general –
offer a wealth of musical delights and are extremely valuable from a
vocal and pedagogical point of view alike. They enable us to refine 
and heighten our understanding of Mozart, who loved it when “an 
aria is as precisely adapted to a singer as a well-tailored suit of clothes.”15

This edition would like to make its contribution to a renewed assess-
ment of the arias. We wish to thank in particular Christoph Prégardien,
who created the cadenzas and lead-ins on the basis of his own practical
experience.

Munich, Spring 2005 Franz Beyer
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8 Va, dal fu ror por ta ta, pa le sa il tra di men to, pa
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8 è, il tra di tor qual’ è.
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8 ta ta, pa le sa il tra di men to; ma ti sov ven ga, in
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8 è, il tra di tor qual’ è, il tra di

74

8 ta, ma ti sov ven ga, ma ti sov ven ga, il tra di tor qual’
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8 gra

67

8 gra ta, il tra di tor qual’ è, ma ti sov ven ga, in
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8 ta ta, pa le sa il tra di men to, ma ti sov ven ga, in
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II

sco pri, ma pen sa in quel mo

90

8 Sco pri la fro de or di ta, la fro de or di ta,

Fine

86

8 è.

82

8 tor qual’ è, il tra di tor

.

qual’

seconda volta
8 il tra di tor qual’

prima volta
8 il tra di tor qual’
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