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elsewhere in the opera,*” but it should be remembered that the figures of intrigue in opera seria
cannot be judged by the standards of strict psychological development, being generally depicted
at the outset as impassioned, black-hued villains. Once they have performed their duty within the
course of the piece and at the end — as is only fitting — succumbed to the principle of good, they
retire from the scene of action as figures of despair fired by the same impassioned rhetoric as
before. We must be grateful to Mazzola for rejecting Metastasio’s simile aria at this point, ‘Getta il
nocchier talora, in favour of a direct emotional confession on Vitellia’s part. Here Mozart seized
his opportunity with both hands and created an atmospheric portrait in which we see a purely
human face, with all its individual features, behind the conventional mask.

The aria passes without a break into a solemn and transitional andante maestoso that gives way
in turn to a chorus (‘Che del ciel, che degli Dei’) whose strict, archaizing, almost churchlike tone
evokes the sense of horror at the attempt on Tito’s life that still haunts the minds of all involved in
the drama, conjuring up a mood that finds expression in the solemnly measured, independent
accompaniment, with its rhythmic ostinato in the bass, and in the numerous dissonant suspen-
sions in the part-writing. The listener will be reminded of similar pieces by Handel. Shortly before
the end Mozart uses these devices to achieve an effective increase in tension. Only when Vitellia
accepts responsibility for all that has happened and Tito expresses his resolve to pardon all
concerned in another expressive accompagnato (‘Ma che giorno ¢ mai questo?’) do the heavens
brighten for the finale (‘Tu, & ver, m’assolvi Augusto’). By now Hasse’s brief and vacuous closing
choruses had already given way to longer French-inspired complexes for soloists and chorus, and
this is the model that Mozart adopts in order to bring the now complete action to a musically
effective conclusion. Needless to say, the emotions described here can only be of a very generalized
kind, with happiness and gratitude uppermost in the characters’ minds. Yet Mozart shows great
skill in working them up into an effective climax, with the exchange between Sesto and Tito
followed by a more animated ensemble for the soloists. Only then does the chorus enter, an entry
ushered in by a mighty unison in the full orchestra, which now includes trumpets and timpani,
and by Vitellia’s dramatically effective triadic ascent to a top g’, which soars above the others like
a radiant star over the chorus’s hymnlike ‘Eterni dei’. Following this first general tutti, the dialogue
between Tito, who continues to be accompanied by strings alone, and the other characters
becomes livelier. On some occasions Tito himself spins out the melodic thread, on others he
completes the line begun by the tutti, ending it in the manner of a refrain. Even when this dialogue
takes place within very narrow confines, as at the exchange “Vegliate’ — “Troncate, he maintains his
melodic independence. Here, too, the way in which the soloists and chorus are subtly differenti-
ated creates a very fine impression. The opera thus ends entirely in the spirit of an opera seria, not
in a dramatic way, but with a section which, musically speaking, is finely structured and extremely
felicitously nuanced in terms of its sonorities.

Any comparison between Idomeneo and La clemenza di Tito is bound to be to the latter’s disad-
vantage, as the later work lacks the sense of profound personal experience that we find in the
earlier piece. In Idomeneo Mozart still believed in his artistic mission even in the field of opera
seria. By the time that he wrote La clemenza di Tito, this world lay far behind him, and his only
concern was to carry out his professional duty and complete a task that only sporadically engaged
his interest. Although there is undoubtedly progress on a formal level (the distended and noisy
ritornellos have gone and musical forms are generally handled in a more concise and flexible

40. See Jahn, W. A. Mozart, 11.583.
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manner), the work falls surprisingly short of Idomeneo even on a purely instrumental level. In the
case of Idomeneo Mozart had successfully exploited all the impressions gleaned in Mannheim and
Paris, whereas, with the exception of a handful of numbers that are festive in character, La
clemenza di Tito tends rather towards the more intimate and translucent instrumentation of the
later works, yet without coming anywhere near them in terms of its subtlety. In general one looks
in.vain for the inspired use of the orchestra that was one of Mozart’s supreme dramatic achieve-
ments. One reason for this may be the limited time that he had at his disposal to work on the piece,
but in general it reflects current practices in the world of opera seria, in which the voices were
regarded as more important than the orchestra, sensuous beauty and theatrical effectiveness more
important than characterization. In short, Mozart found himself in the position of a composer
who, at the instigation of a third party, completes a task that has little appeal for him but which he
none the less carries out with the assured taste and sense of style of the mature artist. Herein lies
the work’s strength, but also its weakness.

Understandably responses to the piece varied depending on the individual critic’s standpoint.
According to Niemetschek, many observers regarded La clemenza di Tito as Mozart’s most
consummate work, as everything about it, including the ‘modest’ instrumentation, expressed ‘the
simplicity and calm sublimity of Tito’s character and of the action as a whole’*! Niemetschek
himself saw the work as a shining example of pure taste and apt characterization.*” Another
reviewer criticized Metastasio’s text but was all the warmer in his praise of the musical character-
ization not only of the mild-mannered Tito, but also of the sublime Vitellia and of the ideal
tenderness of the friendship between Sesto and Annio. On the whole, he concluded, the work was
worthy of standing alongside Goethe’s Tasso.# Johann Baptist Schaul, by contrast, thought that,
with the exception of a handful of numbers, everything was so dry and tedious that one would
assume it was the work of a novice rather than of a mature composer.* According to a highly
respected Italian writer living in Naples, it was only in the serious arias that one occasionally
glimpsed Mozart’s genius, revealing what the composer could have achieved if he had been better
guided. The keenest, but also the most justified, criticisms came from Berlin in 1796.*> Rochlitz
struck a more tolerant note:

He was no god, and so he saw himself obliged either to deliver an entirely mediocre piece or to
rework only the main numbers as best he could and to dash off the less interesting ones in
keeping with the fashionable tastes of the public at large; he rightly chose the latter course.

In Prague La clemenza di Tito was initially repeated several times with mounting success, its final
performance on 30 September 1791 coinciding with the first night of Die Zauberflote.” It then
disappeared from the repertory until given at the Burgtheater in Vienna on 31 March 1795 as a
benefit performance for Mozart’s widow.** Its fortunes were also helped, albeit only modestly, by

41. Niemetschek, Leben des k .k. Kapellmeisters Wolfgang Gottlieb Mozart, 73.

47 Niemetschek, Leben des k .k. Kapellmeisters Wolfgang Gottlieb Mozart, 47.

43. AmZ,iv (1801/2), 822-3.

44. Schaul, Briefe iiber den Geschmack, 59.

45. Deutschland, i (1796), 269-70 and ii (1797), 363—4. Reichardt emphatically denied authorship of these articles in his
Berlinische musikalische Zeitung, i (1805), 6.

46. Rochlitz, ‘Verbiirgte Anekdoten 151.

47. Briefe, iv.157 (letter of 7/8 October 1791).

48 Wlassak, Chronik des k. k. Hof-Burgtheaters, 98. The part of Sesto was sung by Aloysia Lange; see Hanslick, Geschichte des
Concertwesens in Wien, 192.
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the success of Die Zauberflite. From the end of the century it crops up both in the theatre and in
the concert hall in individual towns and cities, including concert performances in Vienna and
Breslau® and a fully staged production in Frankfurt am Main, all in 1799.>° In London it was given
as a benefit performance for Elizabeth Billington in 1806, the first of Mozart’s operas to be heard

in the capital.” Later performances include productions at the San Carlo in Naples in 1809, in
Paris in 1816 and at La Scala, Milan, in 1818.%

49. Schlesinger, Geschichte des Breslauer Theaters, 95.
50. Carl Valentin, Geschichte der Musik in Frankfurt am Main vom Anfange des XIV. bis zum Anfange des XVIII, Jahrhunderts, 257
In 1800 Goethe’s mother heard the work and was moved to tears at the appearance of the Capitol and at Tito's entry; see 5
der Goethe-Gesellschaft, iv (1889), 198,

51. Reichardt, Berlinische musikalische Zeitung, ii (1806), 123; Parke, Musical Memoirs, ii.3—4; and Pohl, Mozart und Hayds
London, 145-6.

52. Florimo, La scuola musicale di Napoli, iv.266.

53. AmZ, xviii (1816), 463.

54. Cambiasi, La Scala, 308. « The pan-European and nineteenth-century reception of La clemenza di Tito has been widels
studied since Abert’s time. For specific case studies, see Hiltner, *“La clemenza di Tito” von W. A. Mozart im Berliner Musikleben
der ersten Hilfte des 19. Jahrhunderts’ and ‘La clemenza di Tito' von Wolfgang Amadé Mozart im Spiegel der musikalisches
Fachpresse zwischen 1800 und 1850: Rezeptionsgeschichtliche Untersuchungen unter besonderen Beriicksichtigungen der Wiemes
Quellen und Verhiltnisse; Senici, ""Adapted to the modern stage™: La clemenza di Tito in London’; and Cowgill, *“Wise men from
the East”: Mozart’s operas and their advocates in early nineteenth-century London’ More generally, see Senici, La Clemenza &
Tito di Mozart: I Primi Trent'anni (1791-1821); Durante, 'Mozarts La clemenza di Tito und der deutsche Nationalgedanke: B
Beitrag zur Titus-Rezeption im 19. Jahrhundert’; and Rice, W. A. Mozart: La clemenza di Tito, 104-59.
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rank, like Mozart, could write only once in his life;

1t is an opera seria unlike any other. It was not taken up i
~other cities simply because at the time only Munich could
produce such a work. Mozart wished to transplantittoVienna,
and had in mind a performance in German translation, - &
following the precedent of Gluck with some of his operas; . 48
but he had to give up the idea. In 1786, the work seems to' e -
have had a concert performance in private for which Mozart. ;8
added some purely concert pieces to it (K. 489 a,nd_ 490). As
always, he did only infinite harm to his own work, just as .ha_.}-_:l;f._l;
later did when he made changes in Don Giovanni and Figaro.." =3
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improvement. But even in Vienna, five years after its original .4
© composition, and when Mozart was five years older and more

mature, he found nothing to change as far as the essence of:. -
the music was concerned. It is said that he valued and loved &

Idomeneo most among all his works, and this any true musician. "«

“'; ;1 - rondo’ would- have been very welcome.
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;,5;_'_;: The c&te'gor}cal judgment of the Empress has been recorded:
]ima Porcheria tedesca (Germa.n rubbish). The Prague reporter
. for Kunzgn- and Reichardt’s Studien fiir Tonkiinstler und
= Musik-Freunde (IX, p. 70) stated:: - A '

-y

. The grand Italian opera La Clemenza di Tito composed by the Herr

- Capellmeister Mozart, produced in. connection with the coronation

g Ccremonies, did not have the success that the composer, who has
- always been so popular here, had a right to expect. o

............

- But this was true only of the firs
»  October, Mozart was able to

¢ relying on reports of the
= Stadler: |
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first performance. On 7
write Constanze. probably
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> ... Tito was given in Prague for the lést *Iti' ' | ith
1 | U me [30 September] with
tremepdous _applause. Bedr_m sang better than ever. The little duet in
. A major which the two maidens sing was repeated; and had not the

> audience wished to spare Madame Marchetti, a repetition of the
Cries of “Bravo” were

b
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24 shouted at Stodla [= Stadler, for the arias Nos. 9 and 23] from the

DEZACT  For ten years then, Mozart did not write anothe‘r opera
' seria. Vienna, despite Gluck or perhaps because of him, had -
ceased to be a homé of serious Italian opera. Gluck virtually . &

had to force his Alceste on the Viennese. The weight of l‘us .
personality and of his continent-wide reputation was such in &

the early ’eighties that he could produce his Paris operas in - 4
German, but the place where they made a really deep mn- . i
pression was not Vienna, but North Germany, especially - g ! .
Berlin. At the Imperial Court there were no longer many festal < & 1, and Niemtschek (p.
occasions to celebrate. The Empress Mother, Maria Theresa,. 38

had been dead since 1780, and the Emperor, widowed _a;.n.d E
childless, was far too parsimonious to induige in opera seria

with it lavish stage-settings and its castrati.

Then, in the summer of his last year. Mozart received one @
more commission. The Bohemian Estates extended to -hn:n,, E
through the impresario Guardasoni, an invitation t0 write o
a festival opera for the coronation of Leopold II as King of. ¢
Bohemia. He had four weeks in which to execute the com- X
mission. The libretto was prescribed — La Clemenza di Tito, %
2§ ttore di Sassonia” (made into a real opera by Si

by Metastasio, one of the oldest tributes of loyalty from the

pen of the imperial poet. (He had written it 1n 1734.) The first By ._
af This was an honor he did not pay to da Ponte even for

performance took place on 6 September 17 91:1t was not a suc-
cess, either among the Imperial Highnesses or with the public,
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)
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. parterre and even from the orchestra . .

> Itis customary to speak disparagingly of La Clemenza di
Tito and to dismiss it as the product of haste and fatigue |
W@ A product of haste it certainly was. There was so little time
to take over the composition of the secco
horship of them quickly became known:
ondent previously quoted already knew of

. recitatives; his aut
38 the Prague corresp
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74) confirmed it. But not of fatigue.
. ; the Requiem, on which Mozart was
: - workmg at tl}e same time, show little sign of fatigue. Mozart’s
4 contemporaries and the composer himself had a quite different
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ODiI:liOIl of La Clemenza di Tito. Its success constantly increased
@ during the rest of the century, and of all Mozart’s operas this
: was the first to reach London, and the only one that did not
& have to suffer the mutilations to which the others, until very
s Tecent times, continued to be subjected there. As for Mozart -
g himself, he entered in his catalogue: “La Clemenza d; Tito..,
S:A:S:PEle-
gnor Mazzola,
Serene Highness, the Elector of Saxony).

2§ ndotta a veraopera dal Signore Mazzola, Poeta di

' ‘*-.':'. e . -
. court poet to His
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zart odveéul: Presné tolik, kolik je nutné, Velicenstvo!“ Tuto repliku vsak miie-
me klidné odkazat do rise bachorek.

V tom tvrdém vyroku cisarovny zjevné ne zrovna naklonéné Némcum je wia-
dreno obecné hodnoceni dila. Nevztahovalo se asi na jeho uméleckou kvalim.
spise na osobu tvurce, ktery u vznesenych panti uz nebyl persona grata a povazo-
vali ho za cloveka pochybné povésti, mozna dokonce za potencialniho vzbou-
rence, rozhodné uz ne za vhodného dvorniho skladatele, a on zde také jako 1a-
kovy nefiguroval: Mozart nedostal zakazku, té se dostalo prazskému impresariov
Guardasonimu, ktery ji dohodil Mozartovi, protoze si vzpomnél na uspéch Figa-
ra a Dona Giovanniho, a pritom nepochopil, Ze tady jde o jiny ukol. Neslo o po-
pularitu, nybrz o seridzni diastojnost.

HisTORIE vZNIKU Tita ma dvé verze. Ta prvni, legendarni, tvrdi, Ze Mozart na-
psal partituru za osmnact dnt, protoze od zadani k premiére nemél vic ¢asu
k dispozici. Ovsem jako vSechna tvrzeni zkamenéla do podoby legendy ji zpo-
chybnuje novéjsi badani, které zas upada do opacného extrému a soudi, Ze Mo-
zart se prace ujimal znovu a znovu v pritbéhu nékolika let. Ctyfi roky predtim
(4. listopadu 1787), po uspéchu Dona Giovanniho, opravdu psal priteli Gottfrie-
du von Jacquinovi:

~Delaji vSechno, abych tu zustal jesté par mésict a napsal jesté jednu operu, -
Ja ale tuto zadost, ackoliv je tak lichotiva, prijmout nemohu.*

Tato pasaz dopisu je do jisté miry zahadni. NedokizZeme si ji vylozit. Mozart
Prahu miloval, slavil tam své nejvétsi uspéchy, nikde se necitil tak dobfe jako me-
z1 svymi prazskymi prateli. Skladani oper daval prednost pred vsim ostatnim. Ve
Vidni nemél co zmeskat. Jak jej zname, byl by téch nékolik malo zaki, které moz-
na jesté mel, rad a chladnokrevné obétoval aktivité vitanéjsi. Kromé zaka by ho
byl ve Vidni nejspis nikdo nepostradal. Pro¢ tedy nemohl zakazku pfijmout? Jed-
nou z moznosti by mohlo byt, Ze jesté jednou nabyl konkrétnich obrysii plan na
cestu do Londyna. Avsak pak by text té dopisové pasaze nebyl tak tesklivy. Mo-
zartovo verbalni vyjadrovani je vzdycky nanejvy$ tajemné tam, kde se néceho od-
rika, kde pise: ,Ja nemohu...“ ProtoZe pokud vime, nikdy nenapsal pro¢, ledaze
by dopis s odreknutim da Pontemu byl pravy.

Co napriklad asi odpovedél londynskému opernimu podnikateli O’Reillymu,
ktery ho 26. rijna 1790 zval do Londyna, aby tam za 300 liber Sterlinkti napsal dvé
opery? Co Mozarta, pro néhoz byla Anglie zemi snu, jesté drzelo ve Vidni, ktera
se pred nim uzavirala, ktera odmitala jeho zadosti, ktera ho nechavala cekat, ja-
ko by vyckavala, az zemrer Byly to snad opravdu ,chmurné predtuchy“? Protoze
~tajemné kouzlo™ to asi byt nemohlo. Anebo se mu snad ten dopis s nabidkou vu-
bec nedostal do ruky? Znicili ho zavistivci, zatajila mu ho Constance? Nevime.

JE VSAK NEPRAVDEPODOBNE, Ze by se tehdejsi prazska zidost vztahovala na La Cle-
menza di Tito. Jak jiz bylo receno, Mozart, zvykly na protagonisty jako Don Gio-
vanni a Figaro, by takovy text zahodil. Priklanime se tedy mnohem spise k verzi
legendarni, pricemz netrvame na onéch osmnacti dnech, i kdyz jich asi o moc vic
nebylo. A o moc vic jich ani nepotieboval. Secco recitativy dostal za kol vypra-
covat Submayr: Mozart ho vzal do Prahy s sebou. Accompagnati si vyhradil pro



sebe, na coz usuzujeme nejen z jejich kvality, ale i z autografu partitury. Ta obsa-
huje obligatni skvrny po vymazavani a kariky, ale ruka, ktera kmita po strankach,
byla jeho, ukaznéna, klidna, lehka: rozhodné to nebyla ruka nemocného ¢lové-
ka, tak jak si to pfeje a jak ndm to tispéiné vsugeroval Zivotopis opirajici se o po-
chybné a mlhavé prameny a predjimajici smrt, ktera pfisla tfi mésice nato.

Z rukopisu nikde nevycteme spéch. Je to podivuhodné, ale Mozartiv rukopis
nikde nepusobi jako chvatny, ani tam ne, kde z dat a z fakth vime, Ze byl psan
v Casové tisni: ani tramce jeho dvaatficetin se nikdy nevychyluji z obvyklého Mo-
zartova rukopisného ramce. Rondo Klavirniho koncertu d moll (K. 466, 10. tinora
1785), které psal v nejvyssim spéchu, takze ani ,nemél cas si ho prehrat, protoze
musel jesté prehlédnout kopii“ (Leopold Mozart dcefi 16. inora 1785), je mist-
rovskym kaligrafickym dilem (a nejen kaligrafickym!). Rukopis Koncertu ¢ moll (K.
491) je letmy jen tam, kde si klavirista Mozart nechaval otevienou moznost im-
provizace. Dva autografy se oviem ztratily, ty, které bychom potfebovali k potvr-
zeni: jiz zminéna Nocni hudba pro dechové nastroje (K. 384a), ktera ve svych os-
mi hlasech musela vzniknout za dva dny, a Symfonie C dur (K. 425, Lineckd), kterou
Mozart psal ,hlava nehlava“: jelikoZ na zpateéni cesté do Vidné z navitévy v Salc-
burku koncem fijna 1783 mél ,u starého hrabéte Thuna“v Linci uspotadat kon-
cert, ale nemél u sebe nic, napsal a nazkousSel za tii dny tuto symfonii. Af uz by
rukopisy vypadaly jakkoliv, dila nemaji povahu prileZitostnych skladeb.

NECHCEME SNIZOVAT vYzZNAM Tita, aviak viichni neomylné upadame do apolo-
getickeého slovniku, konstatujeme-li, Ze to nebo ono ¢islo opery dosahuje kvality
Cosi anebo uz predjima Kouzelnou flétnu; znamena to tedy, Ze uz zapocitivame ar-
gument potencialni kritiky.” Pokud vsak na dilo klademe to nejvyssi méfitko Mo-
zartovy dramatické hudby, tedy méfitko tfi oper na da Ponteho texty, pak je piis-
ne vzato spliuje jen nékolik malo ¢isel: jen zfidka se nam dostava hlubokého
uspokojeni z dramatického déje zprostiedkovaného hudbou. Arie se vétiinou
propadaji zpatky do neapolského stylu ranych oper, ackoliv nékteré jsou kratsi
a neobsahuji ritornely. Jim byla casova tisen zjevné ku prospéchu. Jakkoliv jsme
tedy vdécni za to, Ze tu nejsou dlouhé koloratury, repetice jednotlivych tematic-
ky nenavazanych slovnich sekvenci jsou piece jen ponékud obtizné stravitelné.
Ale Mozarta to zfejmé netiZilo: tady se naposledy ukaze zahy nabyta a ne nej-
Stastn€jsi rutina k vyfizeni zalezitosti Jlevou rukou®.

Je priznacné, Ze stejné jako v ranych typech opery seria, byl i tady Mozart nej-
Stastn€jsi v accompagnatech. Tady mame pied sebou opét vzrusujici dusevni dra-
ma, nebo spise: tady teprve postavy ziskavaji vlastni dusi, ktera se miize artikulo-
vat nad slovy a pres né, bez vazby na fabuli a nezavisle na jejim chatrném déji.
Pochopitelné nemtizeme u opery oddélit hudbu od tématu, které ma vyjadfit —
Jakkoliv bychom to casto radi udélali! —, jenze tady je to, co se ma vyjadfit, na-
prosto nejasne, individualni motivy jednani natolik postradaji jakoukoliv logiku,

79 Pro Ernsta Blocha jsou jak Titus, tak Idomeneo Jnaprosto neadekvitni Mozartovy opery, a elysium
tohoto génia namisto v apotedzach tkvi v zahradni hudbé Figara, ale také v Kouzelné flétné. Kondi
v triumfalnim tonu, v triumfalni zemi, které se upsala barokni opera.” Ernst Bloch: Das Prinzip Hoff-
nung, Frankfurt 1959, str. 971. Negativni apotedza Dona (iovanniho se na princip nadéje pochopi-
telné nevize.
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ze 1 Kouzelnou flétnu bychom nazvali psychologickym dramatem v porovnani s 7i-
tem. Meh bychom brat text vazné, abychom byli hudbé az doposledka pravi, coz
Mozart z nezbyti udélat musel; nam to viak dano neni. Jisté, Mozart tuto proble-
matiku a pfislusnou problematiku projevu, davérné znal, Hasseho operu Cle-
menza di Tito navic slySel uz v roce 1770 v Cremoné a védeél, jak se latce dostat na
zoubek. Jak rozhybal tu staticnost vyjevii, podobnou jakémusi tabld, dutou réto-
riku téch loutek, jak roztavil, ozivil tu zamrzlost, jak ji vdechl osvézujiciho ducha
komedie - jehoz se po operach na da Ponteho texty uz nezbavil —, to je genialni,
opumalni reseni. Presto nemame z téch toni opravdové potéseni, protoze jim
nutné chybi interpretacni charakter, kterym jeho vitvory nabyvaji hodnoty a sku-
tecnost. Postavy v Titovi nam pripadaji opravdu vhodné k tomu, aby operu seria
dovedly ad absurdum jako posledni vyhonky jednoho zanru. Tady jsou hranice
mezi vznesenym a smésnym témeér setieny.

Jak by mel skladatel vidét napiiklad paradni roli Sexta, ktery svého divérného
pritele a vladce Tita sice miluje, ale je ochoten ho zavrazdit, protoze to tak chce
Vitellia, kterou Sextus miluje, ktera viak netouzi po Sextovi, nybrz pravé po Ti-
tovi, jehoZ smrt si preje, protoze on ji nemiluje? Odpovéd zni: Mozart Sexta po-
chopitelné vubec nevidél, protoze ten je neviditelny, je to mrtvé narozeny arte-
fakt, ktery existuje pouze v danych emocionalnich situacich, bez kontinuity.
Mozart ho, ac by se Sextus mél vlastné predhodit jako zradlo divokym selmam,
interpretuje coby nézného a jemného, udélal z ného vnimavého a az pfilis od-
daného zamilovaného, ktery sviij Zal artikuluje v hutném belcantu, pokud ho je-
ho — véru opravnéné — vycitky svédomi neponoukaji k tomu, aby propukl v evo-
kace v ¢ moll. Avsak také jesté tvari v tvar tém nedustojnym ciliim ventiluje celou
stupnici své lability, a kdyz v tercetu druhého déjstvi (¢. 18) musi zpivat ,Di su-
dore mi sento, o Dio, bagnar® (,Potem jsem zbrocen, 6 Boze*), plisobi ta krasna
figura Es dur vii¢i onomu neprijemnému télesnému pocitu ponékud neade-
kvatné. Z nékolika nacrti vyplyva, Ze Mozart tuto roli zamgyslel pro tenor, ale im-
presario Guardasoni si pro ni sehnal v Itdlii prvotiidniho kastrata, ostatné nejspis
posledniho v déjinach opery: Domenica Bediniho. Mozart zménil koncept, prav-
dépodobné bez velkého rozruchu - znovu je tu pragmatik divadla, ktery bral vé-
ci tak, jak prichazely. MoZzna mu vsak, vzhledem k tomu, Ze §lo o pfileZitostnou
zakazku, nebylo zatézko vzdat se jakékoliv seberealizace.

BEDINI BYL TEDY ASI POSLEDNIM KASTRATEM a ta opera byla asi posledni operou
seria v déjinach hudby - prili§ pozdni konec jedné dramatické formy, ktera by-
la vlastné mrtvym plodem, ba ktera uz vzhledem ke své strukture byla vysmé-
chem jakékoliv tematické pravdépodobnosti a dramatické vitalité. Jevistni pii-
tomnost postav je tu totiz ztélesnénim planovani a reflexe, ne viak jednani. Jisté,
tématem tu jsou laska a smrt, avSak druhotna témata jako velkomyslnost a odfi-
kani je rozmélnuji a zbavuji dramati¢nosti. Nikdo na jevisti netasi dyku anebo
neobjima partnera, pokud takové akce dodateéné nevymysli reZisér. Rim v Tito-
vi sice malem vzplane, ale zadna z postav na jevisti tim neni opravdové zdésena
a ani hudbu to prili§ nezajima; palicovu modlitbu, tak kriasnou, a prosbu bo-
hum, aby se priteli-nepriteli Titovi nic nestalo, doprovizi v Es dur.

Plati asi pro vSechny obory uméni, Ze dilo, jehoZ forma byla uz v dobé vzniku






