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General description of the paper

Relevance of the thesis topic:

There is a great interest in Mozart among performer musicians and music researchers. His
creative work, covering all genres and forms of his epoch, is still highly relevant even after a
lapse of nearly two and a half centuries. Every performer is keen to have Mozart pieces in
his/her repertoire, which is a determinant of his/her prestige as a performer and a level as a
musician. The creative work of this genius is certainly an extremely interesting research
material for musicologists, being a subject-matter of numerous scientific studies and fiction
stories, as well as that of cinematic masterpieces (e.g. “Amadeus”, a film directed by Milo§

Forman).

There has been an everlasting interest not only in Mozart’s creative legacy, but also in his
personality, life and his sudden, unascertained and mysterious death. Mozart’s childhood - a
career of the “‘Wunderkind’ performer, 30-year skyrocketed and abundant creative activity, and
a sudden death at a very young age, the causes of which have given rise to extremely
contradictory versions, will always be a matter of keen interest, will always raise questions and
excite both, the researchers and admirers of Mozart’s creative work. Therefore, Mozart is and

will always be topical for researchers, as well as for musical performers.

There are numerous papers dedicated to Mozart's creative activity, in particular his operas,
concert arias, coloratura soprano parts and interpretations and peculiarities. On the one hand,
the topic is multifaceted and inexhaustible, on the other hand, it has been studied so profoundly
that it is hard to say a new word in relation to Mozart. However, there are few works on the

role of the lyric soprano itself and the parts related thereto in Mozart's operas.

We have not come across any study specifically focusing on the main arias of the lyric soprano
parts, raising the technical, artistic performance problems of the lyric soprano parts, or offering
solutions to their complexities. Neither have we come across any study where Mozart's operatic
parts are grouped by lyric soprano repertoire, despite their importance in Mozart's operas.
Given that the lyric soprano parts of Mozart's operas are a subject of musical performers’

continuous interest, the relevance of studying this issue is beyond any doubt.



Scientific novelty and practical significance of the paper: soprano is one of Mozart's favorite
voice types. His operas are a true competition arena for sopranos, most of them with at least two
or three leading sopranos, sometimes with different voice types and characters. Oftentimes one
of these few sopranos is a lyric soprano (Susanna and Countess from “The Marriage of Figaro”,
Pamina from “The Magic Flute”, Zaide from “Zaide”, Ilia from ” Idomeneo”, Zerlina from “Don

Giovanni”, etc.).

Thus, it could be said that the lyric soprano plays the leading role in Mozart's operas, despite
the fact that given the epoch, the coloratura (virtuoso) soprano was the prima donna. There are
numerous studies focusing on the analysis of coloratura soprano parts and concert arias in
Mozart's creative work (Baker, 1989; Lynn Baron, 2006; Williamson Dorenfeld, 1976; Vann,
1969; Zharkova, 2014). However, being a lyric soprano, I found it interesting to study and
analyze exactly the lyrical roles (such as Pamina, Zaide, Countess, Susanna, Zerlina), which
conditioned the topic choice. In addition, I have performed the operatic parts subject to the
analysis on the number of occasions? and it was also an important factor when selecting the
topic: on the one hand, I wanted to deepen my theoretical knowledge on the issues that fall
within the scope of my practical experience, and on the other hand, I wanted to share my
performance experience that has been gained up to date. Taking into account the
abovementioned with regard to the everlasting relevance of Mozart and the abundance of
researches related thereto, in our opinion, the novelty of the given study can be conditioned by
my performer’s perspective and vision of Mozart, his operatic pieces, the characteristics of his
operatic parts and recommendations for working thereon. The performance recommendations
and guidelines developed and accumulated for finding solutions to overcome the complexities

of artistic and technical interpretation of Mozart's operatic parts add a practical purpose to the

2 Countess - “The Marriage of Figaro” — Konzert Theater Bern, Switzerland, 2016 and Salzburger Landestheater,
Austria, 2018.

Susanna - “The Marriage of Figaro” — Trento Teatro Comunale, Italy, 2012 and Tiroler Festspiele Erl, Austria,
2012.

Elettra - “Idomeneo® — Lisbon Sio Carlos National Theatre, Portugal, 2018.

Zaide - “Zaide“- Tirolean Festival in Erl, Austria, 2018, 2019.

Zerlina - “Don Giovanni”“ — Teatro Carlo Felice di Genova, Italy, 2016 and the Tyrol International Festival in Erl,
Austria, 2013

Pamina - “The Magic Flute” - the Tyrol International Festival in Erl, Austria, 2016, 2017.



study. We hope that these recommendations and guidelines will help performers study and

work on Mozart's operatic parts.

Mozart's operatic works, particularly his 5 operas: "Zaide", "Idomeneo”, "The Marriage of
Figaro", "Don Giovanni" and "The Magic Flute", are the object of the present research thesis,
viewed within the context of the Baroque and Classical era musical theater, the performers and
performing traditions of Mozart’ time, as Mozart's creative work could hardly be considered

separately from his epoch.

The research subject-matter of the given paper are the lyrical soprano roles in my performance
repertoire from the following operas by Mozart: "Zaide" — a role of Zaide, "I[domeneo" — a role of
Elettra (Idomeneo), "The Marriage of Figaro" — the roles of Susanna and Countess (Le nozze di
Figaro), "Don Giovanni" - Zerlina's role (Don Giovanni), "The Magic Flute" - Pamina's role (Die
Zauberfloete); artistic or technical complexities of performing those roles and the solutions
thereto, viewed within the context of the 18® century and contemporary performances of

Mozart's operas.

The purpose of the given research is to highlight the artistic and technical complexities of
performing lyrical soprano roles through the example of Mozart's specific operas, to find
solutions to them based on personal performance experience, and to share the relevant
recommendations. In addition, to identify the differences and similarities between Mozart's
contemporaries and present-day performers, and based on it draw practical conclusions from

the performance perspective.
To attain this purpose, it was necessary to accomplish the following tasks:

1. to study the musical theater of Mozart's epoch, the available operatic genres, including in
terms of comparison with the creative work of Mozart's contemporaries — the 18% century

composers.

2. to analyze the key aspects of performance in Mozart's epoch, to compare the performance

standard of that time with the modern performance requirements.

3. to study Mozart’s lyric soprano roles and analyze them through the example of the following

operas: “Zaide”, “Idomeneo”, “The Marriage of Figaro”, “Don Giovanni” and “The Magic Flute”.



4. to provide a complex analysis of each aria of each lyric soprano role from each opera from

both, the theoretical and the performance point of view.

5. to identify the difficulties of performing the lyric soprano roles, illustrated by the example of
such roles as: Zaide, Elettra, Susanna, Countess, Zerlina and Pamina, as well as to find solutions

to overcome those difficulties.

6. to develop general guidelines and recommendations based on the study of Mozart’s operatic

roles and the experience on working on them, with special reference to the given operatic roles.
Research methods:

The musical theater of Mozart's epoch, the musical performers of his time and their
performance skills are considered based on the principle of historicism. With the help of the
descriptive method, the operatic genre features and the performance traditions of Mozart's
times have been identified, allowing as well for primary analysis of the musical material. The
qualitative and comparative methods allowed to draw parallels, especially from the performance
point of view or, on the contrary, to juxtapose the available norms and traditions of vocal
performing art of Mozart's contemporaries and the present-day performance requirements. This
method proved to be indispensable when it came to the consideration and analysis of specific
operatic roles and arias. The complex research method proved to be helpful when analyzing
specific six opera arias, as well as when working on the performance part of the thesis paper,
providing a complex analysis of the artistic and technical difficulties of performing Mozart's
lyrical soprano roles. Analytical method helped to consider and understand Mozart's six
completely different opera roles and the performance problems related thereto, to accumulate

research findings and draw relevant conclusions.

The novelty and practical significance of the thesis research has been primarily determined by
bringing to the forefront the role of the lyric soprano in Mozart's operatic work, a complex
analysis of the lyric soprano roles and arias from theoretical, practical and performance point of
view, and the practical performance guidelines and recommendations necessary for studying,

working on and performing Mozart's opera roles.



The huge amount of the literature we studied during the work on the given thesis, we divided
into 8 groups according to the subject and it includes the Fundamental researches, encyclopedic
dictionaries, researches on the performance and interpretation issues, literature directly related
to the vocal art, singing mastery and performance, literature helpful in musical analysis,

Articles related to singing diction.

During the scientific study of the performing art, the scientific value of the given thesis paper
will considerably increase through introduction of the latest foreign language literary pieces

related to the research theme to the Georgian scientific circulation.

Regrettably, there aren’t any Mozart-related research papers available in the Georgian
musicology and vocal performance field. We do hope that this paper will be helpful for next
generation of musicologists, as well as performers and researchers of Mozart's creative work,

and will serve as an incentive for them to conduct new researches in this area in future.

The approbation of the given Thesis took place on 8th June 2023, on the division of solo

academic singing.
Content of the research paper

The paper consists of the introduction section, three main chapters, eleven subchapters,
conclusion and the reference list (bibliography of total 88 works), a total of 163 printed pages.
There is an annex to the paper, which includes the examples of opera aria notes
(Bédrenreiterorchestral score editions), an interview with the famous Austrian conductor -
Gustav Kuhn, as well as the brief, encyclopedic data on the composers of Mozart's epoch and
the works thereof. A CD with audio and video records of all six analyzed arias performed by

me is also attached to the paper.

The introduction section of the paper offers substantiation of the relevance of the research
theme, the scientific novelty and practical purpose of the topic, introducing the object and the
subject-matter of the research, as well as describing the research goals and objectives and the
applied research methods. The literature processed and used in the research is extensively

discussed.



Chapter One — “Mozart, Musical Theatre, Opera Genres and Performance Style of His Epoch;

Soprano Types in Mozart’s Operas™

Subchapter one - "Opera Genres in the Musical Theater of Mozart's Time" covers three leading
opera genres available in the 18®-century center of the Austro-Hungarian Empire - Vienna:
Opera seria originating from the Baroque era, Opera buffa — a ‘firstling’ of the classical era, and
the young genre of the Austrian national comic opera - Singspiel. The issue of genre priorities
in Mozart's operatic work has been brought to the forefront. The factors that conditioned the
crisis of the opera seria at the turn of the epochs, an urgent need for its transformation and the
importance of C.V. Glueck’s operatic reform, are also discussed in the paper. There were certain
reasons for the emergence and fast-growing popularity of Opera buffa and they were related to
the aesthetics of the classicist era and the worldview of the French enlighteners. The paper
focuses on the motivation behind Mozart's operatic preferences and the reason for the Italian
opera being dominant in his work over the German one and hence, the Italian comic opera
being dominant over serious opera. Among the reasons are such factors as the composer's
affinity for Italian musical culture, Italian virtuoso singers, including famous castrati, and no

less important factor — opera was comic or serious depending on client’s wish.

Subchapter two — “Composers and Singers of Mozart’s Time” covers dozens of composers of the
Classical period, who, alongside the prominent classicists, were creating the musical culture of
that epoch and whose creative works were once far more popular and successful than those of
the so-called “Vienna classicist’ genius composers, and whose works help to clearly restore
musical style or genre characteristics of the epoch. It is the work of those ‘ordinary’ composers
that is in precise harmony with the characteristics and achievements of the epoch, while the
creative work of a genius composer cannot fit within the framework and boundaries of a single
epoch. It oftentimes combines past and present achievements and is already directed towards
the future. The operatic works and genre preferences of the following composers are discussed
in this sub-chapter: Niccolo Piccinni, Niccolo Jommelli, Tommaso Traetta, Vicente Martin y
Soler, Giuseppe Sarti, Domenico Cimarosa, Giovanni Paisiello, Antonio Salieri, Leopold
KoZeluch, Domenico Fischietti, Giovanni Battista Mancini... Those are the composers whose
works were immensely popular during Mozart's career. Over the past few decades, there have

been active efforts to restore at least certain part of their musical legacy. In this sub-chapter, the



creative work of those composers is compared to Mozart's operatic work and Mozart's
innovation in this genre is discussed. The point is that most of his operas do not fall within a
specific genre and often combine comic and serious opera characteristics. Therefore, the traces
of serious opera could be often found penetrating into Mozarts comic opera, be it
individualized musical characterization of the characters or specific operatic pieces. It’s Mozart’s

works where, for the first time ever, the comedy and drama were combined with equal power.

In the same subchapter, the singers of Mozart's time and the peculiarities of their performing
arts are discussed. Aloysia Weber, Nancy Storace, Josepha Duschek, Giuseppe Lolli, Louise
Villeneuve, Caterina Cavalieri, Caterina Bondini, Luigi Bassi, Luisa Laschi, Anna Gottlieb, Anna
Milder-Hauptmann, Adriana Ferrarese del Bene, Francesco Benucci, Giovanni Manzuoli, Anton
Raaff, Franz Gerl - this is just a brief list of singers whom the genius composer collaborated with
and for whom he wrote operatic scores or concert arias of amazing complexity (which the
composer compares to "a well-tailored dress", so precisely should those concert arias have been
adapted to the singer's capacity, which further conditions their complexity and individuality).
This sub-chapter covers the repertoire of the 18® century singers and the peculiarities of their
performing art. It proved to be interesting to compare them with the modern performing art
features, as well as with the repertoire of modern singers. The issue of distribution of the
repertoire in a very narrow framework of the modern performing practice has been raised; the
repertoire of opera singers of that period and that of the modern ones has been compared. Some
problematic issues relating to the modern performing art, such as raising the orchestra pitch,
increasing the orchestra composition, considerable increase in the size of opera houses and
concert halls as compared to those of that period. As it turned out, all those changes led to great
changes in the performing arts. We may conclude that modern singers have to deal with a
much more varied repertoire than the singers of Mozart's epoch, as the Romantic, veristic,

Impressionist operas did not exist in that period.

Subchapter three — “Peculiarities of the performing art”. The work on this subchapter was
particularly important for me as a performer. Opera was the leading and main genre in the
classicism epoch, including Mozart’s creative activity period. It was Beethoven who changed
this hierarchy by making dominant the sonata symphonic cycle. Consequently, the vocal art is

the major and primary one, from which the instrumental performing art originated. It was the



opinion of the leading musicians, composers, teachers of that period (Leopold Mozart, Philipp

Emmanuel Bach and others).

"Practical Reflections on the Figurative Art of Singing” — a treatise by Giovanni Battista Mancini
(1774), as well as Pier Francesco Tosi's no less famous treatise "Observations on the florid song"
(1723), provide a clear-cut and detailed view of the 18% century vocal performing art. It is
noteworthy that the singing ‘model’ provided in these treatises is still relevant nowadays.
Especially such fundamental moments as free vocal production without straining one’s throat,
perfect intonation, legato, full control of dynamics, breath-based sound, "wave" breathing, the
use of resonances, in his treatise Mancini also mentions the uniting and blending of registers

and application of the so-called "mix".

Though, in this subchapter we will consider not only the peculiarities of vocal art, but also the
fundamental performance moments that concern any performer, be it a singer or an
instrumentalist. In this subchapter we touch upon in detail on such issues as tempo and meter,
phrasing, articulation, dynamics, ornamentation, appoggiatura, variations and embellishments,
portamento and messa di voce, vibrato, fermato, cadenza, recitative, declamation, and, finally,
the available types of arias and the characteristics thereof. In this regard, it was particularly
interesting to compare with each other the Baroque, classical and modern performance
traditions from each point of view. Many differences were identified. For example, the
articulated sound, throat articulation, which was quite common in the Baroque and Classical
eras, is no longer used nowadays. As far as tempo and meter are concerned, it is obviously one
of the key issues in the music of that epoch. There was no metronome at that time, so there was
no exact reference, though there were Italian notations that helped determine the motion
tempo. In addition, there are note values and meters, which also help set the right tempo. In the
classical era, the frequent use of rubato was less accepted, though Mozart's letters prove that he

resorted to rubato in certain passages.

The dynamics of the classical period becomes more diverse and more gradual as compared to
Baroque, thus it differs from Baroque’s so-called ‘terrace’-type dynamics. The ornamentation is
in a kind of transitional phase between the completely free, improvised ornamentation of the

Baroque period and a precisely prescribed ornamentation of the further, Romantic epoch.



Appoggiaturas were widely applied in that period and they have been often used nowadays in
Mozart’s operas, especially in secco recitatives. As for the variations and embellishments, based
on the classicist worldview, they were also becoming more plain, balanced, and specifically in
the case of Mozart, as evidenced by the composer's letters, upon his wish, the embellishment
should derive from the content rather than just serve the external effect. Portamento was quite
common for the classical epoch; almost all sounds were connected to each other this way.
Portamento certainly has not been used to such an extent nowadays. Messa di voce was also
widely applied in the 18® century vocal performing art. It was used for nearly all long tones as a
means of variation and embellishment. As far as vibrato is concerned, a radical difference is
quite obvious here as well. Modern opera singing without vibrato is unimaginable, whereas in
the 18" century vibrato too was a means of ornamentation and was used in special moments —
for example, for expressing great agitation. Fermato — there was an unwritten law in Mozart's
time that fermato should be complemented with cadenza, embellishments, which is a less
common practice nowadays. However, the idea that a mere text written by a composer is the
‘holiest of all’ and should be performed the way it is written, is a modern invention. In Mozart's
time, one could hardly imagine a performer sing exactly what was written in the notes. Scarce
dynamic markings were often used by composers, offering performers more scope for

imagination.

Subchapter four - “Sopranos in Mozart’s operas; determining voice type by timbre, range and
vocal melody”. This subchapter offers a detailed overview of the present-day soprano types that
are relevant to Mozart’s operatic works: lyric soprano, lyric-coloratura soprano, coloratura
soprano, soubrette, dramatic and lyric-dramatic soprano; characteristics of each of them is
described — range, timbre, character, volume. They are compared according to these and some
other characteristics, like, for example, melodic type, repertoire. In Mozart's time, there was no
voice division according to the repertoire similar to the one we have nowadays, which has been
introduced in the post-Mozart era, brought by a new repertoire. During the composer's creative
work, even the mezzo-soprano was not clearly separated from the soprano. The singers of
Mozart's epoch were much more complexly trained and performed the roles of Zerlina and the
Countess, Mozart's concert arias and operatic parts with the same success that today is entrusted

to singers performing clearly separated repertoires. However, as regards determining the type of



soprano in Mozart’s repertoire, the main point that I would like to stress is that we should
proceed from the characteristic features of the character, the melody and expressiveness of the

main arias of the scores and the ensemble numbers.

Chapter Two — “Analytical etudes ". Chapter two consists of six subchapters, each subchapter
focusing on one aria from the analyzed Mozart scores is discussed. 1 - Opera "Zaide" (1780), Act
I, Zaide's aria "Ruhe sanft"; 2 - Opera "Idomeneo" (1781), Act III, Elettra's recitative and aria
"Oh, smania, oh, furie... D'Oreste, d'Ajace"; 3 - Opera "The Marriage of Figaro" (1786),
Countess's recitative and aria "E Susanna non vien...Dove sono i bei momenti"; 4 - Opera "The
Marriage of Figaro" (1786), Act IV, Susanna's recitative and aria "Giunse alfin il momento...Deh,
vieni, non tardar..."; 5 - Opera "Don Giovanni" (1787), Act I, Zerlina's aria "Batti, batti, o bel

Masetto"; 6 - Opera "The Magic Flute" (1791), Act II, Pamina's aria "Ach, ich fuehl's".

The arias are considered in a complex manner, both in terms of theoretical and performance
analysis, since the analysis of each aria offers practical advice and recommendations regarding
their performance. A musical form of each aria, genre characteristics, melody types in both,
arias and recitatives, accompaniment functions, harmony, interrelation of vocal line and text,
character, aria type, as well as ornamentation performance issue are considered in detail. The
discussed six arias are different in terms of genre, form, melodic type, and character, though
they also have points of convergence and intersection. In the conclusion section of the same
chapter, the arias are compared by different characteristics, their similarities and differences are
identified and certain regularities in the following areas are highlighted: dramaturgical
peculiarities - some arias are aria monologues, some are addressed to another character or event.
Which opera genre is this or that aria included in, how typical it is and what regularity could be
observed in this regard: for example, Elettra's aria is a true "affect" aria and is compatible with a
serious opera. Zerlina's aria is an "action" aria and is in line with the comic part of “Don
Giovanni”, but the Countess's Lamento character arias are less typical for the comic opera,

equally as Pamina's Lamentoso is ‘plunged’ into Singspiel.

Consequently, in the operas of the later period, Mozart violates the set norms of genre
attribution. A certain regularity is also established in relation to the musical form - in Mozart's

operas of later period, the emphasis is shifted onto the dramatic beginning, thus from complex



three-partite and large-scale sonata forms of arias (Zaide, Elettra) to simpler forms (Susanna and
Pamina arias). We have discussed a standard and free understanding of the form, which is
related to different periods of creative activity: in Mozart's later operas, a rather free
understanding of the aria form could be found (the Countess and Zerlina arias). There is a
certain regularity in relation to the content peculiarities of the arias: arias that convey a
uniform mood are distinguished by a more standard form (Suzanna, Pamina, Zaide). In contrast,
the arias with a mood swing in the second half (Countess, Zerlina), or those expressing a diverse
spectrum of emotions (Elettra) - are written in a very non-standard, mixed form. In all arias, the
orchestral accompaniment combines several functions: sometimes it is in a detailed relationship
with the vocal part, other times it sounds in unison, and sometimes it creates a counterpoint
with it. In addition, all arias have orchestral inclusions with the function of connecting,
complementing or renewing, introducing new musical material. The analysis of the arias by
melody type shows that in the recitative of all the arias, the declamatory melody prevails,
though somewhere the arioso prelude intrudes (Elettra's recitative accompagnato). A blend of
several types of vocal melody could be found in each aria, with one of them being the arioso
melody. This is the feature common for all six arias. Cantilena (Zaide, Countess), dance
(Zerlina), declamatory melody types (Elettra, Pamina) could be found in certain arias. In terms
of music and verbal text interrelation the arias could be divided into two groups: In the ‘affect’
arias (Elettra, partially Pamina and Countess) it’s the music that dominates over the verbal text,
while in the other three arias — Zerlina, Susanna and Zaide — text and vocal parts follow each
other in a detailed manner. The aria of Countess combines both moments, since it is a complex
aria. Such a complex analysis of arias is important from the performance point of view, since it
makes it easier to understand the aria form, to structure it and highlight dramaturgical accents.
It is significant as a basic knowledge. And, finally, when it comes to the performance
complexities, the problems related to technical or artistic interpretation that are common for
these arias are accumulated, including the central tessitura, the use of the transitional register as
the main and leading register, in many cases a transparent texture in the accompaniment, long
phrases, skips onto large intervals, phrases built around the melodic chords. The complexities of
artistic interpretation include accuracy in reading and performing a musical text, plainness,

musical taste (in this case it implies both, the right choice of variations and ornamentation, as



well as a minimal use of rubato), integrating arias in terms of form, the use of dynamics as a

means of diversification, sincerity of interpretation.

Chapter Three — “Artistic and technical complexities of performing Mozart's operatic roles and
the solutions thereto”. This chapter is entirely based on my practical experience as a performer,
offering practical tips and recommendations, as well as specific exercises. Difficulties related to
performing fast, technical passages, staccatos, large interval skips, and legato, are among the
challenges discussed. The solutions on how to work in this direction are given in terms of
physical, musical and mental preparedness. A considerable part is devoted to pronunciation,
diction in the case of both, the Italian and German languages. Issues related to the
pronunciation of consonants, as well as the specificity of open and closed vowels and the
importance of pronunciation in opera in general, and in ‘recitativo secco’ (dry recitatives) in
particular, are discussed. Separate subsections focus on ensembles and recitatives, providing
guidelines and recommendations for their textual study and work on them, including with
respect to the accompaniment and the roles of other characters. The Ornamentation subchapter
considers possible options for decorating Mozart's operatic parts, both in solo musical numbers
and in recitatives. Based on my experience, I recommend singers to diversify Mozart's music at
the expense of dynamics and small decorations, ornamentation should not be an obligation, but
should rather stem from the music character and content, should be plain and expressive. In
this sub-chapter, the three stages of aria development in Mozart's operatic work are discussed,
as ornamentation is closely related to it. What is meant here is that in Mozart's later operatic
works there is little room for free ornamentation, as the function, scale and character of the aria
changes, it is more involved in the dramatic development and, therefore, is less ‘subjected’ to

variation and embellishment.

The final subchapter — «Complexities associated with imagery, artistic (character) interpretation
and the solutions thereto” focuses on the most important aspect of performing Mozart's music -
this is a complex nature of his music, its perfection and integrity that should in no way be
violated. The vocal, the sound, is one of the constituent parts of Mozart's refined musical
composition and that’s how it should be perceived and understood. It is important to follow the
author's text, understand his intention- what he wanted to express by this or that phrase,

through musical meaning. To understand the character’s imagery, it is important to profoundly



study the entire libretto, to get familiar with the literary sources (if any) and, certainly, to work
with conductors and directors. And the most important aspect in the final performance is the
authenticity, plainness, setting and performing tasks appropriate to our age and experience to
the best of our capacity, conveying to the audience an honest and cheerful interpretation that

will not go unnoticed.

The research findings are summarized in a consistent manner in the conclusion section of the
paper, starting from the opera theater of Mozart's time and the opera genres available there.
Comparison of Mozart's operatic works with those of his contemporaries showed that they are
fully compatible with each other in terms of stylistic and expressive characteristics. However,
Mozart's innovation is expressed through the genre characteristics of his operas: almost none of
his operas fit precisely into the framework characteristic of his epoch. Most of them combine
comic and serious opera features; non-typical, individual musical or dramaturgical
characterization of characters appear there, directing them towards the romanticism epoch.
Non-standard, developing, mixed-form arias appear for the first time in Mozart’s works, which
is directly related to unveiling and expression of the character’s imagery (individual

characterization).

The study of performers and performing art of Mozart's epoch clearly showed that they differ
from the modern performing art in many aspects. For example, articulated sound, singing
without vibrato, separation of registers, are no longer applied nowadays. On the contrary, there
are efforts to ensure register smoothness and integrity over the entire range. Differences in
terms of artistic performance: in terms of tempo, meter, ornamentation, variations, repertoire,

were also highlighted.

A complex analysis of Mozart’s genre-different arias identified the tasks and challenges facing
the lyric soprano, as well as offered possible solutions to overcome those challenges. Such
analysis is an important basis from a theoretical point of view in terms of performance, since it
helps to understand the form and structure, to outline the relationship between the
accompaniment and the vocal part, to find the right dramaturgical accents, to highlight the
importance of the textual, verbal side and, finally, it is of great importance in terms of

interpretation.



Technical or artistic interpretation challenges raised in the performing art chapter of the paper

is important for the performers of both, the lyric soprano repertoire and, Mozart's operatic

roles, in general. Recommendations accumulated here are developed based on the creative

search of singer practitioners, on collaboration with famous conductors and directors, as well as

on the performing experience. We believe it will be really helpful for Mozart performers,

making it easier for them to study and perform the composer's operatic repertoire.
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