
Internationale Joseph Haydn Privatstiftung Eisenstadt 

Eisenstädter Haydn-Berichte 
www.haydnstiftung.at 

Caryl Clark 

Encountering Others: Haydn's „L'anima del filosofo" as 

Directed by Jürgen Flimm 

In: Joseph Haydn im 21. Jahrhundert. Bericht über das 

Symposium der Österreichischen Akademie der 

Wissenschaften, der Internationalen Joseph Haydn 

Privatstiftung Eisenstadt und der Esterhäzy Privatstiftung 

vom 14. bis 17. Oktober 2009 in Wien und Eisenstadt. 

Hrsg. von Christine Siegert, Gernot Gruber und Walter 

Reicher. Eisenstädter Haydn-Berichte. 

Veröffentlichungen der Internationalen Joseph Haydn 

Privatstiftung Eisenstadt, Band 8. Tutzing, Hans 

Schneider 2013, S. 417 — 432. 

Dieses Werk darf nur für den persönlichen, nicht-kommerziellen Gebrauch 

verwendet werden. Für jede weitere Verwendung kontaktieren Sie bitte 

office@haydnstiftung.at.
Die 1993 gegründete Internationale Joseph Haydn Privatstiftung 
Eisenstadt ist eine gemeinnützige Organisation. 

This work may only be used for personal, non-commercial purposes. 
Please contact office@haydnstiftunq.at for any further use. 
The International Joseph Haydn Foundation Eisenstadt, founded in 
1993, is a non-profit organization. 



Caryl Clark 

Encountering Others: Haydn's "L'anima del filosofo" 
as directed by Jürgen nimm 

Haydn's last opera, "L'anima del filosofo, ossia Orfeo ed Euridice", 
written for die composer's first visit to London in 1791, is an unu-
sual work with a very disappointing performance historyl. Com-
posed for the King's Theatre in London in the early months of 
that year to a libretto by die iconoclastic poet Carlo Francesco 
Badini (fl. 1770-93), this opera is a rarity in Haydn's canon of 
large-scale vocal or orchestral works composed in the last decade 
of his career, owing to die fact that it was never performed during 
the composer's lifetime. In 1806 Breitkopf & Härtel issued eleven 
solo and choral excerpts from this "heroische Oper" based on the 
quintessentially operatic Orpheus myth, but othenvise the opera 
feil into oblivion until it was revived in the mid-20th century2. The 
early dem ise of this opera in its own day sets it apart from all other 

Literature on the opera includes: Christine Fischer, Inszenierte Geschichte. Joseph 
Haydns und Carlo Francesco Badinis "L'anima del filosofo" als Gattungspoetik, in: 
Basler Jahrbuch für historische Musikpraxis 32 (2008), pp. 67-86; Owen Jander, 
The Three Chapters of the Orpheus Myth As They Figure in Librettos of Operas: 
the Favorite Episode, the Subject Avoided and the Theme Cultivated, in: Words on 
Music: Essays in Honor of Andrew Porter on the Occasion of His 75111 Birthday, ed. 
David Rosen and Claire Brook, Hillsdale, N.Y., 2003, pp. 152-170; Curtis Price, 
Judith Milhous and Robert D. Hume, Italian Opera in Late Eighteenth-Century Lon-
don, vol. 1: The King's Theatre, Haymarket 1778-1791, Oxford 1995, especially 
pp. 595-601; John Rice, L'anima del filosofo, in: Haydn. Oxford Composer Com-
panions, ed. David Wyn Jones, Oxford 2002, pp. 203f.; Bernhard Waritschlager, 
Die Opera Seria bei Joseph Haydn. Studien zu Form und Struktur musikalischer Af-
fektdraniaturgie und Figurentypologisierung in "Armida" und "L'Anima del filo-
sofo ossia Orfeo ed Euridice" (Musikwissenschaftliche Schriften der Hochschule für 
Musik und Theater München 2), Tutzing 2005; Helmut Wirth, Joseph Haydn, Orfeo 
ed Euridice (L'anima del filosofo) : Analytical Notes, Boston 1951; and my Revolu-
tion, Rebirth and die Sublime in Haydn's "L'anima del filosofo" and "The Creation", 
in: Engaging Haydn. Context, Culture and Criticism, ed. Mary Hunter and Richard 
Will (Festschrift in Honor ofJames Webster), Cambridge 2012, pp. 100-123. 

2 After the publication of this vocal score, with texts in the original Italian and 
German translation, Breitkopf & Härtel issued an orchestral score of these same 
eleven excerpts die following year, possibly to spur performances of the opera as 
much as sales. See Landon III, pp. 351f. No libretto was ever printed during 
Haydn's lifetime; however, Georg Feder constructed one based on the JHW edition 
of the opera: Joseph Haydn, L'anima del filosofo ossia Orfeo ed Euridice. Dramma 
per musica 1791. Libretto von Carlo Francesco Badini, ed. Helmut Wirth (JHW 
XXV/13), Munich 1974. 
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large-scale compositions, in either vocal or orchestral genres, dat-
ing from Haydn's maturity - including the last six Masses, the 
twelve London symphonies, and die two late oratorios, "The Crea-
tion" and "The Seasons", - all of which were widely performed 
and universally lauded shortly after their completion and first per-
formances. And this fact is all the more remarkable when one 
considers that "L'anima del filosofo" was an opera by the most in-
ternationally recognized composer of the day on one of the most 
famous themes in operatic history. 

Questions about die opera persist. For instance, the enigmatic title 
- die soul of die philosopher - what does it mean, and who does 
it refer to? Is the score complete as it stands3? If the opera was pre-
vented from being performed in the spring of 1791 because of the 
absence of a theatre license to produce theatrical works at the 
King's Theatre, why was the opera not performed the following 
spring, or during die composer's subsequent retum to London in 
1794-95? Radier than dwell on the many unanswered questions 
circulating in the published literature about "L'anima del filosofo", 
I wish to take a different approach. By focusing on how the opera 
has been interpreted in a recent production directed by Jürgen 
Flimm - first performed at the Wiener Festwochen 1995 conduct-
ed by Nikolaus Hamoncourt and repeated at die Zurich Opera 
House under die baton of Adam Fischer, followed by a run in 
London in 2001 conducted by Christopher Hogwood - I seek to 
understand how die musical and narrative dimensions of the 
opera intersect with the strong directorial reading provided by 
Flimm. This is by way of suggesting that die score's completeness 
(or incompleteness) doesn't really matter. Instead, my approach 
builds on recent studies in opera and theatre studies that consider 
opera in all its dimensions - not only in the "textual" domains of 

3 Scholarly debate has raged over whether the work is in four or five acts. In a let-
ter to his patron dated 8 January 1791, Haydn reported that he would soon re-
ceive a libretto for an opera "entitled 'Orfeo', in 5 acts", (Landon III, p. 38), but the 
surviving sources (in Berlin) show four acts only — unless the final scene with the 
Bacchantes is understood as a self-standing act. The change of scene from the Un-
derworld to the isle of Lesbos could signal die beginning of a new act, even 
though it is not labeled as such in the score. Presumably these discrepancies would 
have been cleared up had the composer had the opportunity to revise the opera 
during rehearsal; however, as it was never performed, the surviving source materi-
al is inconclusive. Critical opinion is divided as to whether the shocking ending, 
in which Orpheus is poisoned by the Bacchantes, and they in turn succumb to a 
violent storm, permits a satisfactory dramatic and musical conclusion. I believe it 
does — the whimpering dose providing a suitable dramatic cl8noument to a jour-
ney of unrequited love. 
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