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PIER DOMENICO PARADIES:
A FESTSCHRIFT FOR THE BICENTENNIAL
OF HIS DEATH

To Nino Pirrotta
The number of primary sources providing information about Pier
Domenico Paradies is disappointingly small, this in spite of the considerable renown he enjoyed in the eighteenth century as composer,
harpsichordist and teacher.~'( Paradies' death certificate has survived.
Several references to the composer are found in documents of the
Public Record Office in London, and his name appears several times
in eighteenth-century newspapers of that city. Paradies is also mentioned in the General History 1 of Charles Burney, in the
autobiography 2 of a pupil, the great singer Gertrud Elisabeth
Schmeling-Mara, and in connection with others who had been under
his tutelage. A letter from Leopold Mozart's correspondence with
his landlord, Lorenz Hagenauer, is another source of biographical
information. 3 Finally, early prints, autographs and manuscripts of
Paradies' music and the libretti of his operas contribute further to
our knowledge of his life.
From these few sources a secondary literature of considerable size
has grown. The earliest biographical essays on Paradies appear in 1780
and 1792 in Jean-Benjamin de La Borde's Essai sur la musique ancienne et moderne 4 and Ernst Ludwig Gerber's Lexicon,5 respective-

~'( This study is extracted from the author's Pier Domenico Paradies: The Man and His
Experiments in Sonata Form, unpub1. thesis, Harvard, 1965.
1 C. BURNEY, A General History of Music, from the Earliest Ages to·the Present Period [...],
III, IV, London, 1789. T. BUSBY, A General History of Music, from the Earliest Times to the
Present [. ..], II, London, 1819, repeats the information given by Burney.
2 Eine Selbstbiographie der Siingerin Gertrud Elisabeth Mara, ed. O. von Riesemann, «Allgemeine musikalische Zeitung», X, 1875.
3 In Mozart: Brie/e und Au/zeichnungen, ed. W. A. Bauer and O. E. Deutsch, I, Kassel,
1962, pp. 277-278 (letter of September 14, 1768). An excerpt from this letter appears in The
Letters 0/ Mozart & His Family, ed. E. Anderson, I, Dondon, 1938, pp. 136-137.
4 J.-B. DE LA BORDE, III, Paris, p. 211.
5 E. L. GERBER, Historisch-Biographisches Lexicon der Tonkiinstler [...], II, Leipzig, s.v.
«Paradies (Pietro Domen.)>>. This entry does not reappear in the Neues historisch-biographisches
Lexikon derTonkiinstler [...], III, Leipzig, 1813. The Neues Lexikon mistakenly attributes Domenico Paradies' «VI Sonat. p. Ie Clav. Op. 1. Paris, bey Imbault, 1791» and «VI Sonat. p.
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ly. The latter source also contains a brief entry for «Paradisi (Signor)>>, who is identified as «a castrato [who] lived in London around
1756 already as an aged man, and trained there the most splendid
[creature] which Europe has since that time possessed in music, Mara.
May his memory be cherished by US».6 Gerber, whose information
no doubt stems either directly or indirectly from Mara herself, 7 evidently found it difficult to identify Mara's Paradisi with Paradies.
Not only were the names different, but Paradies, at about fifty years
of age, could hardly have been described as an old man when Mara
was taking lessons in London. Nevertheless, there is good reason to
believe that Paradisi and Paradiesare the same person. The name
«Paradies» is almost certainly an Anglicized version of an Italian
name, 8 while a middle-aged man might very well have appeared old
to the eleven-year-old Mara. But more important is the evidence we
have of Paradies' voice teaching - a volume of 185 solfeggi for
soprano in his autograph preserved in the Fitzwilliam Museum in
Cambridge. 9
In 1811, Gerber's articles appeared almost verbatim in the
Dictionnaire 10 of Alexandre Choron and Fran~ois Fayolle. Paradisi
was again dissociated from Paradies in Gustav Schilling's
Encyclopiidie 11 of 1841 (first edition 1835-38). Again, the information is that given previously by Gerber, but a few new details are

Ie Clav. Gp. 2. Ebend. 1791» to the blind Austrian pianist Maria Theresia von Paradi(e)s
(1759-1824), S.v. «Paradies (Maria Theresia)>>.
6 «ein Kastrat, lebte urn 1756 zu London schon als ein bejahrter Mann, und bildete daselbst das vortrefflichste, was seitdem Europa in der Musik besitzt, eine Mara. Sein Andenken
sey uns gesegnet». See also s.v. «Mara».
7 Cf. the following passage from her account of her London sojourn: «Ich wurde auch
bey einem alten italienischen Singmeister Paradisi eingeHihrt [. ..]» (Selbstbiographie, p. 515).
Note that Mara does not corroborate Gerber in one detail, Le., that Paradisi was a castrato.
This seems to have been an inference on Gerber's part.
8 Both this and the fact that the Italian name was Paradisi are suggested by Leopold
Mozart's references to the composer (i.e., to Paradies) as ParadisL See The Letters of Mozart
& His Family, ed. E. Anderson, I, p. 364 (letter of December 16-17,1774) and p. 366 (letter
of December 21, 1774).
9 See l.A. FULLER-MAITLAND and A.H .. MANN, Catalogue of the Music in the Fitzwilliam
Museum, Cambridge, London, 1893, p. 3. The authors date the solfeggi ca. 1745.
10 A. CHORON and F. FAYOLLE, Dictionnaire historique des musiciens [. ..], II, Paris, s.v.
«Paradies .(Piet. Dom.)>> and «Paradisi».
11 G. SCHILLING, Encyclopiidie der gesammten musikalischen Wissenschaften, oder UniversalLexicon der Tonkunst, V, Stuttgart, S.v. «Paradies» and «Paradisi».
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provided for Paradisi, among them a curious reference to his doubtful character: 12
Paradisi, the teacher of Mara. If only for this reason, he is worthy of
being saved from oblivion. He lived in London around the middle of the
last century and was a famous singer and singing teacher. But he was born
in Italy and was a castrato. His voice is supposed to have been a beautiful
contralto. We cannot say definitely whether he ever returned again to his
homeland, but around 1759, when he gave lessons to Mara in London, he
was already an old man, and [he was] no longer living in 1766. From this
it can at best be surmised that he died in London. If one takes into consideration in addition to his masterful ability his not very exemplary moral character,
it can be understood why the lessons which he gave Mara did not continue
for long, and why in general the number of his students was not great, in
spite of his well-grounded technique and.his reputation as a teacher. Various
foul habits and passions, whose more exact nature may be spared us, are
said to have often involved him in complications of a thousand different
sorts. 13

The Biographie universelle 14 of Fran~ois-Joseph Fetis and the Lexikon 15 of Robert Eitner give entries for Paradies only. Most other

12 This, no doubt, owes its origin to a statement by Friedrich Rochlitz which appeared
between the publication of the two lexicons. In the biography of Mara in his Fur Freunde
der Tonkunst, I, 2nd ed., Leipzig, 1830 (1st ed. 1824?), p. 54, Rochlitz writes: «But after
some time the old castrato manifested certain foul habits, which led the father to take the
girl back» (<<Nach einiger Zeit zeigten sich aber an dem alten Kastraten gewisse iible Lebensgewohnheiten, die den Vater bewogen, das Madchen zuriick zu nehmen»). No such statement
occurs in Rochlitz's earlier Erinnerung an Elisabeth Mara, «Allgemeine musikalischeZeitung»,
IV, 1802, pp. 465-474 and pp. 481-489. According to Mara's Selbstbiographie, her father was
dissatisfied with the terms under which Paradisi would accept her as a student. It was this,
rather than Paradisi's conduct, which brought about the separation (see below).
13 «Paradisi, der Lehrer der Mara, und schon deshalb werth, vor der Vergessenheit bewahrt zu werden, lebte als beriihmter Sanger und Gesangslehrer um die Mitte des vorigen
Jahrhunderts zu London, war aber aus Italien gebiirtig und Castrat. Seine Stimme solI ein
schoner Contraalt gewesen seyn. Ob er einst wieder in sein Vaterland zuriickgekehrt ist, konnen wir nicht bestimmt angeben; um 1759 aber, wo er die Mara in London unterrichtete,
war er schon ein alter Mann, und 1766 nicht mehr am Leben. Daraus laBt sich allenfalls schlieBen, daB er zu London starb. DaB der Unterricht, welchen er der Mara ertheilte, nicht lange
dauerte, und daB iiberhaupt die Zahl seiner Schiller, ungeachtet seines griindlichen Verfahrens
u. seines Ansehens als Lehrer fiir sich, nicht groB war und nicht seyn konnte, laBt sichbegreifen, so bald man neben seinem kiinstlerischen Talente auch seinen, und zwar nicht gar trefflichen moralischenCharakter in Betracht zieht. Mancherlei iible Angewohnheiten und
Leidenschaften, deren bestimmtere Bezeichnung uns erlassen werden mag, sollen ihn oft und
in tausenderlei Verlegenheiten gebracht haben».
14 F.-J. FETIS, Biographie universelle des musiciens et bibliographie generale de la musique,
VII, Brussels, 1841, s.v. «Paradisi [sic] (Pierre-Dominique)>> (2nd ed., s.v. «Paradies [Pierre-
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later sources, among them Carl Ferdinand Pohl's entry in Grove's
Dictionary,16 not only discard the legendary Paradisi, but also attribute the voice teaching of Mara to Paradies. 17 Unfortunately, not only were the facts surrounding Paradisi transferred to Paradies, but
very often the fiction as well.
In the twentieth century, contributions to the Paradies literature
have been made by Frederick Niecks, 18 Fausto Torrefranca,19 David
Leon Stone,2°Charles L. Cudworth 21 and William S. Newman. 22
None of these scholars brings to light any new data about the composer. Nor has the ghost of Paradisi ceased to haunt musical scholarship, for we are still told that Mara, as a student of Paradies, «had
to be taken from his instruction on account of his dubious conduct».23
In the early Essai of La Borde, Paradies is described as a «Neapolitan, student of Porpora, good composer and very esteemed teacher,
[who] was in England for quite a long time, enjoying there a distinguished reputation. He is also one of the most expert harpsichord

Dominique]»). Fetis repeats Gerber's misattribution of the Imbault edition of Paradies' sonatas (see above, n. 5) S.v. «Paradies (Marie-Therese)>>.
15 R. EITNER, Biographisch-Bibliographisches Quellen-Lexikon der Musiker und Musikgelehrten [... J, VII, Leipzig, 1902, S.v. «Paradies (Paradisi), Pietro Domenico».
16 A Dictionary of Music and Musicians [... J, II, London, 1880, S.v. «Paradies, Pietro Domenico». See also POHL, Mozart und Haydn in London, I, Vienna, 1867, pp. 176-177.
17 An important exception is the Musikalisches Conversations-Lexikon. Eine Encyklopiidie
der gesammten musikalischen Wissenschaften, ed. Hermann Mendel, Berlin, 1877, where two
entries still appear.
18 F. NIECKS, Pietro Domenico Paradies, «Monthly Musical Record», XLIII, 1913, pp. 4-6.
19 F. TORREFRANCA, Le origini italiane del romanticismo musicale: i primitivi della sonata
moderna, Turin, 1930, pp. 478-488. This passage originally appeared in TORREFRANCA, Intermezzo di date e documenti, «Rivista musicale italiana», XXVI, 1919, pp. 308-318. Though Torrefranca here favors the earlier distinction between Paradies and Paradisi (Origini, pp. 487-488),
his thinking on this point seems later to have changed. An entry by him in the Enciclopedia
italiana di scienze, lettere ed arti, XXVI, Rome, 1935, is headed «Paradies (0 Paradisi), Pietro
Domenico» and mentions Paradies' voice teaching.
20 D. L. STONE, The Italian Sonata for Harpsichord and Pianoforte in the Eighteenth Century (1730-1790), I, unpubl. diss., Harvard, 1952, pp. 129-146.
21 In Die Musik in Geschichte und Gegenwart, s. v. «Paradies».
22 W.S. NEWMAN, The Sonata in the Classic Era, Durham, N.C., c. 1963, pp.686-692.
23 «[... J wegen seines zVleifelhaften Lebenswandels wieder aus seinem Unterricht genommen werden muBte» (Cudworth, loco cit.). Before leaving the Paradies bibliography, mention
might also be made of the article on Paradies in G. ORLOFF, Essai sur l'histoire de la musique
en Italie, depuis les temps les plus anciens jusqu'a nos jours, II, Paris, 1822, pp. 27-28. Here,
where among other things the composer's name appears as «Dominicos Paradios», it is sometimes difficult to distinguish fact from fancy.
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players of our day. He lived at Venice, where he contributed music
to the theater».24 These are the facts about Paradies which consistently reappear in the later sources. In the course of two centuries
scholars· have been able to supplement them by only a handful of
new details.
The year of Paradies' birth has been .controversial. Scholars have
most frequently placed it ca. 1707 or 1710. But from his death certificate it is known, he was born in 1706 or 1707. Paradies' place
of birth is less problematic, thanks to the almost inevitable
«napoletano» appended to his name in early prints and in references
to him by contemporaries. 25 Fausto Torrefranca, however, has found
it necessary to challenge the validity of these ascriptions. Not only
were such attributions frequently spurious, but, he argues, a more
convincing case can be made for Florence as the composer's city of
birth. 26 The only ·substantial evidence Torrefranca brings forth in
support of this hypothesis is his discovery that a scene designer named
Domenico Paradisi and a scene painter named Pietro Paradisi, probably two brothers, were connected with the Florentine Teatro della
Pallacorda in 1719. It is quite possible that one of these men was
the father of our composer and the other his uncle, especially in view
of Paradies' double baptismal name, Pier Domenico. Paradies' Florentine origin would better explain why his first opera was produced
in the nearly Tuscan city of Lucca. The source of Torrefranca's information about the brothers Paradisi is a libretto entitled: «II piu
astuto piu burlato, opera scenica da rappresentarsi nel Teatro della Pal-

24 «Napolitain, eleve de Porpora, bon Compositeur & Professeur tres estime, a ete tres
longtems en Angleterre, y jouissant d'une reputation distinguee. C'est aussi un des plus habiles
joueurs de clavecin de nos jours. II demeura a Venise, OU il a donne autrefois de sa Musique
au theatre» (loc. cit.).
25 See, for example, the title page of the Sonate di gravicembalo [...], London, John Jphnson, ca. 1754, or C. BURNEY, History, IV, p. 542. The earliest «napoletano» ascription known
to the present author occurs in a document in the Lucca city archives. This document, dated
May 20, 1738, records the hiring of «Paradies napoletano» as maestro di cappella for an opera
to be produced that autumn. See A. PELLEGRINI, Spettacoli lucchesi nei secoli XVII-XIX, Lucca,
1914 (<<Memorie e documenti per servire alIa storia di Lucca», XIV), p. 416 and n. 2.
26 Among contemporary misascriptions which Torrefranca cites is MS. LXII (now Mus.
3004-T-2) of the Sachsische Landesbibliothek in Dresden, which contains all twelve of Paradies' sonatas. Each sonata is headed «Sonata Ia (II a, IlIa, etc.) I per il Cembalo I del Sigr
Domenico Paradies I Veneziano» (F. TORREFRANCA, Origini cit., p. 486). This MS is listed
by R. EITNER, Quellen-Lexikon cit., but is not mentioned in A. REICHERT, Musikalische Originalhandschriften, Katalog der Handschriften der Siichsischen Landesbibliothek (vormals Kgl. Off
Bibliothek) zu Dresden, ed. L. Schmidt, IV, Leipzig, 1923, pp. [195]-250.
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lacorda di Firenze in Campo Marzo nel Carnevale dell'anno MDCCXIX.
In Roma, MDCCXIX, appresso Pietro Ferri alia Gran Curia Innocentiana. Con licenza dei superiori».27 Unfortunately, unbeknown to Torrefranca arid those who accepted his conclusions without question,28
the Florentine Teatro della Pallacorda did not come into existence
until 1778. The theater with which the two Paradisis were connected
could only have been the Roman Teatro Pallacorda, founded in
1714. 29 Nevertheless, whether favoring Paradies' Florentine or Roman provenance, Torrefranca's hypothesis presents the same difficulties. First, it does not convincingly discredit the «napoletano» ascriptions. Further, even if Paradies were in Rome in 1719, this would
not exclude the possibility of his birth in Naples in 1706 or 1707
- a possibility that seems all the more likely if we consider the
itineracy of· theatrical families.
Little is known about Paradies before his arrival in England in
1746. His musical education under the Neapolitan master, Nicola
Porpora, is consistently mentioned in secondary sources, but can not
be further documented. Besides this, we have information concerning the performance of his works in two Italian cities. The earliest
of these, the opera Alessandro in Persia, was written for Lucca and
performed from August 16 to September 29, 1738. 30 The others
27 F. TORREFRANCA, Origini, p. 486. According to Torrefranca (p. 486, n. 2), an exemplar is in the Biblioteca Casanatense, Rome.
28 See D. L. STONE, The Italian Sonata cit., I, pp. 129-130, and W. S. NEWMAN, Sonata
in the Classic Era cit., p: 686.
29 See M. FABBRI in Enciclopedia dello spettacolo, V, Rome, 1958, S.v. «Firenze» (col.
388), and P. M. CAPPONI, ibid., VIII, s.v. «Roma» (col. 1134). The phrase «di Firenze in Campo Marzo» applies equally to the Florentine Teatro della Pallacorda and the Roman Teatro
Pallacorda. The former is in Florence itself, the latter, according to Capponi, «fra via della
Scrofa e piazza Firenze». Both are «in Campo Marzo».
30 The title page of the libretto, printed in PELLEGRINI, Spettacoli, p. 416, from an exemplar in the Biblioteca di Lucca, reads: «Alessandro / In Persia / Drama per Musica / Da Rappresentarsi / Nel Teatro di Lucca / Nell'Autunno del'Anno 1738/ Dedicato / A Sua Eccellenza / Roberto
Raymond / Lord Raymond / Barone di Abbots Langley. / (Un aquila in mezzo ad ornati) / In
Venezia / Presso Giambatista Pasquali / Con Licenza de'Superiori MDCCXXXVIII». According
to R. EITNER, Quellen-Lexikon cit., the music autograph (minus the first act) is in the library
of the Gesellschaft der Musikfteunde, Vienna. E. MANDYCZEWSKI, Zusatz-Band zur Geschichte
der K. K. Gesellschaft der Musikfreunde in Wien: Sammlungen und Statuten, Vienna, 1912, p.
15, merely lists Paradies among the composers whose dramatic music is represented in the
library. In the spring of 1740, Alessandro was given in Graz (see E. H. MULLER, Die Mingottischen Opernunternehmungen: 1732-1756, Dresden, 1915, p. L), and in 1741-42, the libretto
was re-used in a London pasticcio (C. BURNEY, History cit., IV, pp. 445-448). The opera is
listed in an early libretto catalog, the Drammaturgia di Lione Allacci accresciuta e continuata
fino all'anno MDCCLV, Venice, 1755, S.v. «Alessandro in Persia».
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were both performed in Venice, the ·serenata II decreto dellato on
February 17, 1739, and the cantata Le muse ingara on April 4,
1740. 31 Knowing this much, however, it is possible to arrive at a
number of tentative conclusions about the composer's youth. First,
in view of Paradies' year of birth, it seems likely that he began his
studies with Porpora during the years 1726-33, at the time Porpora
was maestro at the Ospedale degli Incurabili in Venice, one of the
city's four famous music schools for girls. 32 Paradies, then, would
have been among the pupils Porpora taught privately throughout his
career. 33 The libretto and documents connected with the production
of Alessandro in Persia furnish a clue as· to Paradies' activities in the
mid-thirties. It is significant that in these the corrupt «Paradies»,
not «Paradisi», already appears,34 suggesting that Paradies had been
abroad by 1738. Interestingly enough, in 1733 Porpora travelled to
London to become principal composer of the Nobility Opera, a post
he maintained until 1736. 35 It is quite conceivable that Paradies had
accompanied him to England, perhaps serving at first as a copyist,
later, perhaps, making occasional contributions to pasticci. The suspicious appearance in Lucca of the Baron of Abbots Langley, Lord
Robert Raymond, as impresario of Alessandro,36 and the dedication
of the libretto to him 37 further suggest. English liaisons. One last
inference about this early period is possible, that is, that Paradies'
reputation as a composer was well established by the time these three
dramatic works appeared. This is indicated not only by the impressive cast of· singers who performed in Alessandro, among them the
celebrated castrato Monticelli,38 but also by the considerable occa-

31 Both pieces are listed in L. ALLACCI, Drammaturgia cit., S.v. «Decreto del fato» and
«Ie Muse in Gara». The latter also appears in a still earlier catalog, A. GROPPO, Catalogo purga-

tissimodi tutti Ii drammi per musica recitatisi ne'teatri di Venezia dall'anno MDCXXXVII sin
oggi, Venice, 1741, p. 256 (Venice, Biblioteca Marciana, MS. C1. 7, N. 2326 [8263]). The
music autographs of both works are in the Fitzwilliam Museum (see
and A. H. MANN, Catalogue cit., pp. 3, 12).

J.

A. FULLER-MAITLAND

32 F. WALKER, A Chronology of the Life and Works of Nicola Porpora, «Italian Studies»,
VI, 1951, p. 41.
33

Ibid., p. 35.

34

A. PELLEGRINI, Spettacoli cit., pp. 416-417.

35

F. WALKER, Chronology cit., pp. 46-47, 50.

36
37

A. PELLEGRINI, Spettacoli cit., p. 417.
See n. 30, above.

38

A. PELLEGRINI, Spettacoli cit., p. 416.
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sions for which II decreto del Jato andLe muse in gara were composed. 39
Following the performance of Le muse in gara, Paradies continued
to work in Venice,40 though nothing specific is known of his musical activities until 1746. In a collection of airs from Annibale in Capua,
a pasticcio produced in London in the autumn of this year, there
is music attributed to Paradies. 41 This, of course, suggests that he
was already in England before the performance of the pasticcio. Paradies' real musical debut in England, however, was made in 1747 with
the performance .in London of his opera Fetonte. 42 Of this event
Burney recorded the following:
January 17th [1747], which was the first of the second subscription, PHAEa new ·opera set by PARADIES, just arrived in this country, was first
performed. In examining the airs of this opera that were printed, the first
seems very common and ill-phrased, nor is there much estro, or grace, in
any of his songs that I have seen (x). Indeed he seems to have had no great
experience as an opera-composer... And during his residence . in England he
acquired more reputation by the lessons he published for the harpsichord,
and the scholars he made on that instrument, for which he was an admirable
master, than by his vocal compositions.
The drama of Fetonte, or Phaeton, was written by Vaneschi, afterwards
manager; to which -is· prefixed A Discourse on Operas, inscribed to the Earl
of Middlesex. The author, whoever he was, makes no contemptible defense
of the musical drama, against the common objections of critics insensible
to the power of musical sound; but the best apologies for the absurdities
of an Italian opera in a country where the language is little understood, are
good Music and exquisite singing. Unluckily, neither the composition, nor
performance of Phaeton had the Siren power of enchanting men so much,
as to stimulate attention at the expense of reason.
After nine representations of Phaeton [. ..].
TON,

(x) An air in the style of a common minuet, by Hasse; another by Paradies; and an ordinary song in common time, for Triulzi, an ordinary singer,

39 The former, according to ALLACCI, Drammaturgia cit. (loc. cit.), «per Ie Felicissime Reali
Nozze di Don Filippo· di Borbone, e Farnese, con Maria Maddalena Primogenita di Francia»,
the latter, a «Divertimento Musicale (a sei voci) per S. Alt. Reale di Polonia Principe Elettorale
di Sassonia i1 Sereniss. Federico Cristiano».
40 C. BURNEY, History cit., IV, p. 542: «[...] Paradies had been a composer for that city
[i.e., Venice] before his arrival in England, and on quitting it, retired thither to end his days».
41 Ibid., p. 454.

42

Autograph in the Fitzwilliam Museum

alogue cit., p. 3).

G.
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forms the whole collection. Many choruses were interwoven in this drama,
but how set, or what their effect, as I have neither seen nor heard them,
I am unable to say. 43

In view of Burney's critique of Fetonte, it is not surprising that
Paradies composed no further operas for London. 44 He remained active in the opera world, however, for on January 17, 1751, he and
the poet Francesco Vanneschi were granted a permit to produce Italian
operas at the Haymarket Theatre. 45 Of the pasticci performed while
Paradies was connected with the Haymarket, music in at least one,
La forza d'amore, is attributed to him. 46 But that he contributed to
many more is indicated by the numerous Italian opera songs, duets
and choruses in his autograph which have survived. 47 On May 16,
1757, the Haymarket license was renewed for Vanneschi alone. 48
Paradies was probably pressed to sever his connections with the
Haymarket on two accounts. First, there is evidence that this venture had not been financially successful. 49 A second factor must

43 C. BURNEY, History cit., IV, pp. 455-456. The first print to which Burney refers is
[D. PARADIES], The / FAVOURITE SONGS / in the / OPERA / Call'd / Phaeton, London, J. Walsh,
[1747].
44 See G. W. STONE, Jr., ed., The London Stage 1600-1800: A Calendar of Plays, Enter-

tainments & Afterpieces together with Casts, Box-Receipts and Contemporary Comment Compiled
from the Playbills, Newspapers and Theatrical Diaries of the Period, Part IV (1747-1776), I, II,
III, Carbondale, Illinois, 1962. In fact, none of Paradies' music seems to have been much
played in London. Besides Fetonte, only the performance of an «Overture composed by Sg
Paradies» has been recorded. This took place at an «Entertainment of Vocal and Instrumental
MUSICK» in the King's Opera House in the Haymarket on April 16, 1751 (G. W. STONE,
op. cit., Pt. IV, I, p. 246).
45 O. E. DEUTSCH, Handel: A Documentary Biography, London, 1955, p. 700.
46 Announced in the playbills as «A New Pastoral Opera», it was first performed on January 19, 1751, and four times subsequently (G. W. STONE, London Stage cit., Pt. IV, I, p.
232). The work is called a pasticcio by W. B. SQUIRE, Catalogue of Printed Music Published
between 1487 and 1800 Now in the British Museum, London, 1912, S.v. «Forza d'amore», and
by F. TORREFRANCA, Origini cit., p. 483, but an opera by J. A. FULLER-MAITLAND and A. H.
MANN, Catalogue cit., p. 3, in reference to a score in Paradies' hand.
47 See J. A. FULLER-MAITLAND and A. H. MANN, Catalogue cit., pp. 46-49, 51. Many
of the autographs designate a character for whom the piece is intended and/or an act in which
the piece appears.
48 O. E. DEUTSCH, Handel cit., p. 787.
49 C. BURNEY, History cit., IV, p. 467, writes: «Vaneschi had been manager from the
time that serious operas were renewed, in 1753 [actually, since 1751; see above], till now
[1756]; when his difference with Mingotti [a singer] had occasioned as many private quarrels
and public feuds, as the disputed abilities of Handel and Bononcini [. ..]. These squabbles ended in Vaneschi's being a bankrupt, a prisoner in the Fleet, and afterwards a fugitive; and
in Mingotti and Giardini acquiring, for a while, the sovereignty in the opera kingdom [...]».
16
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have been his increasing reputation as a harpsichordist, and hence
the increasing demand for him as a performer and teacher. «Zipoli
of Rome», writes Burney, «Domenico Scarlatti of Naples, Alberti of
Venice, and Paradies, have distinguished themselves by their performance and compositions for keyed-instruments, during the present century, more than any of their countrymen».50 None the less, Paradies' public appearances must have been few, for we know only of
the charity concerts he gave for the benefit of the «Musical-Fund
for the support of decayed Musicians and their families».51
Of Paradies' students, only the names of four have come down
to us. One of these appears in an announcement of the General Advertiser as early as April 10, 1749: «For the Benefit of Miss CASSANDRA
FREDERICK, a Child of Five Years and a Half old) and a Scholar of
Mr. Paradies L..] will be performed a Concert of Vocal and Instrumental MUSICK. This Child will perform on the Harpsichord L..] a Concerto of Mr. Handel's L.. ]».52 This, presumably her debut, was followed by a second appearance, similarly advertised, on March 29,
1750, at which she performed two of Handel's concertos. 53 Paradies'
renown in London as a teacher, as Pohl has suggested,54 may very
well have owed much to the early appearance of this Wunderkind. 55
Curiously enough, Paradies' two most successful students, Thomas Linley, Sr., and Gertrud Elisabeth Schmeling-Mara, were not harpsichordists, but composer and singer, respectively. Linley is mentioned
as a student of Paradies in secondary sources which have appeared
since the early nineteenth centurY,56 while Mara's connection with
him is known from her Selbstbiographie (p. 515), a source which provides a number of interesting details about the composer:
I was also installed with an old Italian singing teacher, Paradisi. He had
a niece by the name of Frederica who was supposed to train me in scales
and solfeggios since he himself had ,podagra. This sometimes (when he was

50
51
52

C. BURNEY, History cit., III, p. 534.
C. F. POHL, Mozart und Haydn cit., I, p. 30.
O. E. DEUTSCH, Handel cit., pp. 663-664. According to C. F. POHL, Mozart und Haydn
cit., I, p. 176, she also played works of Scarlatti and other composers.
53 O. E. DEUTSCH, Handel cit., p. 684.
54 C. F. POHL, Mozart und Haydn cit., I, p. 176.
55 What little information we have about Cassandra Frederick we owe to C. F. POHL,
Mozart und Haydn cit., I, pp. 176, 177 and n. 1; also in Grove's Dictionary, loco cit.
56 E.g., the anon. Memoir of Thomas Linley, «The Harmonicon, a Journal of Music»,
III, 1825, p. 215.
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in pain and she would not teach for him too willingly) made him scream
like one possessed. I had gone around 14 times to him, and had learned
a few arias. Then he wanted to take me as his protegee, that is, [he wanted]
to bind [me to him] for seven years - a custom which is common in England. That is: people give children to a teacher for seven years. He gives
them about 3 years of lessons. As soon as they are fit to appear before the
public, he makes engagements for them, clothes them if need be, but the
first year takes the whole fee for himself, the second [year] half [of it], and
the 3rd a quarter. So as a result, such men make themselves a handsome
sum of money quite comfortably if the student is successful. But my father
did not want to get involved in this. So my Italian training, which would
amount to about 4 weeks (everything considered), ended at this point, and
was therefore only very superficial. Other than this, I had none. 57

A fourth student of Paradies, a female singer and harpsichordist,
is mentioned in a letter of Leopold Mozart. Here we also learn something about the private life of the composer during his London years:
The brother of this Mr. Wynne fell in love with a lady of German birth
named Kronemann (the one who has performed in Salzburg). Her father
was a musician in Holland and her father's brother is still in Amsterdam
with many of his sons. One son is in the service of Prince Conti in Paris
as a musician, and was with Schobert at our house. The mother of this singer
involved herself with an Italian Kapellmeister, Paradies, and after the death
of her husband this Paradies had great concern for the children. When I
was in London he married off one, that is, the above, to Mr. Wynne, and
another to sig. Paolo Mazzinghi, a London violinist. [. ..] So her sister-in-law
[i.e., Mrs. Wynne, nee Kronemann] can contribute something by her great
talent, and besides this she is indeed a most agreeable brunette. Her playing
is incorrigible, but I also want to tell Herr Adelgasser what she has played.
The sonatas of Paradies engraved in London are her favorite pieces. And

57 <dch wurde auch bey einem alten italienischen Singmeister Paradisi eingefuhrt; er hatte eine Nichte Namens Frederica, diese sollte mich in Scala und Solfeggios unterrichten, weil
er selbst das Podagra hatte, welches denn machte, daB er zuweilen (wenn er Schmerzen bekam
und sie ih11). nicht zu Dank lehrte) wie ein Besessener schrie. Ich war ungeHihr 14 Tage zu
ihm gegangen, und hatte ein paar Arien gelernt, da wollte er mich in die Lehre nehmen, das
heiBt, auf sieben Jahr binden, ein Gebrauch, welcher in England gewohnlich ist; nehmlich:
Man giebt Kinder auf sieben Jahr zum Lehrer, dieser giebt ihnen ungefahr 3 Jahr Unterricht;
so bald sie fahig sind, vor dem Publicum zu erscheinen, so macht er Engagements fur sie,
kleidet sie allenfalls, nimmt aber das erste Jahr das ganze Honorar fur sich, das zweite die
Halfte, und das 3te ein Viertheil, so daB sich solche Herren, wenn der Schuler einschlagt,
so ganz commode ein schones Stuck Geld machen. Dieses wollte aber mein Vater nicht eingehen; hier endigte sich also mein italianischer Unterricht, welcher ungefahr (alles zusammen
genommen) 4 Wochen ausmachen konnte, und dabey doch nur sehr fluchtig war. Weiter habe
ich keinen gehabt».
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she played variations from memory. Paradies, our good acquaintance, was
her teacher, who had trained [raised?] her as a child.58

We know from Burney that Paradies retired to Venice in his later
years,59 but the date of his departure from England is unknown. He
was still there during the time Peter Welcker w:as publishing, that
is, ca. 1769 to ca. 1775. 60 This is known from the information
given in a Welcker imprint: «Printed by Welcker in Gerrard Street
St. Anns Soho / Where may be had Paradies s Lessons reduced to
lOS 6d».61 Paradies may have still been in London as late as 1778
or 1781, for in these years two pasticci containing music by him,
Demofoonte 62 and Love in a Village, 63 were produced. Cudworth
(loc. cit.) reports that Richard Fitzwilliam acquired many of Paradies' autographs ca. 1769-70, perhaps indicating that the composer
was preparing to leave at this time. At any rate, there is no evidence
to support Cudworth's view that Paradies' sale of the autographs
might have been occasioned by financial difficulties.
The Venetian Archivio di Stato (documents of the Provveditori
alIa Sanita, Necrologi, registro n. 978, carta 238) preserves the maestro's death certificate dated August 25, 1791. It reads: «Domenico

58 «der Bruder dieses Mr: Winn verliebte sich in eine gebohrne Teutsche nahmens Crouemanin (welche diejenige ist, die sich in Salzburg producirt habe) dessen Vatter warMusi~us
in Holland, und der Vatters bruder samt viellen S6hnen ist noch heute in Amsterdam; ein
Sohn ist beym Prinz Conti in Paris als Musikus; und war mit Schoberten bey uns. die Mutter
dieser Sangerin hieng sich an einen Italianischen Capellmeister Paradies, und nach dem Tode
des Mannes hatte dieser Paradies aIle sorgen fUr die Kinder. Eben da ich in London war verheyrate er eine an den Mr Winn, namlich die gegenwartige, und eine andere an den Sr: Paulo
Mazingi einen violinisten in London. [...] Ihre Schwagerin kahnnalso, durch ihre groBe Geschicklichkeit etwas beytragen, da sie nebst dem auch eine zwar brunette doch allerangenehmste Person ist; Ihr spielen ist unverbesserlich, ich will dem· herrn Adelgasser aber auch sagen,
was sie gespielt hat. Die in London gravirten Sonaten des Paradies sind ihre favoritstiicke.
Dnd auswendig spielt sie Variationes. Paradies, unser guter bekannter, war ihr Lehrmeister,
der sie .als ein Kind erzogen hat» (Mozart: Briefe, ed. W. A. Bauer and O. E. Deutsch cit.,
I, pp. 277-278).
59 See n. 40.
60 F. KIDSON, British Music Publishers, Printers and Engravers, London, [1900], p. 150.
61 D. PARADIES, A Favorite / CONCERTO / for the / Organ / or / HARPSICHORD / with Instrumental Parts, London, n.d.
62 See C. BURNEY, History cit., IV, p. 509. An air fro.m the pasticcio is attributed to
Paradies in W. B. SQUIRE, Catalogue of the Manuscripts in the Library of the Royal College of
Music, ed. R. Erlebach,n.p., 1931, p. 409.
63 O. G. T. SONNECK, Catalogue of Opera Librettos Printed before 1800, I, Washington,
1914, pp. 698-699. No music of Paradies, however, is named in the libretto among the pieces
«composed on purpose for this opera».
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formerly Carlo Paradies, 84 years old, infirm for 62 years with a
gouty disease with connection to the neck, pain in the head and in
the chest, died, convulsive, this morning, at 2 o'clock P.M. Doctor
Angelo (Caserta), he will be buried the next day at 5 o'clock P.M.,
Church of St. Geminiano» «<Domenico quondam Carlo Paradies d'anni
84 infermo per anni 62 con affezione gottosa e raporto ad collo male
alIa testa ed al petto morl convulso questa mattina all'ore 14 medico
Angelo [Caserta] si sepelira dimane all'ore 17 Capitolo S. Giminian»). This document was discovered by Giulia Giachin and reported
in her Contributo alIa conoscenza di Paradisi, «Nuova rivista musicale
italiana», IX, 1975, p. 359. The church of S. Geminiano stands no
longer. It was torn down in 1807 during the Napoleonic era. The
church's archives survive, however, and are housed with those of
the Basilica of San Marco. In the Basilica archives, according to Giachin (Ioc. cit.), a second death certificate is to be found (Morti Tomo 8°, p. 29), its wording virtually identical to that of the document quoted above.'
It is upon his twelve sonatas that the reputation of Paradies now
solely depends. These pieces were first published in London by John
Johnson under the title: Sonate / di / Gravicembalo / dedicate / A

Sua Altezza Reale / La Principessa Augusta / da / Pier Domenico Paradies / Napolitano. 64 A perfunctory dedication to Princess Augusta,
and a privilege given by George II to Paradies, granting him exclu~
sive permission to publish his works, are printed in the Johnson edition. 65 From the date of the privilege, it can be inferred that the
sonatas were published late in 1754, or in the early part of the following year.
George R:
George the Second by the Grace of God, King of Great Britain, France,
& Ireland, Defender of the Faith &c. To all to whom these presents shall
come Greeting. Whereas Our trusty & well beloved Pierre Dominique Paradies, hath Humbly besought Us to Grant him Our Royal Priviledge and Licence, for the Sole Printing and Publishing, his Compositions of Musick following, Vizt: Twelve Sonatas for the Harpsichord, Six Grand Concertos for
the Organ, & Harpsichord and'some other pieces of Vocal and Instrumental
Musick which are now ready for the Press; we being willing to give all Due

64

Isham
65

An exemplar is in the Houghton Library, Cambridge, Massachusetts, call number
1583.10~'(.

Pages [i] and [iii], respectively.
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Encouragement to Works of this Nature, are Graciously pleased to Condescend to his Request, & we do therefore by these presents, so far as may
be agreeable to the Statute, in that Behalf made & provided: Grant unto
him the said Pierre Dominique Paradies, his Executors, Administrators &
Assigns, our Royal Licence, for the sale Printing and Publishing his aforesaid Compositions, of Instrumental and Vocal Musick, for the Term of Fourteen Years, from the Date hereof, Strictly forbidding all our Subjects within
our Kingdom & Dominions, to reprint the same, either in the like or any
other Volume, or Volumes whatsoever, or to Import, Buy, Vend, Utter, or
distribute, any Copies thereof reprinted beyond the Seas, during the aforesaid Term of Fourteen Years, without the Consent, or Approbation of the
said Pierre Dominique Paradies, his Heirs, Executors, or Assigns, Under their
Hands & Seals, first had and Obtained, as they will Answer the Contrary
at their Peril. Whereof the Commissioners, & other Officers of our Customs, The Master Wardens & Company of Stationers, are; to take Notice,
that the same may be Enter'd in the Register of the said Company, & that
due Obedience be render'd thereunto.
Given at Our Court at St. James's, the Twenty
Eighth Day of November, 1754 in the Twenty
Eighth Year of Our Reign
By his Majesty's Command,
Holdernesse. 66

Torrefranca claims that the royal privilege is not to be found in all
of Johnson's prints of the sonatas, and concludes that the copies
without the privilege belong to an earlier printing. 67
The number of times Paradies' sonatas were republished in the
eighteenth century gives ample proof of their popularity. At least
66 The only concerto of Paradies later to appear in print was that first published by
Welcker (see n. 61, above). The following note appears on the title page: «NB. This is the
only Concerto ever Compos'd by him». Thus, five of the concertos mentioned in the royal
privilege were either never composed or else the manuscripts have not survived. That the
latter is the case is suggested by the existence of two autographs of the Andante of a «Concerto per cimbalo, ovvero Organo», one a complete score, the other a copy of the solo part with
a sketch for another movement (see J. A. FULLER-MAITLAND and A. H. MANN, Catalogue cit.,
pp. 47-48).
Besides dramatic and keyboard music, Paradies was interested in still another genre of
composition, the sinfonia (see J. A. FULLER-MAITLAND and A. H. MANN, Catalogue, p. 48).
67 F. TORREFRANCA, Origini cit., p. 482, n. (1). A number of music reference works give
an erroneous date, 1746, as the year of the sonatas' first publication. This is probably traceable to a misdating of the Blundell edition of Paradies' sonatas in C. F. WEITZMANN, Geschichte des Clavierspiels und der Clavierliteratur, Stuttgart, 1863 (see F. TORREFRANCA, Origini cit.,
pp. 479-480).
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seven other editions appeared: Le Clerc printed the sonatas ca. 1765,
Welcker between ca. 1769 and ca. 1775, Roger ca. 1770 (only six
sonatas), Blundell between ca. 1778 and ca. 1782, Preston & Son
between 1789 and ca. 1801, Longman & Broderip between 1779 and
1798, and Imbault in 1791. 68 The publication of the sonatas not only in London, but by Le Clerc and Imbault in Paris and by Roger
in Amsterdam, illustrates that their popularity was not confined to
England. Torrefranca points out that the editions of Le Clerc, Welcker and Preston & Son all contain forty-seven pages with identical
distribution of the music, suggesting that the two English editions
were copied from the Le Clerc. 69
Discussion of Paradies' sonatas would not be complete without
a comment about their influence on the musical world of the eighteenth century. Most significant, perhaps, is the fact that Leopold
Mozart thought very highly of them. In a letter to his wife dated
December 16-19, 1774, he advises that their daughter Nannerl «should
also practise the clavier most diligently, especially the sonatas of Paradisi and Uohann Christian?] Bach, and Lucchesi's concerto and so
forth».70 Paradies' sonatas also played a role in Wolfgang's musical
education. This is known from Marianne von Berchfold's notes for
a projected biography of Mozart. «In Paris as well as in London»,
she writes, «he [Leopold] proposed to his son various difficult pieces
of Bach, Handel, Paradies and other masters, and he played everything not only from memory, but with the proper tempo and neatness».71
68 The dates given above for the English editions are those in which, according to F.
KIDSON, British Music Publishers cit., the several printers were in business. The dating of the
Le Clerc edition is based on the privilege, dated August 21, 1765, granting Le Clerc permission to print music by (among others) «Paradis» (see M. BRENET, La Librairie musicale en
France de 1653 1790, d'apres les registres de privileges, «Sammelbande der Internationalen Musikgesellschaft», VIII, 1906-1907, pp. 453-454). The Roger and Imbault dates are from E. L.
GERBER, Lexicon, s.v. «Paradies (Pietro Domen.)>>, and idem, Neues Lexikon, s.v. «Paradies
(Maria Theresia [sic, see n. 5])>>, respectively.
The sonatas have also survived in three eighteenth-century manuscripts, two in the Sachsische Landesbibliothek, Dresden (Mus. 3004-T-1 and Mus. 3004-T-2), one in the Staatsbibliothek zu Berlin (MS. 16972) (see n. 26, above).
69 F. TORREFRANCA, Origini cit., pp. 482-483.
70 The Letters of Mozart & His Family, ed. E. Anderson, I, p. 364. See also p. 366.
71 «Sowohl in Paris als in London, legte man dem Sohn verschiedene schwere Stucke
vom Bach, Hendel, Paradies, und andern Meistern vor, und alles spielte er nicht nur allein
von Blat wek, sondern mit dem angemessenen Tempo, und Nettigkeit» (Mozart: Die Dokumente seines Lebens, ed. O. E. Deutsch, Kassel, 1961 [«Wolfgang Amadeus Mozart: Neue Ausgabe
samtlicher Werke», Serie X: Supplement], p. 400).
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Muzio Clementi was also musically indebted to Paradies' sonatas,72 and included one in his. Introduction to the Art of Playing on
the Piano Forte, London, ca. 1801. 73 Perhaps Johann Cramer's interest in the sonatas 74 stems from his early instruction with Clementi. It may be supposed that other Clementi students, such as Friedrich
Kalkbrenner, 75 John Field and Giacomo Meyerbeer, had also been
introduced to them. Thus, it is another decreto del fato that Paradies'
operas, concerto and sinfonias were quickly forgotten, but that his
less pretentious creation, the volume of twelve Sonate di gravicembato, was not only to exert an influence upon important composers
of the past, but would keep his name alive to our own day.

72

Anon., Muzio Clementi, «Allgemeine musikalische Zeitung», XXXIV, 1832, p. 655.
C. G. PARRISH, The Early Piano and Its Influence on Keyboard Technique and Composition in the Eighteenth Century, unpubl. diss., Harvard, 1939, p. 224.
74 T. SCHLESINGER, Johann Baptist Cramer und seine Klaviersonaten, Munich, 1928, p. 31.
75 In his Treatise on Harmony [... J, trans. R.L. Cocks, London, n.d., Kalkbrenner presents, in fact, as illustrations of perfection in musical composition, two works: a Toccata by
himself and the famous «Toccata» (Le., Allegro) from Sonata VI by Paradies.
73
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