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: R : e o R
ThlS the51s 1s 1ntended as an 1nwest1gat1on)of the form and

'f;g'riﬁﬁﬁ-m;?;'ft content of Handel's opera arlas ”‘Although other aspects of Handel'

“ \Y

'“?;ﬂdﬂjffuj'fp operasgfre con51dered the prlmary attentlon 1s placed upon thé ar'
because 1t 1s the most 1mportant mu51ca1 element 1n the genre of

w\v. }?

'_={'=.

opera serza

: R

..‘

composer 1% dlfflcult without some knowledge of early.elghteénth cen-§ ’

. e
[ : : ‘).x

The ba51c elements of opera,$é%za :

\:jl_.;- w1th speclal empha51s on‘the.formal and styllsg}c eVolutrbn of the da
3 capoarlaas reprefented in. the”muSlc of two of the foremost composers'ﬂ'wh

. \ ‘ . W
_.,; S S A TN

' of opera serta Alessandro Scarlatt1 and\Johann Adolph Hasse

. ﬁ“. hAN

, A s1m11ar analytlcaf approach 15 employed 1n the second chapter

Y

k

Ai: works qulzo Césa%e;yTamerZano, RodeZznda Orlandm, Agyodante, and

Athna These opera§ have been chosen,because they represent Handel s"

et ‘94'\,_ o
% 0

v-,?'jil_em-f;;;' two ma1n perlods oflppegat1c act1v1ty qulzo Cesare (1724),§2hmerlano

et ‘
perlod 1729 173'f

ﬁése 51x operas are perhaps'the«most

1‘ v




S ! 9 ’ . Q
A : After a brlefndlscus-_‘_ R
. L L) ,,” , . ; ' S e TR NI
“slon of Hander_s operihcareer, llbre%fl, 51ngers, and musﬁcalpstﬁ%&,_ lfg~f&5-7‘
. i R lv. Yoo E . » . . 1\ . s i -: .. . LT
A the mu51ca1 elements of h1s operas are studled separateky FrOm‘the*
. : «7 ~ *,. . o , ‘_, :.. o : ) R
background mater1a1 contalned 1n the f1rst chapter one can determlne.';f SR
e SR e
”‘, how»closely Handel followed the operatlc convent1ons of hlsaQay, and
: , . t@-- .

;ﬁhfl" '; o *f_ "typ1ca1 Hande11an da capo ar1a is. estab11shed in- order tb compare thls

B -": ' \:form w1th the da capo form of hlS contemporarles The f;nal sectlon -.Tr" B
G .of thlS chapter exam1nes Handel's dramatlc man1pulat10n of ar1a form '

o, g

- . .': e : n . ’i N
j;f;f; : ! analy51ng the var1éus technlques employed by the compbser to enhance 'ﬂ‘,-f R

. .vm‘l\”

'1the dramat1c act1on of hlS operas. o ;3j.,"::f3. > 7*;;mf.rff§]mi§f_‘:,§

The th1rd chapter concentrates on: the emotlonalacon%ent %n Handeﬁ%

P

o ‘ : R
‘ 'ar1as HlS tneatment of the Doctrlne of the Affectlons 1s examaned to.

e e

N P

f3 ijf_f7]?“i<f ‘:fjestabllsh the ba51c vocabulary employed by the’composer to cpnvey the ‘t;;f'“:

-lhemotlonal content of hlS ar1as to contemporary audlences "F1na1 y, mu— _:)_,,.
B SR ‘ i S
. s1ca1 char&cterlzat1on 1s 1nvest1gated The portrayaé of ch%racter

through mu51c wh1ch is perhaps the most 1mportant and’ alsé the most

‘:elus1ve talent of a greatwopera composer, 1s ev1den& in the operas of .
-f"Handel The author attempts to dlscover the technlques employed by the
‘ ',composer 1n the creatlon of the 11fe 11ke characters whlch are fOundlln
" his operas LT T e a?f73 Lo ff%-.ff_‘: ﬁﬁ*“ffj‘ .
b B V : N 5."
¢ . _ P ‘
- : » w m .
. = a Rt
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Example

1. Handel; GiulioiCésané, ”Qﬁé'
r‘daI monte,ﬂwmeas.;27—36.

”-QJ.'queiﬁnda,
3. Rodelinda,
"4;’(Rodeiinddé

5. bedernda;

6. 1A1b£na,

7.  Aleina,

'8; fAZcina;

9. Alcina,

"10. Aletina,

”Di ’

‘”Di-:

"Di,

"D_i,

"Di,

cor mio,"

cor mio,"

cor mio,"

cor mio,!"

"Morrai si," meas

meas. .

meas.,
‘meas.

meas.

"Morrai 'si," meas|.

"Morrai s1,'" meas.|

“"Morrai si,' meas. |

" LIST OF MUSICAL EXAMPL

s

26-30:""

31-36.

36-39.

ES"
4

11. Giulio Ceéafe;,"Se'pieca digmévnoﬁ'éénti;”gmeas. 1-8.

-,12;"GiuZio-CeSdﬂb,,”Sé pieté di me non}senti;ﬁ”méas. 42-46.
13._'Aléind;,”Mio‘bel_tesdid;f:meas."5418."7

14. _Orlando,'
and 21-24,

lSA'[Tqmerlano,-
16. . Rodelinda,
. A

17. Tamerlano,

18a R?delindd,

A\

“Se.mi ri

Act 11, x.

-Aét'iI; vi.“

S Vviii .

/

"Cor.di padre,.e cor d'amante," meas.

vblgo al préto;" mea§,f1;4,:12;20,1.

811,

'"Se'l miO'duol'nqn‘é si forte,'" meas. 4~lir‘

o 93 o

94

.95

'f§§ “

96

Y
.1100'1
106

.:Jibsi_:

"i;zf:
113

_1115.‘.

115



5?22r

20

_ 1

23, R4

24, AZana, "Ah' Ruggléro crudel ﬂ meas. 27 31 .
: ;252, AZc¢na, "Ah' Ruggfgr crudel o meas 23 26

e N
'o\Act 1, f1rst sect10n.~ ;'

26, Tbmerlano Slnfonla

'«27. AZczna, "Non;é3amor,

e1051a " meas 25 28

28.' " Giulio Cesare, “Piangerd,

:a sorte mla r ‘,»’
‘ meas'“7=s*'- N L

29, qul%o Cesare '”Piéhéér6§ " 50
ne®. ag-s1.

Alczna ”Ah' mlo cor " meas
:‘32; Athna ”Ah' mio cor,” meas. ]
. 33. Orlando, nGia lo str1ng0, gl& l'abbr

34, Arzodbnte "Prend1 da’ questa mano S
cEe ' meas 80 83 and 1nterrupt10n RO

35 Orlando,‘"Uhlsca amor 1nv501g =meé§3 2i§28}and1'

1nterrupt1on

ﬁ,3g§"0r2andb "Per Far, mla dlretta," meas.,22 29 and

. .,'\ ;_/‘ lnt errupt 1°n~ R o K . 5 . R
Rbdélznda '"Ombre, plante, urne funeste'"' E

_ meas 1 20, LT o tf

Rodeltnda "Ch1 d1 v01 fh plh 1nfede1e "i
heas 45*61 T , _ T

\

AR

. 14-18;  :

'3i§égef' .
'45Qi15t  .,?;';y:~'

3 llsﬂf)fﬁi :
119

119 P
121 S

'._nglﬂf:q'~i ‘

3»[;;40.3ﬁ




i

'"39lffAZczna ;"Qual portpnto," heas 12 ,7'_“;1"“§¥'¥f:;“-"ﬁﬂ:iﬁ?ﬂ‘"'
f+549r-;Ar¢odante "Manca,- oh ‘Deil la i

s meas, l 6 and lnterruptlon v',~j4sy?ff -

1. 'Ol”za"do "Gla L’ebro mlo c1g110,',' meas ‘-18 285. SR ,‘15.',0"', L

. 4?;; Orlandb ”F1nché prend1 anéor 11 sangue K a 't-bff;;:f'<-f; Sl e
o _meas, - 19 w-f- e ;_Av. ;.~, L ‘1’ i i‘F!1 :~ f152,f"~ ‘
fgn43C:f0rZando,b"F1nché prendl ancor 11 sangué "f' T L T TR
C ‘heas. 39-47. ‘i{'.-_ L T f7 - Lo 183

‘ f‘f\:' 44; *qulzo Cesare '"Dall' ondoso perlgllo/Aure, deh ‘ “ft . - ",g_%;-filf
R per p1eta ' meas. 39- 50 Q L A CIse

4S;f71umerlano,'"81 f1g11a,.1o moro . meas 1 10

159 L
'46;i:ramerlano "F1g11a mid; non pianger nb L

e

.\;L"v T

ol :v7' 5?“$Qw247.f;TamerZano "Su v1a,vfur1e e m1n1stre/Mé non
R ST Cessate'"_'f”, o .
' 748,f§GLuZzo Cesare "L'angue offeso ma1 r1posa X }i;ji""
o meas 36 41 Gl s S S

f'wf:_*;ﬁf;-a‘;:.'ﬁ49¥lqumerZano nForte e 11eto'§,ﬁorte'éndrei;df:g;; .

'";f;f50;5.TumepZano "C1e1 e terra arm1 d1 sdegno~”  & i
S meas ﬂlo : o :

»'h'>51;k77umerlano, "Freml m1nacc1a' mi’ r1do ", (openlng I
el T sectlon to the grand scena), meas. 1 3 ,»2J'Ji Cooo189

e “ 52 Tumerlano ”EmpLo, per fart1 guerra - meas . CLT e e
S 1\ 21 27 PR S P R - - S 199

”ﬁg'iOrZandb '"Ah' mlsero e schernlto,” meas L1= 5): o

’ ﬁOrZandb ‘"Mad Scena," the use of 5/8 metre

: ﬂf'OrZando "Che del p1anto ancor nel regno,. e
- meas. 10 25 L o e D _.v‘::‘byﬁl LT 208 0L

’{gs7.';0rZandb -ugla latra Cerbero"’and "Vaghéqupille,ﬁ;¢f;;[“

R thematlc relatlonshlps B el Tem ol e

R e 58.° 'Orzcmdo
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 ;i1‘.fff',-1f'f‘,]7'2 Ar1a types in’ opera serzaeaccordlng to Goldon1 SOOI
SO erand Brown ool TR T T gy

?' ;‘CLa551£1cat10n of the mu51ca1 numbers 1n the
- .. operas qulzo C@sare Tamerlano, RodeZtnda .

OrZando Amodani;e, and Ach,na

Tamerlanq,debZznda Ariodante, and Alczna
accordlng to the three ba51c affectlons




'f;,,:;;];‘,Q‘};‘;hfffnjt At the beglnnlng of the elghteenth century, a new type of opera "ff;flﬂhlg

‘ fwas emerglng from‘Italy whlch was to become the muslcal/dramatlc form

\

‘ﬂItaly; but throughout most of Europe Although thlS new type of Itallan

The beg1nn1ngsho1 opera serza are tradltronally traced back to the

h“ffrllbretto reform 1n1t1ated 1n Rome by;the Arcad1an Academy The Arcadlan :fiﬁf“'”

- Chrlstlna.‘ The purpose of thls Academy was to rescue‘Itallanvpoetry and



the dlstlngulshed leadershlp of Nicolas' 8011eau, P1erre Corne111e and .

© . later Jean Racrne. Unllke thls French.reform movement, whlch was aimed

<’

at- the spoken theatre, in. Italy the reform prlmarlly effected opera,

o

‘because at this t1me the opera libretto was the most 1mportant 11terary
3form,1 These 11terat1 sought to purge ‘the’ seventeenth century opera .
11bretto of its compllcated plots and subplots, 1ts abundance of charac;
ters, 1ts 1llog1ca1 sequence of dramatlc action, its lack.of cpnsistent
3
characterlzatlon, 1ts sensat10na1 exp101tat1on of scenlc effects, 1ts‘
coarse and extravagant language its 1mmora1 tone, its: superfluous

.

arlas, its comic scenes, and its haphazard m1xture of com1c and serlous

‘characters Although the ideals of the Arcadlan Academy were- ba51Ca11y‘ ;

3 '

U a negat1on of ﬁrev1ous operatlc practlces, they did serve to establlsh

11terary standards and 1mprove llterary tastes, not only in Rome but
2 e — |

)

dthroughout Italy

T L
[

The poets Domenlco Dav1d Silvio Stampiglla and Apostolo Zeno,

~ \

who were members of the Academy, adopted many of th\se\reforms 1n thelr

. =~

fllbrettl By 1700 Glovann1 Mar1a Cresclmbenl, the pre51dent of the
" ‘Arcadian Academy, could say that Italy had

corrected many manlfestatlons of that monstrous ‘mixing of character
' types practiced till now. managlng At least 'to-establish: ent1re1y
serious’ 11brett1 ‘like .thoge used today in the: theaters of ‘Venice,
which do mnot use’ comic characters and which, by d1m1n1sh1ng the -
"excessive number of arias, allow some opportunity in the recitatives
~» . for the affetti. 1In this enterprise our fellow Arcadians the late:
Domenico David and the most 'learned Apostolo Zeno have been prime
. movers; and, therefore, the honour of the achlevement is pr1nc1pa11y
theirs. 3

Lo

L

G

1Nathaniel Burt, "Opera in Arcadia,” Musieal Quarterly 41 ,
(1955):145. o o oo

> .

’Ibid., p. 152, .. ..

.

3Quoted in Robert. Freeman, "Apostolo Zeno! s Reform 9f the

. leretto," Journal of the American Musicological Soczety 21 (1968) 325.

L3N

-

/



e

B

However, these reforms were not as revolutlonary as 1s often assumed.
Recent research has shown that the 11brett1 of Zeno and David are not
radlcally dlfferent from most contemporary Venetlan 11brett1 with

regards to the exc1u51on of com1c characters and the reductlon in the

_.).
PR

number of arlas 4 By adopt1ng these reforms Zeno, DaV1d sand
Stamplglla were merely at the forefront of a general 11terary trend that
had spread from Rome throughout most of Italy ‘In addition, ‘these

11brett15ts were not overzealous in the1r reforms, since they were writ-

LY

'-, 1ng for the publig whose tastes had to be con51dered “For example

f

5 , :
. Zeno s Grzseldg contargy/é comic servant whlle Stamplglla s Purtenope

has a comic denouemenf Although Zeno can no longer be credlted with
the reform of the opera 11bretto "he was certalnly among the most
sklllful” 11brett15ts of hlS generation. . He succeeded ‘in creatlng
ratlonallstlc libretti, where characters were drawn in greater depth
and dramatlc development ‘was more loglcally motlvated than it had been
prev1ously ”j In hlS 11brett1, espec1a11y those wr1tten for Emperor
Charles VI in Vlenna Zeno achleved a hlgh moral tone by concentrating
''on questlons of politics and ‘royal ethlcs ”?

" The reforms of. the Arcadlans were contlnued by Pletro Metasta51o.
whoanpronrlatelysucceeded Zeno as Imperial court poet at V1enna in

1730 The 11brett1 of Me&asfa51o represent the opera serta llbretto in

“Ibid., pp. 326- 27, T

SIbld., pPp. 326 § 337 for additional information on Zeno and the
reform of the opera 11bretto see Robert Schonfield Freeman, '"Opera with-
out Drama: Currents of Change in Italian Opeza, 1675 to 1725, and the
Roles Played Therein by Zeno, Caldara, and Others,' vols. 1-2 (Ph.D.

. dissertation, PrlnCeton Un1ver51ty, 1967) .

3

Donald Jay Grout 4 Short stto - of Opera 2nd ed. (New»YdrkEf
Columbia University Press 1955), p. 185 - ‘

Sy



A

"wr1t1ng words to be sung. unless he 1mag1ned the music for them "

-

its'most,refined‘and perfect form. Unlike Zeno,'who regarded.opera as

an’ 1nfer10r type of drama and barely tolerated mu51ca1 settlngs of hlS’

~ works, Metasta51o ‘was . sympathetlc towards mu51c1ans and was h1mse1f an

amateur composer ‘Metastasio once stated that ”he was 1ncapab1e of

7

Because of his knowledge of music and mu51c1ans, he achreved a greater o
» (’

union between the dramat1c and lyrlcal elements by relatlng the ar1a

text more closely to the reC1tat1ve and by exp101t1ng the mu51ca1 quall-‘

t1es of the Italian language Metasta51o also developed a hlghly

reflned poet1c style wh1ch caused h1m to be compared dur1ng h1s 11fe—

. time, w1th Homer and Dante. _Hls twenty-seven libretti were-the most

popular‘and influential of the eighteenth century, receiving more than

_.one thousand musical settings.8 Besides these celebrated authors, there

'were many other 11brettlsts throughout Europe of lesser talent Most‘

theatres employed the1r\own 11brett15ts, usually 11terary hacks whose
job was to reconstruct old 11brett1 to resemble those of. Metasta51o or

to adapt new 11brett1 to suit local tastes

Structure of the Opéra éeria Librettoth,,

The'standard~libretto of;Metastasio'and Zeno con;ists‘of,a
straightforward plot, which is'derived from ClasSical.dr'Medieval_his;
tory or‘froMTmythology, with ‘one or. two closely related Subplotsfnghe

M

cast comprises six to €ight characters arranged in a hierarchical order.

7Mldhae1 F. Rob1nson, Naples and Neapolttan Opera (Oxford Claren—
don PreSS, 1972), P- 48 ' o _— ' I A

e

Sgrout,;History of Opera, p. l&524d



Because thls type of opera was 1ntended for the. 1nstruot10n and enter-'}ﬂ_-’

v‘talnment of European arlstocracy, the characters are usuallY‘of noble

1

rank and the opera usually COntalns a moral lesson a1med at these B

' prlncely patrons The moral lesson usually extolls the 1mportance of

‘v1rtue honour, clemency, fldellty, or- bravery to a person 'of h1gh p051- =

I tlon-‘ The moral a1m of opera seria causes the characters(to remaln 1de-
4allzed types or stereotypés rather than 1nd1V1duals

The 11bretto was usually d1v1ded 1nto three acts, w1th the thlrd
often shorter than the first. Each act con51sted of a series of sceneS"»
that were determlned by the movement of the. characters on stage and not
'by place. The great maJorlty oé each scene was wrltten‘ln alternatlng o
"seven- and eleven syllable lines wh1ch were 1ntended to be set as reci-

.

, tat1ve 9 The rec1tat1ve was the domaln of the 11brettlst because vir-

qr¢tua11y all of the dramat1c actlon was contalned w1th1n it. . The composer.-,f

would prov1de a 51mp1e speech 11ke melody and a 51mp1e chordal accompa—
nlment that would not 1mpede but rather would a551st in the proper
dellvery of the text by the 51nger ‘At the end of most scenes, ‘the
11brett15t would wrlte seVeral shorter rhymlng stanzas to be set as
arias. The maJorlty of ‘these ar1a texts were wrltten spec1f1ca11y in da
' capo form)ZCOn51st1ng of two strophes of wh1ch.the first was repeated,at

_ : N .
the end of the second. The aria text d1d not advance the drama but.  /

. . . . /
rather commented upon it. At this p01nt 1n the scene, the drama would

stop and one of the maJor characters would react to what had occurred 1n-

the rec1tat1ve dlalogue by expre551ng hls emotlons not to the characters

9ellmith Christian Wolff, "Italian Opera 1700-1750," Opera and
' Church Music 1630-1750, ed. Anthony Lewis and Nig€l Fortune, vol. 5 of
‘The' ‘New. Oxford Hlstory of Music (London Oxford Un1ver51ty Press, 1975),
P 88. _ . . . _ -



’-g{fof mu51c and drama was achleved The ratlonal elghteenth century m1nd

;matlc actlon allowed the mu51c to domlnate over the drama. Most of the

- J

éscenes had the same ba51c structure dramatlc act1on 1n the rec1tat1ve

'uileadlng to mu51ca1 reactlon ‘in the arla.f In thlS way a very equal unlon”

v'”could not tolerate the 1rrat10na1 fu51on of mu51c and drama (whlch 1s

\

‘.T~the ba515 °f OPera),‘and 50: 1t separated the two basic elements and set’ - °

‘.:them in- alternatlon,'the drama taklng the lead 1n the recltat1ves, and

ﬂf?the mu51c taklng the lead 1n the: arlas.10 Only 1n the accompanled reci- . .

jtatlve, whlch was reservedofor partlcularly 1ntense scenes,‘dld the_

. 4..
mu51c and drama un1te to create a cllmax

l

The conventlon of placlng an ex1t ‘aria-at the end of a scene of

:rec1tat1ve is. one of the most character1st1c features of opgra serza

‘;Although few elghteenth century writers speak of thls conventlon a pas-;

fsage from G1useppe Salvador1 S, Poetzca toscana aZZ'uso from 1691 seems

'-:vto 1nd1cate that it may have been estab 1shed at thlS early date by the‘

llbrettlsts for aesthetlc reasons - "Arias can be put at the beglnnlng

of" scenes, but rec1tat1ve is better in. th t p051t10n Thls arrangement

T wWill make the ar1a more agreeableb"11

The pecullar scene structure of
opera eerza was probably respon51ble for maklng thlS p051t10n of the ,

ar1a 1s) favorable The dramatlc ten51on of the recltatlve contlnually

1ncreases untll it-is- released in the arla.‘ After thls emOtlonal out- o

jfburst or c11max, it was no longer necessary or deslrable for the

: ‘..>.

N
EN

:lOGrout;_Hﬂétoryvqf_Qperd, pp. 186-87.

Houoted in Robinson, Neapolitan Opera, pp. .55-56.
: ~ . : >0

"c on stage, but to hlmself and to the audlence The cessatlon of the dra-'l." v



i‘]Zeno who ddfferentlated between ex1t ar1as at the en'

: o - _ L R o
- character to remain on stage because h1s presence éreated a sense of

'.antlcllmax 12: 1th the character of§ stage, the 11brett15t could once

"Lagaln bu11d up the dramatlc ten51on ThlS conventlon was establlshed by '

;?(zngressz) and entrance ar1as at the beglnnlng of scengﬁé(esctbe) 'he'
.szngrasst were the most common and most 1mportant arlas, aﬁd the1r func-' -

. N ) .\{- - DR
o t1on was consldered equlvalent to the chorus 1n Greek tragedy.}. By the;“

‘1720'5 and 1730'5 thlS conventlon became 50 standard1zed that almost

Lo S

b every ar1a was followed by an ex1t For example, 1n MetastaSIo s

'Artaserse (1730), as set by Hasse, all of the ar1as are placed at the

~ end of scenes of rec1tat1ve and are followed by an ex1t the only ekéep-°“ o

14

9
’7t10n be1ng an’ arletta at the beg1nn1ng of Act III Whlle the ex1t

‘]~conyent10n was often dramat1cally effectlve, 1t céuld on- occa51on become_7g3‘

s . R % S
‘qu1te ludlcrous,_as Benedetto Marcello satlrlcally descrgbes 1n hlS

',ﬁfadvlce to the llbrettlst in. IZ teatro aZZa modd

. . .One rule of pr1me 1mportance is never to let a character make ,
. hls exit before he has sung the usual canzonetta.. ‘This' is espe- = .
- ciglly appropriate if it 1mmed1ate1y precedes that person s execu- -
‘,tlon, sulclde,_or taklng of p01son 15 o - S -

It requlred talent and 1ngenu1ty on the part of the 11brett15t to

bulld up the dramatlc ten51on 1n the rec1tat1ve, and then to art1f1ca11y

“bid., p. S6. ‘ S

'--7'{1 Wo1ff "Itallan Opera 1700- 1750 " p. 88 R

Roblnson Neapolztan Opera, pp 52 53

."‘.

1‘wlsBenedetto Marcello, "IZ Teatro AZZa Mbda" (Venlce,‘ca 1720),
. trans. Relnhard G Pauly, Mustcal Quartarly 34 (1948) 376 L

AT



A
i

suspend 1t.and 1ntroduce some.type of approprlate commentary, In add1-
;, t1on 1t was’ necessary that these commgntarles be of a dlfferent charac— -
. ter from each other to allow fOr mu51ca .contrast. Metasta51o ‘was a |
master at creat1ng numer0us and var1ed s;tuatldhs 1n whllh the ar1a n,‘

could be 1ntroduced smoothly with the app oprlate commentary and ex1t

b'yfof these ar1a 51tuat10ns became standa;dlzed and reappeared agaln
'r-i 1n the 11brett1 that were arrangéd, comp1led\ -or wrltten by the numerousv7
11brett15ts employed by the opera theatres throughout Europe From a
mu51ca1 standp01nt a good 11bretto d1d not necessarlly requlre excel—
lent poetry, but numerous and varled ar1a 51tuat10ns that would allow
the composer to employ the Doctrlne of the Affectlons to 1ts greatest.
| B Often 1n the ar1a texts, Zeno and Metastasro have the characters~
_;ompare themselves, or the1r 31tuatlons, to some type of natural phenom-
t'ena;f These llterary coﬁcelts,_whlch seem S0 r1d1culous to the twentleth'f
}century, were popular because they allowed the 11brettlst an easy oppor-'h
‘tunlty to wr1te an ar1a text when the dramat1c 51tuat10n d1d not lend
,”dltself to 1yr1ca1 contemplatlon For thlS reason the: 51m11e ar1a was
'often mlsused espec1a11y by the 11brettlsts of lesser talents. The'

h abuse of the 51m11e aria was: satlrlzed by Marcello in IZ teatro aZZa

’. L

@

o The ar1a must in no way be related to the precedlng rec1tat1ve
“but” it should -be full of such’ thlngs as sweet’ little butterflles,
'bGUquets, nlghtrngales quails, little boats little huts, Jasmlne,_-_<

, “v101éts, o tlgers, llons, whales, crabs turkeys, cold" capon,

. etc. Thus the poet W1ll demonstrate to the world hlS prof1c1 C
Vva natural sc1entlst 16 : B :
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V1Vald1 s settlng of Bracc1011 s Orlandb is partlcularly rlch in thlS
;ztype of ar1a and demonstrates that Marcello was not exaggeratlng the

flrextent of thls abuse. For example A1c1na compares the effects of/her

_ .
' -new love to that of the sunshlne upon the roses and v1olets, Orlando
r R

compares the %rgUment between Rﬁgg1ero and Bradamante to a storm at sea,

l

Bradamante compares her joy to a flooded stream overflow1ng 1ts aters e

e 1nto the nearby f1e1ds, Medoro compares hls love for Angellca to/the
‘jannocent meadow f10wer, and Angellca compares her absence-from Tedoro to

a dy1ng flower severed from its roots by a plough | ‘n;, - 'f(
. o . : . ' . ) . - R | v
D T - .. The Singers"

-

' The role of” the 51ngen 1n the evolutlon ot opera serta is a very
'1mportant one, although 1t 1s sometlmes exaggerated The f1rst half of :;f
',i‘the elghteenth century was the great age of 51ngers,‘and opera serta »:c;f
5-} -lxllbecame the veh1cle for the dlsplay of the1r talents .Ln\splte of the
L y.feforms of the llbrettlsts. Thq star system was not new to the e1ght-.
eenth century, it began w1th the openlng of the f1rst opera houses 1n
| Venlce durlng the mld seventeenth century At th1s time, the great
‘ s stars were the castrat1, who took not only the main male roles, but
,sometlmes the female roles as well 17 Thelr unnatural vo1ees whlch K
.comb1ned the reglster, range, and ag1l1ty of the female voice and“the
:strength of the male v01ce, came to be assoc1ated by the elghteenth-
o B century mind w1th heroic youth whlle the natural male voices were asso-"'_‘._‘h
' ;'g'. «clated w1th old age.18 The castrat1;cont;nued in the;r.popular;ty ?;_ l' o _

NRSL LATING 3 .z 17

Angus Herlot, The Cbstratt zn Opera,@London Sedker G'Warburg,
1959) . Pp. 54 55 ;e, 4 - : :

f«ﬁm;t;:~- T 18W1 ton Dean Bandal and the Opepa Serta (Berkeley and Los
: Angéies ﬁh1v€r51tyto£,Ca11fornla PreSs, 1969) p 210, s




'elghteenth century, whep opera ser \a was flourlshlng throughout Europe
. .

B Italy was produc1ng 51ngers whose taIents have probably never before or

-y,

.f slnce beén-equalled. Legendary 51ngers such as the castrat1 N1c011n1 .~ \
'vFarinelli and Sene51no and the sopranosVSanta Stella Cuzzon1 andp“ -
d Faustlna could often be heard 51ng1ng at the same . theatres for example
‘_between 1734 to 1737, Sene51no Farlne111 and Cuzaonl were employed by
London s Opera of the%blllty In the eyes of the pub11c the. 51ngers
were.as 1mportant 1fe not more 1mportant as the composers- and 11bret—
1
'tlsts of opera sérza In London where composers were held in compara-
tlvely high esteem the singing of Sene51no Cuzzonl' and Faustlna was , .f_ o
as much of a draw1ng card as was the mu51c of Hahdel and Bononc1n1
- Becayse of the1r great popularlty, the singers” had a con51derab1e.A
amount of power and prest1ge The'great‘Slhgersé&ere pard enormous saJ-'f§
.arles while the’ composers would recelve_"less pay.than the least of ipll | ' g

s
them ”20 For example when the opera Stfbce was, produced in Bologna

in .1737, the castrato Carest1n1, rece1ved 2 880 11re the tenor»~f
Amorevoll recelved 1 §60 lire, wh11e the composer, Leonardo Leo,
, recelved 1, 575 lire. 2}‘ The prestlglous p051tlon of the 51ngers allowed

them to enJoy a far greater ‘share in the creatlon and the productlon of

-

3

19Herlot The Custratz in CFera pp. 29- 30

ZOMarcello IZ teatro alla moda, 34: 384.

2 Hérlot The Custratz in Opera p 68 SR - o
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- : T f .
g opera than 1n the n1neteenth and twentleth centurles In the flrst

'v_stage of creatlon ‘the" composer and often the 11brettlst would compose‘
_.each role W1th a partlcular srnger in mind;, adaptlng the mus1c and the
words to su1t the 1nd1v1dua1 characterlstlcs of the 51nger 5 v01ce
When the score. was complete -the 51ngers could have both the 11bretto
and the music changed 1f they were not satlsfled w1th thelr role

Whenever someone complalns to him [the- 1mpresar10] about his or

her role he will give an immediate order:to the. poet and to:the com-

poser to adjust the opera to the satlsfact1on of’ the complalner 22

"“Then in the actual staglng of the opera the. performance practlce of the"”

time’ allowed the 51nger to complete the composer S abstract score by the

addltlon of numerous ornaments\and Varlatlons to’ the vocal llne

The Influence of the Slng S UpOn the Form of Opera Seria
| Because many of the characterlstlc features of bpera serta com- :

B

mended ° themselves so well to the v1rtuoso exp101ts of the great s1ngers

: these features were standard1zed with greatregularlty The da capo arlaﬂ'

was. standardlzed because 1ts three part form allowed the 51ngers 0ppor-'

tun1t1es for cadenzas at the end of each sectlon and th& da capo

e

allowed them to demonstrate to the audlence thelr expertlse in embel—

-

llshlng a melody on 1ts repeat Pietro Francesco Tasi 1n hlS Optntont

'.dé cantort (1723) explalns the ratlonale behlnd the ornamentatlon of the '

© da capo aria:

- In: the first they requlre nothlng but .the 51mplest Ornaments, of a '

‘good Taste and few, that the Composition may remain simple, pla1n,.7
and pure; in the second.they expect, that to this -Purity some “artful.
hGraces be added by which the Jud1c1ous may hear, that ‘the Ablllty

__\h. Z?Marcello;"IZ teotro gzza MOda, 35:86. o SRR

Il



and to take a rest be£6re hlS next ar1a

.t ,v\‘ N

: of the Singer is greater and 1n repeatlng the Atr, he that does
not Vary 1t for the better 15 no great Master 23

'1In addltlon, each ar1a would contaln seVeral coloratura passages on
: 1mportant or - sonorous words often tallored by the composer to—dlsplay;;‘

‘3‘Ithe talents of a" part1¢ular s1nger~~ These coloratura passages were both

d‘h1ncreased 1n 51ze so too dld the length and complex1ty of the colora-

-~

tura.- passages leeW1se, the ex1t conventlon was probably standardlzed

o . .

fvbecause 1t allowed the 51nger to ex1t amld the applause of the audience,flﬁ’

Abuses by the Slngers

o Slngers of the e1ghteenth century were renowned for the;r vanlty, o

Jealousy, and thelr overt concern for protocol The hierarch1ca1

‘_1mportant to Zeno and the Arcadlans, “but also helped to appease the
.protocol consc1ous s1ngers._ Most llbrett1 were wrltten for a spec1f1c

”theatre and cast and 11brett15ts allotted the roles in the opera

accordlng to the talents of the 51ngers. Not only was 1t requlred that

the most - talented 51ngers have the most 1mportant roles and the greatest

“.number of arlas, but the arias should be shared between these super;or auf

N .

i51ngers regardless of the: dramatlc needs The superlor 51ngers 1nvar1a-”g

L

wH; bly 1ncluded a prtma dbnna, soprano and a- prtmo uomo, castrato, who‘af? '

. X 5 S
S N . R > R o R e s
- o H L

. \/ ‘,.: "( o f. o ’

T

Pretro Francesco Tosx, Observatzonwwan the FZortd Sang, or, Sen-<ﬁ

,~,-ttments on the Anczent~and Mbdérn Stngers, Engllsh ed (London J
f_‘Wllcox, 1742) pp 93-94 . e : ;




‘ fiand secondo uomo who were usually a soprano and a castrato as well The

"h*fulttme partt, or cadet srngers who were often altos tenors, or basses,

71T.1nd1v1dua1 cast theatre, and llbretto, thls would'seem to be a fa1rly

Jéff;number of arlas 1n most operas During:the 1720's and 1730'5,'when "‘ ff b ‘-vfhwg

PP

‘-, | P

.

were often supported and balanced by a’ second couple, the seeondb donna

4

;,rec’ ved the ‘mino¥ roles and the least number of ar1as.::'7

b e T

; iThls hlerarchlcal arrangement of 51ngers and arlas 1s a unlque

,«i

7t1st Carlo Goldon1 1n hls MEmOtres ' ,jjjj‘,

The three pr1nc1ple personages of the drama ought to 51ng flve
‘airs’ each . two in the first act,. ‘two ‘in. the. 'second,’ and’ one in the
* third. The second .actress and second soprano can only have three ,
: and the. 1nfer1or characters must ‘be: sat1sf1ed w1th a 51ngle a1r each ;
~or two at most. 24 T e ook '

""Although numerous slmllar arrangements were p0551b1e dependrng upon thep.;'f5v-:

accurate descrlptlon of a typ1ca1 Opera serea from the mlddle e1ghteenth

; fcentury, when the great length of the ar1as caused a reductlon:‘hfthe L‘hi’7“'

liﬁ:there were genefally more arlas in a glven opera, each s1nger would havéfh'

:h*fhi'one or, two addﬂtlonal arias: For example, Porpora s settlng of Ifigenta°}v

"'---:,",.fl.SOundmgs 2. (1971 72) 65

(1735) contalns’the follow1ng arrangement 25 f‘f ;‘," - Qﬂ}‘.

<F1gure l Arrangement of ar1as 1n Porpora S Ifigenta.‘

[QIPrtmo uOmo——Far1ne111 "Vj“ S e ~ff1ve arias (2, :
.. Prima domna--Cuzzoni. . =~ .o six.arias. o (2,
' Secondo uomo--Senesino - - .- four arias’(2,:

‘ “Se¢onda domna--Bertolli - . - @ three arias” (1,
~ Basso--Montagnana: EE LT three arias. (1
Ultime: partt--Segatta ﬁ,;:"'-“isxvif,ftwo arias- |

24 .

Carlo Goldonl, Mbmozres of Curio GbZdbnt, trans,- ok s
-w1th 1ntroductlon by W1111am A Drake (London AIfred'A Knopf, 1926)

; 25

M1chae1 | Rob1nson,-"Porpora s Operas for London, 1733 1736 "




rfThe;prtma dbnna and the prtmo uomo expected the1r arlas to be of a flff*‘ .
h_hlgher mu51ca1 quallty than:those of the adet 51ngers, as Marcello o

'sard ””The compo?er—cond"

.;fthe‘composer frum creatlngvany con51stent mu51ca1 characterlzatlon. o

;fered w1th the 1ntent10ns of the composer and 11brett15t prov1d1ng they

Ctek's The51s, University. of’ Aiberta, 1975) pp 75- 79 ~and; Roblnso

~
o
S . . L ( ‘_‘ . ) '.v\"_\\
—of each type of arxa In addltlon, no two arlas of the same type, or ‘ "
;"two arlas by the same srnger were to follow 1n\successﬁon:271 Th;s-cch-VL.,f_:}tgz

e

-

vent1on is- also‘descrrbed by Goldonl 1n hlS‘M ftres.v‘,: : 3-”$;fiff'~x 8

SRR

‘e~ Jhe author of the words must }“.ﬁ. take care that two pathet1c dirs

" do-not. succeed one another, He must distribute with the same pre-”"”

; :fcautlon the bravura. airs,. the airs of actlon,,the 1nfer10r a1rs, -and .
7“7ﬁthe minuets and rondéaus.. . Cord “ e
- iHe -must, aboVe all thlngs, av01d g1V1ng 1mpassrened alrs, bra— .

;ﬁvura a1rs, or: rondeaus to: 1nfer10r characters 28.

: \

s

orlmust see to it that the best ar1as are R

'lQayS‘giyeﬁ’xp'the;priﬁa, nﬁatﬁzg' Such conventlons greatly»hrndered

"~ [

The star system “ontalned many more abuses whlch further 1nter-

; : . A c : Cs
-‘g6Patr1c1a E. W1lson,'"L'OZtmptade of Johann Adolph Hasse" (Mas-lw"T

Neapolttantopera, pp 52 -53.°
Vi, 2



had any 1ntent10ns other than pub11c sucdess.

_ Although.Faustlna and ‘%fﬁ-"

Sene51no were renowned for thEJI actlng ab111t1es, and Far1ne111 for hls

The przma donna shoul “not

S aecondb dbnna, nor ‘should the seconda to the terza, ‘and’ so. forth N
" If they are .on'the: stage together they must never listen to one . ' -
. another, and Whlle -one “simgs an. -aria the- ther:- Should retire- to the

- w1ngs accept some‘snuff from her protectorr blow her nose, or exam-

- ine’ herseqf in. thQ m1rror

o T “In arlas and rec1tat1ves ofvactlon she w111 do well to employ
Vo o the ‘Same stock gestures every night, to move her - head. and ‘fan in-
e exactly the 'same way, and to.blow her nése’ always at the same,'
moment dlspTaylng ‘a. beautlful handkerchlef “

' 5 , . If the part of the é@tatrice. requlres her to have some other
el character put’in chains wh11e she is - singing an aria addressed to - . ...
SR - .. him expressing” disdain ox- fury,,she should use the precedlng r1tor-~-'h Lo
-nello to chat w1th her v1ct1mg to- glggle and to p01nt out to h1m e
o g::some friends"in one of theuboxe : _ T _ht: .

I : ; . oo e e 6. ; e

, She should know fro& memqry everyone-. else s part better than
. her own, ‘and shou‘s Sing it along 'during the. pérformance:’ She
- . should not fail 't g\&

R o dlsturB everyone else\as much as: p0551b1e, wh11e :ffi"ff
0 they are 51ng1ng, at wthh time she can.a S50’ amuse ‘hérself. w1th the
' fbear or w1th some extra maklng much n01se all the t1me 30

o The performance practlce of 1mprov1sed ornamentatlon was aLso abused as
S AT g =t \
'*riMarcé}Iq“described

Gy ot
i

T
. -

. Ty
.3,;.:,'

r‘;When he the- castrato] reaches the repeat~of the. dd capo aria hezld'
o should change it completely ‘in any way he- pleases,
s whethét 'or not ‘these - changes will go

i_or V1011ns, and whether they will’ d1

regardless of o
‘with the, .accompaniment. of bass
ﬁtort the tempo ent1re1y.31

.These abuses, however, were allowed by thf composers, 11brettIst$, 1mpre- '

L
_hsarlos, and the publlc because they were an 1ntegra1 part of Opera serpa RETE
” : wd
. ' o 30. » : 5 AR
e T Ibidv 34 400, 402 4 403 - T
o , | coh
. Ibld , 34 390 S _ ; |
o Co \ : ‘ e
.., . ‘ . . \ -
s

pay the least bit of attentlon to the .f o



remalned the mu51c31 focal point of opera serid. herefore the pOpular

\\
suceess of an opera was often more dependent upon the quéf‘ty\gf the

cast than upon - the quallty of the music.

The Music . L

Baroque Opera Seria

It would be mlsleadlng to con51der that the 11brettlsts were
solely respon51b1e for the creatlon of this new ' type of opera. The two
most characteristic features of opera seria, the strict numbers struc-
ture consisting@of alternating recitative end dria, and the form and
style of the da capo aria and smmple recitative, were not the innova-
tions of the librettists. By adoptlng these musical forms in’ the1r

11brett1 they were merely follow1ng, and in turn perpetuatlng, the com-

mon . practlces of most progre551ve composers of Italian opera._,In the

late Operas and cantatas of Francesco Cavalli, -Pietro Antonio Cesti, and

Alessandro Stradella, the fluid musical/dramatic structures of the early
Baroque drama per musica solidified into a distinctive numbers structure.
The arioso sections became longer, more melodic, and more structured,

and were sometimes provided with orchestral accompaniments; the monodic.

e e m e e

Sections Jost many of their expressive harmonies and melodies and .were

sung at a faster tempo whlle retalnlng continuo accompanlment By the

?

late 1690'5, composers of the next generatlon, such as Alessandro Scar—
: Iatti Francescq~Gasparini§.Agostino Steffani,‘and Giovanni and Marc

Antonle Bononcxnl deveIOped'thls numbers structure into a regular alter—
Lo . Py R T e e

@ T e .

natlon of da capo ar1a and051mp1e recltatlye

%




Therefore the mu51cal development of opera seria should be - seen

,‘as a continuation of the tradltlons of seventeenth century opera, and

not as .a break w1th ‘the tradltlons as was the 11bretto reform. .<Many

operas ‘of this perlod especlally those of . Scarlatt1 and Steffan1 retain

'elements from seventeenth -century opera in part condltloned by the

3
seventeenth- century 11brett1 they- often set. Some hlstorlans regard

this perlod.as the culmlnatlon of seventeenthbcentury opera, reserv1ng

2

the term opera seria for later operas based on’ Metasta51an 11brett1 32 "
Whlle thls termlnology has certain advantages from ‘a musical and formal
standpoint the operas of thls perlod look ard sound like opera seria
becausé of the1r regular alternatlon of da capo aria’ and 51mp1e rec1ta-‘
t1ve ThlS author chooses to use-the ‘term opera/eerza in its broader
sense, in order to avoid coining a new term/for the opera of the early
eighteenth century

" The opera composers of Scarlatt1 5 generatlon essabllshed opera

serza as the 1nternat10nal operatlc style for almost all of Europe w1th

the exceptlon of France. Italtan composers were to be found in most of

PRy U'

Europe 'S important mu51ca1 centres Antonlo Caldara and Francesco COHtL;Z--

in Vienna, Agostlno Steffanl in Munlch Attzllo Arlostl in Berlln Antoﬂk“

e e e e, e e

‘,"nto iottrelnvDresden °and'Glovann1 Bondnc1nr and N1cola qupora in Lon-‘

-fdon - Forelgn composers, such as- the Germans George Fr1der1c Handel

,;‘Johann J05ef Fux and (later) Karl Helnrlch Graun and Johann Adolph& p

Hasse also came under the spéll of opera serza, and adopted this~---

Y

325ee Grout, History of Opera, chapters 13 § 14.

ot -
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1nternatlona1 genre and style as thelr own in order to achleve fame and
33 ' - \ '

fortune

. -

/f\ ~ The Qgégrine of the AffectiOns.

\

In opera seria, the composer s most 1mportant role ‘was ‘to deplct
and sustaln through' the mu51c the emotlon expressed in the aria text.
3 4
,Just as the characters were genera11zed or stereotyped, so_were‘the emo-

tions expressed in the contemplat1ve aria texts. In keeplng with- the

~

; . obJect1v1ty‘and ratlonallty of the elghteenth century, human emotions
. were categorlzed accordlng to d r1g1d system knOWn as the Doctr1ne of
the Affect1ons " Each aréa was to express a 51ngle emotional state or
affect, which was. determlned by the prevxous actlon (rec1tat1ve) .i : '., '..;,

These affects were flxed and statlc, and could not be readlly altered by

[P

comblnlng them~¢ogether or by sett1ng them in oppos1t10n : Thusvany typeA
of reallstlc representatlon of human emot1on, w1th its dellcate feellng,
contlnulty, complex1ty and 1nd1v1dua11ty, was very d1fficult Durlngr- A ‘bjlf

the aria, the éharacter ceased to.be an 1ndav;dual and begame“ansxmbolH; N

e e L LT e SN ST
L T T L e
of a partlcular affectlon R ' ”‘Mul;; R ;’;‘fi S .‘“,‘,,~-~~4¢.-;

1 TwTLT LT
The Doctrine of the Affectlons proV1ded the composer w1th a set of

L

. S

pr1nc1p1es, 1n essence the ba51c premlse of this doctr1ne was s1mp1y
B :t.that contrastlng emotions. are. deplcted by contrastrng mu51ca1 styles 34';“ a
Fromﬁthls basic premise, elaborate theorles were formulated the ‘most

famouswbelng,those of.Johann~Mattheson, Handel's friend_andmcolleague.

e e ot

3 T e s S AR IR ER ST

SFor a more detailed- descrrptlon of thlS development -see Grout, “ f=.4#:
History of*Operd, Chapters 5, 976 13; WolfE, "Traliast Opera- from the = = -~~~ ~ -fo.

Later Monteverdi to Scarlatt1 n chapter'l of .Opera and Chuvch Music
1630-1750; and Simon. Towneley Worsthorne, Venetian Opera in the Seven- o
teenth Century (London Oxford Unlver51ty Press, 1954) cee e ”4", ‘1~! o

WL . {

34 Rob1nson Neapolttan Opera, p 89



Mattheson's Der voZZkommene Cupelbwezster (1739) was 1ntended as a hand-

book to 1nstruct composers on "how. the- emotlons can be expressed in-

music so. that they arouse correspondlng emotions in the llstener n35
Mattheson 11ke many . of hlS contemporarles belleved that mu51c was a

hlghly expre551ve non- abstract art, whose—powers of communrcat1on were

.equal to those of language Because of this be11ef Mattheson follow-

1ng the theories of Descartes and other seventeenth century wrlters, did

.

not he51tate to apply the rules of rhetorlc to muslc 36 " For example he -

exp1a1ns how punctuatlon can be rendered mu51cally through the var1ous

types of cadences, and how the da capo ar1a can be analyzed and con-

constructed accordlng to the 51x parts of good rhetor1cal speech. 37. e

.Some of Mattheson S theorles are merely naive 5peculat10n, for example,

" the glgue expresses four dlfferent emotlons'"anger or eagerness prlde

: 51mple m1nded de51rousness and fllght1ness," and the allemande "repre-“

' sents a contented or happy sp1r1t whlch takes pleasure in calm and

ARA

?upon’

orderﬁﬁ‘g -Howéﬁer many of'hls theorles are va11d for they are based

e common practlce of. contemporary oomposers For example Joy,

. whlch "1s an expanseon of our v1ta1 sp1r1ts " 1s deplcted by . "large and'

- s

’1,-,, - —expanded\1ntervals” and fast tempos, wh11e sadness, wh1ch "is a.. .

R N

\A .

anL Lenneberg ""Johann Mattheson on Affect and Rhetorlc in-
Music," Jodrnal of Music Theory 2 (1958) 47. ' \

36Ibid., pp. 47-48, s

37Johann Mattheson Der voZZkommene Capellmeister, selected por=
tions trans. Hans Lenneberg in "Johann Mattheson. on Affect and Rhetorlc
1n Mu51c‘” Jburna1 of‘Musec Theoﬁy°2 (1958) 47 84 and 193~ 236

szbldv,"p 62 & 67.
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-be. enhanced and at the same time made more tanglble and expre551ve to

‘ the llstener

=

20

contradictzon.of those same subtle parts of our bodles;" is best
expressed by "the narrowest 1ntervals" and Adbgto tempo' hope 1sv
deplcted by "the lovel1est conduct of melody and the sweetest comhlna—

tion’ of sounds 1n the world" and Andhnte tempo wh11e despalr is
ra

' jdeplcted by "the strangest extremes of sound" and ”the strangest

;w11d1y dlsordered sequence of notes "39 In thls way, Mattheson c1a551~

fled the varlous emotlons and 111ustrated the means to express them 1n

'mu51c . Although the Doctrlne of the Affectlons was often mlsused mak-

. ing comp051t10n a dry craft of u51ng the rlght formula at the. rlght :

t1me, in the hands of the great masters such as Handel or Bach the Doc-

_trine prov1ded a technlque by wh1ch the ba51c emotlon of the mu51c could

A

.

. “Pre-Classical Opera Seria ,

vDuring-the 1730'5; opera serta entered 'a second phase Although

the form remalned ba51ca11y ‘the same, progre551ve composers at this t1me_:..»i

.were developlng a new mu51ca1 style. The late Baroque style of Scar—

lattl and Handel was succeeded by the Pre C1a551ca1 style of composers

‘4'such as Leonardo Leo, Leonardo V1nc1 Glovannl Battista Pergole51, and

.Johann Adolph Hasse Because thls new style was. developed pr1mar11y by

: these Neapolltan composers, the term ”Neapolltan opera" has tradl-

tlonally been used to -describe thls type of opera seria. Charles Burney

S1ngles out Leonardo Vinci - as the great 1nnovator of th1s new style

1bid., pp. 51, 52 § se,

e




. Publlcatlons 1935) 2 916 17

. S S L .
, The vocal comp051t10ns of V1nc1 form an aera in dramatlc Mu51c
as he was the first among his countrymen who, since the 1nvent10n
. of: recitative by Jacapo Perl, in 1600, seems to have occasioned any:
con51derab1e revolution in the mu51ca1 drama.;..; ~Vinci. seems ‘to

have been the first opera composer who e rendered it [music] the .

"'frlend'_though not:the slave to poetry, by 51mp11fy1ng and pollshlng
-.melody, and calling the attention of the audience chiefly to the -
voice- part by dlslntangllng it from fugue, compllcatlon and
'laboured contrlvance 40 v

:Although recent research seems ‘to’ 1nd1cate thatqthe Neapolltan style was

‘also developed by certaln Venetlan composers such as Antonlo V1va1d1,-

Burney s remarks on V1nc1 serve as .an. accurate summary of thls new
41

style. Wh11e melody 1s certalnly an 1mportant element in the mu51c of :

.Scarlatt1 and Handel w1th the avant garde composers melody becomes all
.nlmportant' the lower v01ces functlon merely as harmonlc support to this

.'melody,-and no trace 1s left of the equal balance between harmony and

counterp01nt (Burney S. reference to fugue) found 1n the mu51c of Scar—,j

o

'lattl and Handel BecauSe of the 1nact1v1ty of the lower v01ces the
rate of chordal change becomes much slower and the harmonles become 3

Tore diatonic than’ in: the Baroque style. ThlS Tew melodlc style 15

. characterlzed by 1ts abundance of‘wrltten-out ornaments and appogg1atu—_'

’ras, femlnlne cadences lombard rhythms, syncopatlons, regular perlodlc
‘,

structure and overall 111t1ng quallty 42 :f'

40 Charles Burney, A General stéory of Muazc. From the Earlweet_uf“«»

. Agee to the Present Period (1789) ed Frank Mercer (New York Dover

e 42 Eor___mbrﬁ detalled descraptlon of thlsﬁdeVelopment--seerGrout
' waf’b‘ .of - Opera, -chepter- 14;- Robinson; - Neapotztan-.Opez-a" PP
o1 £f LI-tal1an‘-0pera 1700 1750"' o
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L OZtmptade contalns only one : slow movement ~-the duet (marked Largo ma "

arias 1n Hasse S L'OZtmpﬂhde are in e1ther 4/4 or, 2/4 metre;. the R

Mu51ca1 Standard1zat10n fﬁ"'Tﬂf“ff}“fo,f*f;lﬁf3'}:¥;;"<j¥.#--»! uplfr..mf7jtlj. S

e e te e T

e . : . . N - B A I e i

Whlle the form of opera serta.remalned the same, thls styllstlc

Lo
N b

P S e e L

f,‘change brought w:th it a hlgh degreeJof mu51ca1 standardlzatlon. Thlsfpff”'

. 2 .‘ -

popular and most operas contaxned only two oF three arlas in. the minor

The keys used in. these mlnor-mode arlas were . also restr1cted

")*‘\J’-(J’-"w—o'ic wv es o QJI—.."

4" . o :
.and C-m1nor.4' However, arlas ‘in the maJor mode sometlmes contalned

-ogw‘ah-‘ .y o n

modulat1ons to the ton1c mlnor wh1ch in: some way, compensated for thlS ‘lﬂfJi,;ij;Z'

»

b4
:,restrlctlon. Coupled w1th th1s preference for the maJor mode, composers ." B

durlng thls perlod also favored fast tempos.. For example Hasse 'S

N

non troppo), and even it contaxns a" contrast1ng AZZegretto mlddle sec- -

tlon. Because of the her01c nature of opera 3er1a, composers av01ded
. ﬁ; 1
certaln metres that were assoc1ated w1th popular mu51c. COmpound

metres, such’ as 12/8 of the 51c111ano and the 6/8 of the glgue whlch

were frequently used by Scarlatt1 and Handel were seldom employed

. except fortoccas;onal pastoral stenes. The great maJor1ty-of the arias'

were written in 4/4 or'2/4 time. For example, 51xteen of the twenty six

S ~ . 3 B
> L p . ! . RN i
AR AR e SEY

‘.’u..'.,

; ”Lﬂolumptqde‘
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remalnder are 1n elther 3/8 or 3/4 with’ the exceptaon of -one pastoral

ar1a in’ 9/8 metre f”?f’r'--l:~ -»;{

f_For some reason the 4/4 allegro was thought suggestlve of the herorc

. pose suitable’ for a prince. This time permitted a style with'a . L ,
7strong,.though uncompllcated ‘rhythmic émphasis. .. , It allowedQ}Tf"rh” a

;"among other thrngs for fast vocallzatlons . .45 0 s -

Nowhere 1s thlS mu51ca1 standardlzatlon more apparent than in. the;-

c1a551f1cat10n of the arias- of opera serta 1nto four or. five ba51c

A txpes. Dur1ng thls second phase of opera serta, the Doctrlne of the-

W ¥
.
.

longer SOught for 1nsp1rat10n in the ar1a text and the dramatlc

e

: N
s actlon but merely wrote a certaln type of arla for a certaln type of

'}f; ﬂ151tuat10n Carlo Goldonl in hls Commedze and John Brown in -his. Letters SR

upon the Poetry and Mustc of the ItaZLan Opera d1v1de the drias’ 1nto the ‘

follow1ng categorles 46

yFlgure 2. Ar1a types 1n opera serta accordlng to Goldoni: and Brown ,r,'\ K

‘1. " Aria. patetacq (Goldon1) or aria cantabtle (Brown)-—51mp1e lyrl-f_ v
~cal songs. o’ express tenderness OT SOrTOW.

;2; Aria brtZZante (Goldonl) or aria di portamento (Brown)-—arlas" ;
-7 with long sustained notes to express sentlments of d1gn1ty, and
to dlsplay the beauty of the voice.

3. Arta dt mezzo carattere--a serious ‘yet pleas1ng aria to express'

‘sentiments between the tenderness of ‘the f1rst and . the d1gn1ty
,of the second L P F , a

Co T 4. ;Arta parlante+-arias in a fast agltated style to express vio-
o - lence or pa551on '

: I.TArza dt bravura--coloratura ar1as to show off the technlque of .
"7"‘the 51nge ST : S

135 eI e

. Carlo GoIdOﬁl memadie,_16 voLsM.(Ven1ce Pasquafl, 176I), 11 6 5*;f~'; S
~.. -and:. John Browno Letters upon thé Poetry and Muysic of the. Italtan Opera ' A
R {Edlnburgh EII'andyﬁﬁadfuteg 17893 p95935 39xumf.

e s
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i Although some wrlters, such\as Brown, admlt that there were many compos-'wfr I

ers who were mot aware of these categorles, that they were recognlzed by

-

contemporarles 1nd1cates that the ar1as at thlS perlod had become stereo-

;“ tYped to a certaln extent

@ I IR L
ThlS mu51ca1 standardlzatlon g1Ves most operas of thlS perlod a

Jw.greater degree of unlformlty than earller opera had Composers ‘were. not

: h}1nterested 1n.develop1ng new forms or 1nd1v1dua1 styles, but 1n copylng

<other composers 1nto the1r own operas wlthout anyone detectlng these

- plaglarlsms . l'. " '.e —: _ i" ‘, .

. L .-",4 . -
“,_". PR r- o . -~

v

[

11ar-success»ﬁ These‘new mu51ca1 styles were 51mp1e and easy to 1m1tate.

aw b Wl e e |

'Thus 1t is oftgn less dlffrcult to determlne the date of an unknown

‘”hfopera than to determlne 1ts composer. ,Stefano Arteaga in his DeZZe

rzvoluzzonz del teatro mustcale LtaZtano (1785) complalns that too many

!

o ar1as 1n contemporary-opera sounded the same, and that they were be1ng

used to depict ”pasSions so different one from-the other."47. ThlS un1-"

N

,formlty allowed - composers to.- 1ncorporate themes and entlre ar1as of

4

Can e s e e a...'.-_-v-.‘

L. - T s .
- ~.“< o L. L RN -

The pecullar structure of opera serta dlscouraged mu51ca1vun1ty.,i

From a musical standp01nt each scene was a complete.and 1ndependent

»

.un1t con51st1ng of an 1ntroductory rec1tat1ve leadlng to an aria which

© is based on a 51ng1e affectlon - Thus, mu51ca1 unity was relegated to

.....

_the 51ng1e aria; the only relatlonshlp between the arias was that of

' thelr p051t10n w1th1n the 11terary framework of the 11bretto Donald J.

Grout f1nds an. 1nterest1ng parallel between opera gseria and elghteenth-

*7quoted in Robinson, Neapolitan Opera, 128..

v
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- century phalosophy "?hesarras weré lrke EeltﬂlZ*G monads each closed

o -t ! = et -

off from the others,'and all held together only by the preestabllshed
harmony' of the 11bretto,”ﬁ§ Thas lack of unlty gaVe~opera seria a .

- T
- R .-

loose haphazard mu51cal structure Arlas could be added or taken away
v, Lo ’

w1thout greatly alterlng the overall mus1ca1 stru;ture of the opera A

composer could ‘take. arras from an old 0pera, Whlch need not be hlS own, ce

L
S .«._.,_~-.. o~

and add them o a-new opera -or add new arias to an old opera For s
N

~examp1e, Scarlatt1 borrowed three arias and a 51nfon1a from Chmbtse
(1719) and one ar1a from TeZemaoo‘(l?lS) in hrs opera\Mbrco Atttlzo Reg—

'olow49 These addltlons were often necessary durlng the normal’ run of an

~

opera in order to satlsfy the whlms,of the 51ngers, and the audlence s -

love for novelty When these addltlons and deletlons were’ taken to
extremes, a. pastecczo resulted " This could be a collaboratlon, such as

the famous Muzzo Scevola (172l) in wh1ch Filippo Amade1 prov1ded the'

v

music for Act I Glovannl Bononc1n1 for Act II and Handel for Act III

“"but: most often the pasttccto.was a: haphazard m1xture,of varlous 11bret-,

wlw o
3 @
B .‘,‘(.'471

thts and composers arranged hy a composer or.lmpresar1o w1thout any CEE T,

e - - - e . ._4.

R concern for artlstlc un1ty : Eor example a versron of Stamplglla s

Turno-Artctno was produced in- Naples An I724 wh1ch 1nc1uded arias by f

Alblnonl, Cappelll, Gaspar1n1 G1acome111 Leo Lott1 Orland1n1 Por-"
pora, Porta Scarlattl, V1nc1, and V1va1d1, and rec1tat1ves by Leo and

Vinc1..50 Because of. th1s 1ack of unlty, the var1ous mu51ca1 elements of ~

,/

opera serta convenlently lend themselves to separate dlscu551on.

48Grout sttory of Opera, p 190.‘ , “PL«;_;nw

4 Carl Reglnald Morey,A"The Late Operas of Alessandro Scarlattl"_ X

(Ph D dlssertatlon Ind1ana Un1ver51ty, 1965), PP. 129 -31.

FN

ot
bl R

*0bid., p. 143.
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o The Rec1tat1ve > v g ) R
._"i By'the late seventeenth century, c0mposers had developed a new _ B
.}__,u,n_ : . ' 5 Pt oa : o
P - . 5‘""":. B N et T
Lo type‘of rec1tat1ve wh1ch allowed large portlons of the d1alogue to be R e
presented 1n a rap1d but~c1ear manner approxlmatlng speech Contempo-' .
rarles called thls type of rec1tat1ve recztatzvo semplece, pr 51mple 1,

rec1tat1ve because o£ its’ contlnuo accompanlment Jhls reC1tatLve i fhf'

-‘, . . TTomees PR
W e . B

characterlzed by 1ts 5y11ab1c declamatory melody con51st1ng of

'many repeated notes, stepw1se melodlc motlon jor small ‘skips outllnf
_-.ing the harmony of the accompanlment in irregular phrase lengths
',punctuated”b? fréquent’ rests, and all within a- range seldom exceed-

1ng an- octave Sl - :

The contlnuo prov1ded this. melody w1th a. 51mp1e chordal accompanlment

§
3
5

upon a slow—mov1ng detache bass 11ne Slmple rec1tat1ve 1s never con—‘A
talned w1th1n a 51ng1e tonallty, but contlnually modulates to reflect o AU
D e o SR e
- the: ten51ons of the drama 5' Form is relegated to sett1ng off large IR
JAPAEE - '_ ST R L . * o T

PR RS R e

';u; w«sectlons of the rec1tat1ve by promlnent broken cadences 1n whlch the

v01ce f1n15hes usually w1th an appogglatura Ieap downward of a. thlrd or*;;‘“"’ f
;“f%‘;‘ a’ fourth before the cadentlal‘chords of. the contlnuo 53 Although .'¥'¥:f'" T

notated in 4/4 tlme slmple rec1tat1ve was sung 1n a free style ‘and ﬁ”;”"

PR

51ngers were at 11berty to”change both the rhythm and melody’as long as iy.n

et

" the harmonles remalned ‘the same

31 Edward 0.D. Downes TSecco Rec1tat1ve in Early C1a551ca1 Opera j:L s s
Serla,” JournaZ of the Amerzcan Muszcologzcal Sbczety 14. (1961) 52 ‘fjf'mb'

2See the f1fteen ground rules of rec1tat1ve from Johann Sulzer s

AZdemezne Theorie der schénen kuhste (Le1p21g, 1771~ 74) quoted 1n Rob- ,.‘;'”-,g;s}ir{
’ 1nson, Neapolztan Qpera, PP~ 75 76 ;n e S SR
| 53 | . R T

: See Sven Hostrup Hansell "The Cadence in Elghteenth Century
Rec1tat1ve " Muszcal Quarterly 54 (1968) 228 48 g

e e e e



R nf3 Srmp&e rec;tatlve was,dat least durlng‘the early e1ghteenth.cen—_t’jg>;*“"
}:iJ;,LL . tury, th as perfunctory as 1t 15 often assumed to have been ' Not only
R o

"f;‘ was the—rec1tat1ve 1nten51f1ed by the Varled dellvery of the 51nger, but

composers at thlS t1me occa51onally'reta1ned certaln elements from ?ﬂgh'

Tl

SRR e e g
i ,,seventeenthrcentury rec1tat1ve, sych as chromatqc hanmonres and mélo DT e

dLes expre551ve mellsmas and measured arzoso passages For example fff
all of Scarlatt1 5. operas contaln several arloso passages W1th1n the -"'ffb‘_ i
. rec1tat1ves, although there are fewer of them 1n the later operas wh11e .

Steffanl makes exten51ve use. of eipre551ve or V1rtuoso mellsmas 1n the T

_-‘rec1tat1ves of Z&sszlone (1709) 54 _ N
- ) . - . R / NN - . N
Although 51mp1e rec1tat1ve remalned bas1ca11y the same, as- the

. e e
,.,.( -~ A,:
CIE L U A

as tv e 1yr1ca1 arloso

paSSagesoaﬁd~chromat1C1sm were hanlshed as beang Crude and,barbarous.a ;;“TiLJQ,ffig
L slmPIE‘recltatiVe at‘this tlme aboundedwln harmonlc and melodchclzchesT;llq, - ;>
.iij;:" many df wh?:h;had spetlfrc‘rhetorlcal functaons V‘The term'aecco rec1ta-e A ?_
T tlve, whlch ‘was prdbably c01ned durlngdthe n1neteenth century xo refer,. quﬁgfrh}ﬁ%

fi-;;i?‘e to a dry outmoded type of rec1tat1ve, 1s anachronf tlc..but rt!ls :
. : descrlptlve of the 51mp1e rec1tat1ve of the mlddle elghteenth century 5§~»~;
Even most contemporary audlences found 1t dull and pald 11tt1e atten-\ff;;
tlon to 1t T051 regarded 1t as "that ted1ous chant;ng Wthh offends o

"y'; the ear,"‘whlle De Brosse played chess 1n the theatre 1n order to "f111

| the vacuum of these long reC1fat1ves "56 ",Uf"}‘ L
. ¢ . | ) ’ T e e e e eyl G *
; C 3 ‘ ' o - _'_. BIREERY --_-‘.‘,'-r- T e ' \ DEEERY *'."w- D
- '~. = e DA L D I
"Opengs of Alessandro Scarlattl, PP. 164 66 ‘
ss et :

"";;;r«Aln: Downes,."Secco Recltatlve," pp. 50 51 {{’f“f,}f:f:'“Qﬁ"f R

6T051, Obeervataons on the Florid Sbng, PP. 74- 7S and Charles De R
Brosse, Lettres:, fhmzlzeres -écrites d’I%aZte en 1739 et 1740, quoted in.
Roblnson, Néapolztan Qpern5,pt 72, w0

- . I .
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The c0mposers of Scarlattr s generatlon were also respon51ble for

*5?';2;,the development of the’ accompanled rec1tat1ve Qrecztatzvo accompagnato

N, '

"f;",ﬁor abblzgato) as an alternatlve to 51mp1e rec1tat1ve. The accompanled
w R S rec1tat1ve was usually reserved for scenes of 1ntense drama, such ‘as. .'

”’L*‘fisollloqules monologues, and pronouncements. Wh11e the vocal melody
T i"retalns the declamatory style of slmple rec1tat1ve, it is 1nten51f1ed by

' the~orchestral accompanlment whlch often exp101ts dlssonant harmonles

gl
4

- and bold modulatlons The orchestra prov1des a sustalned or punctuated

'chordal accompanlment for the volce and sometlmes descrlptlve f1gurat10n f"

. between the vocal phrases that deplcts the meanlng and mood of the text

g -
i, Eoersy

":fOcca51onally, measured arloso Eassages wlth

~ B . s T \ .‘} e ot W

IYricism Brown s descrlptlon of the use of the ar1050 passages in . lLfo»?"*"

- <’vf.

ror'the drama 1n the recztatavo accompagnato

g‘Often, 1n the mlddle of a very agltated Rec1tat1ve, on the«occur—'-v
=+ ¢ .. rence of some tender 1dea, on; wh1ch the-mlnd is.supposed.to.dwell.. -
”1?_;'y._ffﬂt¥w1th 2 kind’ of melancholy pleasure the music loses, by degrees, the-
- B ;;1rregular character of Recitative, ‘and resolves gradually into the.
7 ‘even measure and'continued melody of Air--then, on a sudden, at the. -
- call of some idea of an. op3051te nature, breaks off again 1nto’its S
'-7;former 1rregular1ty 57 o T _ e

P . —

S L. e
,Although the accompanled rec1tat1ve can be found 1n certarp seventeenth-e;

century operas (Cava111 s L'Ormondb Act III from 1644’contains an early

dexample), it was not unt11 the beglnnlng of’the elghteenth century that
::lt became a standard 1agred1ent of‘Itallan opera. For example a11 of

’.sScarlattl 'S 1ate opera&?from IZ Mztrzdhte Eupatore (1707] to Armznzo

Broun, Letters, pp. 21-22..

e



o

(1722) contaln at Ieast one accompan1ed rec1tat1ve whlle 1n the ear11er

operas, the accompagnato 1s found only sﬁoradlcally S?
’ _ Many composers dur1ng the second quarter of thevelghteenth cen-‘:
V~,‘tury,“such as Hasse Graun and Porpora made éreater use of the accom—'_zk
_\panled rec1tat1ue Dur1ng the flrst half of the e1ghteenth century,_the
'average number of accompan1ed rec1tat1;es 1n most operas wds’ one or two
’—1ncreas1ng to three or four by m1d century 59: Perhaps the reason for

'thrs restralnt is explained by Metasta51o 1n a letter to Hasse regardlng

, hls settlng of Attzlto RegoZo (1747), Metasta51o belleved that, if -

’,,over-used the accom'an' d 'e‘would lose 1ts powerful effect and
e

would slow down the drama. Although Hasse generally followed Metasta- .f‘i .5.‘,}£

; 610 S adv1ce and 11m1ted fhe accompanled rec1tat1ves to four or’. f1ve 1n ’j ftqg'ﬁ

-,

: ;eaCh opera he gave them greater 1mportance by 1ncrea51n helr length

:1;jand by allottlng a. more actlve role to the orchestra For example Gr1—. ;-

; h selda s accompanled rec1tat1ve "MlO Re mlo Nume;ffrom Act III of Scar:?t;q,o?i' f.

1att1 s Grzseldh (1721) is twenty seven measures long,'whlle Megacle s . Tt

”Che Intes1 etern1 de1" from Act I of Hasse s L'OZtmptade (1756? is ;

1 flft} six measures long 61 Porpora, on the other hand greatly rlf N
_'1ncreased the number of accompanled rec1tat1ves in hls operas, forh o ,
58Morey "Operas of Alessandro Scarlatt1 r p.'l66.j d ;t,r _ ”ﬁfl‘ '.jf

;}#v A'-lij Roblnson Neapolttan Opera, p. 85, Ly . ;:~J :

60 Charles Burney, Memoirg of the Ltfé and Wrttzngs of" the Abate
_"Mbtastasto An Which Are Ineorporated Trgnelations -of his Przncmpal
'-Letters, repr1nt ed: 3 vols ?gew York Da Capo Press, 1971) PP.

- 321-28. : :

- o

et

s The latter is transcrlbed in Wllson,'VL’OZtmptade of Johann L :.,‘tﬁ;,
Adolph Hasse," pp 82-83. . - - '

P



example, Porpora s five London operas contain forty-four accompanled
recitatlves: Armanna (1733) has ten Enea (1734) eleven, Poszémo

(1735)‘thirteen, Ifigenta (1735) four, and Mitridate (1736) six.62

-v1fhe Da Capo Aria

Although'the three-part da ‘capo.aria Had been used freduently-by
earlier composers, in the operasﬂof.Scarlatti anddhis,contemporaries, it
assumed'i;s,position as the predominanf aria form. The da‘éepo aria
provided"composers‘with a balanced symmetrical form in which music could

. : , .

expand in a free’bpt organized manner according to musical rather.ﬁhan

dramatic principles. The pbpularity of this form was such that in. many

operas of the period the da capo aria is the ekxclusive aria form; for

example all forty one arias and ensembles ‘in Scarlatt1 S Grmselda are in

da capo form. . Like most aspects of opera: serza,,the form of the da capo

aria was highly standardized with regard to key scheme, text-setting,
coloratura, and!the relationship between the voice and the orchestra.
Although7the da cabo aria evolved during the first half of the eight—
eenthbcen;é'{;>tﬁis process of evolution‘consieted of the overall expan-
sion of,the‘da capo form and the standardi%afioﬁ‘of certain predominant
features of that form into a stereotyped formula. This proeess'of for-

mal expan51on and standardization can be observed by comparlng the arias

" of two operas wh1ch are representatlve of opera serta during 1ts early

3 et
=

&

62Robinson, ""Porpora's Qperas for London," p.
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. f - e - T N3 o
and late stages Alessandro Scarlattl s Grtselda from 1721 and Johann -
Adolf Hasse s Armtnzo from 1745 63
Y The da capo- aria ‘usually begins with a- ritornello for orchestra C e
L;“'#“' [z “'. ¢ »,_MFL LN Corsasy B am o ar R S i e B a9 & M aw

or contlnuo which serves as an 1ntroduct10n for the 51nger. During the

' second quarter of the'e;ghteenth century, it became almost mandatory for
the da capo aria to begln W1th an orchestral ritornello. For example,
wh11e only twenty-seven of the forty -one da capo arias -and ensembles in |
Grtseldb begln with r1tornellos all twenty-three da capo -arias in-

0 -
Anntnto begln w1th exten51ve ritornellos for orchestra Be51des serVing
as an 1ntroduct10n the opening ritornello usually'presents the main
theme OT motives which will be taken up by the 51nger Although this

type‘of thematic rltornello IS occasionally found in the arias of Scar—

latt1 (as in six of the twenty—seven arias w1th orchestral r1t01nellos tn -

;‘.,4 .
N

GrzseZda), the orchestra is ‘often given materlal 1ndependent ‘from the'
voice. ) This may reflect the influence of seventeenth century opera 1n
which the r1tornello was often an 1ndependent piece separate from the
aria. By the time of Hasse and his contemporarles, the thematic opening
ritornello became the norm {as is the case in twenty of the twenty three T
da capo arias in Hasse's Armznzo) One of the’ maln reasons for the..

‘expansion of the da capo aria during the second half of the elghteenth

century was . the increased length of the orchestral rltornellos

~

63Alessandro Scarlatti, Griselda, ed. Donald Jay Grout, vol. 3 of
.The Operas of ‘Alessandro . Scarlatti, general ed. Donald Jay Grout (Cam-
bridge; Mass.: Harvard Unlver51ty Press, 1975); and Johann Adolf Hasse,
- Arminio, ‘ed. Rudolf Gerber vols. 27 §.28 of Das Erbe Deutscher Mu51k
(Mainz: Vérlag B, Schott's Sohne, 1957) :
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_especially'the introductory ones. Whlle the ‘opening ritornellos in the

arlas of Scarlattl seldom exceed ten measures, those in the arias of

Hasse often exceed thirty measures. The r1torne110 usually remains in

the ionie;;regardless of7its=length» and cadences ‘before the - vocal entry

in. order to glve pr0m1nence to the soloist's openlng phrase,

The ent1re first sectlon of the da capo aria is set to the flrst
strophe of the ar1a text. Between 1705 and 1715 the A sectron was‘
organ1zed into b1nary form, the two halves or vocal paragraphs each con-

™\
51st1ng of a complete settlng of the aria's first strophe, separated by
an 1ntermed1ate r1tornello. Perhaps the reason for thlS arrangement

"was so that the music could expand w1thout unorganlzed prollferatlon of

- 64
word repeats.” However, there can be 1nterna1 phrase and word .repeti-

tions w1th1n the text settlng, these repetitions are- partlcularly proml-

nent in the second text- -setting which is usually longer than the f1rst

‘Scarlatti adopted thls binary structure in most of the arias in his late,

operas. For example thlrty three of the forty-one arias in Grtseldb

contain two settings of the first strophe separated by an 1ntermed1ate
orchestral rltornello. The systematic use of orchestral ritornellos and
text- settlngs greatly contributed to the expansion of the da <capo form
and could be con51dered as the main characterlstlc which dlstlngulshes
the three- part aria of late seventeenth century opera from the da capo

arla of opera seria: ¥

~‘Ear11er methods of: expandlng the music of the vocal 11ne espeCiaily
the. trick of inserting a ritornello after the initial vocal.phrase
‘and then maklng ‘the voice go back to the start (the so-called

" Devige), were now not-"so necessary and tended to fall into abey-
ance.65

64Robinson, Neapolitan Opera, p. 103:

-

S Ibid. ' - - - | -



Whlle the Devzse is common 1n Scarlatt1 s early operas 1n Grzseldb 1t

+1s used in only three ar1as .66 The blnary form, which 1s apparent in

the majority of Scarlatti! s arlas became standard for later -da_capo.. e e
: #

o
. . . ,,_w...c
P ) c»qu,,‘.,‘ Ly .
]

-arias. “Ag thE'century}progreSSedﬂ the diyiSion'of'the A section. 1nto
b1nary form became ‘50 pronounced that the da capo ar1a became a f1ve—
‘part form For example all of the da capo arlas in Armmnzo are’ in this

l f1ve part form Because of the expanded form there is a decrease in

B

A 2

* the number of arlas -in most operas from the. second quarter of the e1ght—

eenth century This‘decrease in the‘number of arias is demonstrated by

comparlng the forty one arlas and ensembles in Scarlattl s Grtselda to

the twenty three arlas and ensembles in Hasse's Armtnzo Although thesed*"

"ordened text- settlngs greatly contrlbuted to the expans1on of the da

: capo aria as a mu51cal form, the four settlngs of the f1rst strophe tend
'to dlstort the da capo ar1a as a 11terary form King Frederlck II. of
Prussia complalned about this 51tuat10n in a’letter to his sister: i1’
me semble que, d'allleurs il ya de l'abus a repeter quatre f01s la

' méme chose. Vos comedlens ma chere soeur, n'ont Jamals ete mls a si

. : 67
Mmauvais sauce.'>’

in the" dominant for arlas 1n the maJor mode or in the relatlve major
(or occa51ona11y the domlnant m1nor) for arlas in the minor mode For

example of the twenty five arias in the major mode from Grzseldb

: 67 Quoted 1n Carl HelanCh Graun, Mbntezuma, ed.: Albert'Mayer- )
- Reinach, revised by Hans Joachlm Moser, vol. 15 of ‘Denkmaler Deutscher
Tonkunst (Wiesbaden: Breltkopf § Hértel .1958) 1ntroduct10n p. ix.

T
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51xteen modulate to the dominant ‘at the. end of the flrst vocal para— '

' graph of the151xteen ar1as in the minor mode, ten. modulate to the relaQ’;.5"

tive. maJor and four modu}ate~to-the dominant mxnor afl e :
Spral .fli’,,S‘to voeau paragraph z These f&gu'res andléa}eotha-thefé“ls d‘efrnltél‘y' e R
a reéelar key scheme but 1t is not always followed In some of Scar—

'latt1 s shorter ar1as,\the A sectlon often remalns 1n the ton1c (as in

- . .,.-. w e e e

four arias 1 G'zseZdaj, or on occa51on, tﬁ% flrst vocal paragraph may

'cadence in an unexpected key (two arias in Grtselda cadence in the
supertonlc mlnor) Durlng the second quarter of the elghteenth century,';,
the key scheme of the da capo aria became ‘even more predlctable For
example, all twenty two* dawcapo arlas in the maJor mode 1n Armmnzovib

”cadence in the domlnant at the end of the flrst vocal paragraph wh1le . -

ey

the 51ng1e da capo aria in the m1nor mode cadences in the relatlve ma;or
at .the. end of the f1rst vocal paraggaph o |

The flrst text settlng is usually followed by an intermediate rit—.w
ornello, whlch often remalns in the same key as the prev1ous cadence

b (this is the case in all but two of the ar1as in- GrtseZda with regular
L 4

domlnant or relat1ve maJor modulations and all of the da capo arlas 1n
.:ﬂi ’ ’

,Armtnto). In contrast "to the openlng r1tornello the 1ntermed1ate r1t-.

ornello remains rather*short usually between one to six measures in
o .
length. The‘1ntermed1ate rltornello is usually based on material from

the -opening.
A .

Coloratura is -an-important element in the da capo aria of opera

seria.f'Not.only is it a_yirtuoso devicedto display the'talents'of the - =~ -

great 51ngers, but it is also a structural one whlch contr1butes to the
Ry 2.

expan51on of the da capo form The composers of Scarlatt1 S generatlon

»

b



.a we

.

E vocal paragraphs (twelve arlas 1n Gr%seZdb), or a 51ng1e passage 1n‘the

x'_;V.(mgcond vocag,pa;agraph (elght ar1as 1n Grzseld&) : In the. arlas of most

74

used coloratura w1th morerrestralnt than was exerC1sed by most later com— ;:-'
posers. In the ar1as of Scarlatti the use of coloratura oan vary

@ e e L,

greatly from long passages of more than ten measures, as in the aria .

Coes o .
- : . @ s - .-
. 8 o : - ;B e e Lt L,
‘Qo‘, q\'rcn..a*.“'- Y 'o"_eo - ‘,n, ..._-._

-

"Come presto nel porto,” to short mellsmas of onle or two measures,'as R

'

the ar1a ”Nell'aspro mlo dolor" from Grtselda Some ar1as in the operas

of Scarlatt1 contaln no coloratura passages (as is the case in n1neteen

P « - PERRY - s .- - . .
. - oo L . w e e, SR
N . - . '. B - R T - ~ e hd

ar1as ﬂrom Grtseldb) However most of these arlas are rather short, f“?“T_‘Zs”
( .

and seem to have more Einsh1p w1th thé trrpartlte arla of seventeenth-

._» > Lo Lo TN ey [ R . . -

century opera thanawrth the da capo~ar1avof gpera serea., When colora-

-.‘.,... » . f.b\'\' 3 'aq»-

tura is used there are elther two, passages dlstrlbuféd betweenvthe two“ SR

-n‘ - - . Y

T

PR # e S8 = -1; » LI -

later composers, it became standard for each vocaf"paragraph‘to contaln 7
a coloratura passage (as is the case in . elghteen arlas from Armtnzo)

Coloratura ﬁa%sages usually occur on an 1mportant descr1pt1ve-'”

‘rous word and usually on'the same word in both vocal paragraphs. Asif:'ﬁ'
the century progressed the coloratura passages cont1nua11y 1ncreased in-
s1ze, subsequently 1ncreas1ng the length of the arla.' Whlle coloratura

passages in Scarlatt1 S ar1as are usually only two to four measures in'

y

length in the ar1as of Hasse, they usually average between erght to- 1.‘-‘55""

51xteen measures in length In add1t1on, the coloratura became ;w"

-

c_.._ . " o

extremely ornate and v1rtuoso, a. typical passage would con51st of a syn- ‘.? -

copated sequentlal melody of a w1de range and numerous large leaps, LUl
\ ) |
‘above a stat1c pedal bass.

The second text sett1ng of the f1rst sectlon modulates back to the

tonlc, usually through sequences' rarely 1s a new key establlshed befbre ,

i
t
o
1



'?1 the return of the ton1c The second vocal paragraph can’ be con51dered
as an expans1on of the flrst or as a developmental sectlon. Usually

‘ '“H melodlc and rhythm1c fragments are-expanded by sequent1a1 treatmenx andn -
are varled by rearrangement and comblnatlon 1n the same 7anner that the ,;:Q}}ig”f

<.A., e m

'a:‘:;‘“i second sett;ng of the flrst str0phe is. var1ed and expanded by: repet1t1ons
- Vd N
k e A J"'.’u, . ? . Wr e o @ - ~e s e e - IR T S R

and comblnatlons of var1ous words and phrases.. In addltlon, fhe second SR

o e

coloratura passage often can be regarded as.a var1ed expans1on of the

flrst Composers such as G1ovann1 and Marc Antonlo Bononc1n1 were

. . el - - - ,<.~., - . - -
P ove v ’. - - : . . w I TS

8 P
famous for the conC1se development of mater1a1 in the1r ar1as 68 How—~1
B even” th;s development 15 rarely contrapuntal espec1a11y 1n the arias f“’“'
’ of later composers~ Usually the development 'is restrlcted to the upper R

Amelody, wh11e the bass remalns ‘a non thematlc accompanlmeht Dur1ng the

Tt .
Lome Yo

¢’1720's and 1730'5, it was common to beg1n the second text settlng w1th

o ey gl shortened statement of the ma1n theme or motlve 1n the domlnant or rel-

LIS Y R

~;ative maJor. By the~t1me of Hasse, thlS restatement had become a stand—

fardlzed formula For example twenty one arias in Armtnto contaln a
'jvshortened statement of" the maln ‘theme at the beglnnlng of the second -
f.vocal paragraph e1ghteen of wh1ch are 1n4the domlnant Although 1t _

became standard to. beg1n the second vocal paragraph w1th a shortened
' : L
: statement of the maln theme, a final restatement of the theme in the

-'i' o

E tonlc never became a common feature of the da capo arla. The reason for
this is that the A section concludes w1th -a return of the openlng r1tor-_

i pj.nello in- the tonlc whlch can be regarded as the restatement Rarely

»
7 : e .
Ty ey i

was thlS r1tornello an exact repeat of'the openlng oneﬂ but rather a

-y
LA

e et At e e en e e T

Bl

®®Wol£€, "Italian Opera 1700-1750," pp. 76, 78 § 82.
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shortened ver51on usually about half the length of the Openlng ritor-

nello. ThlS r1tornello was shortened by the om1551on and - rearrangement

_of the varlous motlves and sequent1a1 passages 69_._ . /~‘

The flrst of three 1mprov1sed cadenzas occurs on the flnal caden-;--'

t1a1 Phrase of the second vocal paragraph These cadenzas could be long

- -

'and of extreme V1rtu051ty, such‘as those-of Farineili wh1ch were wrltten P

~ean
Y .

down for Empress Marla Theresa HOWever, these cadenzas were restrlcted
{

1n thelr length by belng sung. in a 51ng1e breath s Tosi descrlbes in

- e n ~

' crltlcal terms fhe use of cadenzas in the da capo arra..v\

-

Every Air hds. (at least) three Cadences, that are a11 three
final. Generally speaklng, the Study of the Singers of the present
Times consists in termlnatlng the- Cadence of the first Part with an
.overflow1ng of Pagsages and Divisione at Pleasure, and the Orchestre
waits;. in that: of the second the Dose. is encreased, and the
Orchestre grows tired;" but ‘on- the last CadenCe, the Threat is set a

. going, like a Weather cock 1n a Whlrlwlnd and the Orghestre
yawns 70 T : S

In the ar1as of Scarlatt1 and hlS contemporarles the p051t10n1ng of the'
'cadenza in. the score is not always clear. Usually it occurs prlor to
the cadentlal phrase and is sometlmes 1nd1cated by a fermata over a y
- full bar S: rest (n1ne arlas in Grtseldb), or is suggested by settlng off
bﬂ the cadentlal phrase from the main melody by rests in ‘all parts (eleven
arlas in GrtSeZda) These ‘two - types of cadenza 1nd1cat10ns are ._.
descrlbed by Quantz in hlS Versuch
: . between 1710 and 1716 or thereabouts, the cadenzas customary
‘at present; in whlch the. bass must pause, became the mode. Fer-

‘matas, in which ‘one pauses ad thztum in the middle of a piece, may
well have a somewhat ‘earlier or1g1n 71 o - o

3

.‘\gj}

69In contast, the. da capo arias Qf Bach usually conclude w1th an
\\\<3f?xexact repetltlon of the" openlng r1tornello. ' :
N T051, Observatzons on the Florzd Song pp 128-29.

1Johann Joachim’ Quantz, On PZaytng the Eiute, trans Edward R.'
Re111y (London Faber & Faber, 1966) Pp. 179- -80. _

Bl
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' By the_timepof»Hasse the cadenza ‘had shlfted its position to the doml-.'
'.nant ‘six-four chord of the cadent1a1 phrase and was - usually 1nd1cated

by ‘a fermata For example in twenty of the ar1as from Armznzo the

"-cadenzas 1n elther .one or both sectlons are- 1nd1cated by fermatas over

':gressed and the A-section increased in size, the B seetion'remained the

'the 51x four chord of the cadent1a1 phrase

The B section con51sts of one or two settings of the aria's second

- - -

strophe The number of text- settlngs does not greatly affectathenform* T

of this sectlon ' Even w1th two complete ‘text- sett1ngs the second sec-

tion'is usually qu1te short often to the p01nt of be1ng perfunctory

.
i 2 -

formal structure as did the blnary A section. As the century pro-

same, creatlng a very unbalanced effect Whlle in the arias of Scar~

\

hlatt1 the B sectlon can be relatlvely large espec1ally 1n ‘the shorter-f

s

' arlas where it often balances the A sectlon “in the arlas of Hasse the

B sectlon is sometlmes no longer than one of the coloratura passages

'from the A sectlon' for example in the arias "Del vento, che desta nel

mar" and "Corre al cimento ardlta” from Anninio the second coloratura
\

passages are twenty measures loné wh11e the B sectlons are seventeen

and elghteen measures long.. 72

. . . N

However, the B sect1on has the 1mportant funct1on of creatlng con-

trast between the expanslve first sectlon and . 1ts da capo repeat

E}

21n contrast the blnary'structure is ev1dent in the B sections
in the arias of Bach the two text-settings are separated by an interme-
diate ritornello which‘give the middle section greater length and impor-
tance .in his arias; often the. m1dd1e sect1on is not modulatory but

.remains in the submedlant key.

‘o- . co v‘b-

v

Vel - . : - LS e . . o,
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The reason for thlS is, that the B sectron mever: developed an’ 1ndependent

Instead"of'clear key areas set off by text-settings and ritornellos,'the




;from Grzselda) * Séldom Was any attempt made to: create a tran51t10n

/employed)., . T ' <

'4second sectlon 1s modulatory in character, although not radlcally so.

“At the beg;cnlng of" the elghteenth century, the .B. sectlon developed a’

modulatory scheme The B sectadn of ar1as in the maJor mode usually

beglns on the’ submed1ant and modulates to the medlant ‘(as in n1neteen of
the twenty f1ve arias in the maJor mode from Grzselda) “In arlas in the

_mlnor mode there is a tendency to modulate to the domlnant at the end

Cof the B sect1on (as 1n twelve of the 51xteen arhas 1n the m1nor mode

. £
3% "T

between the’ contrastlng tonal areas of ‘the A .and B sections. Perhaps

composers felt that a tran51t10n Jwould. lessen the effect of contrast.

;wDurlng the’ mlddle of the elghteenth century, thls modulatory scheme

-~

more flex1b1e A For example " the B sectlons in the magor—mode arlas of

. \

Armtnto begln on e1ther the tonlc minor or maJor or the submedlant and

fmodulate to e1ther the medlant the submed1ant the subdominant, or the

dominant!

The two sectlons of the da capo ar1a also dlffer in their. ireat-

ment of the orchestra and coloratura Coloratura tends to be av01ded in

;/

the B section of most arias- (only ten arias in Grzseldb and elght arias

in Armznto contaln coloratura passages in the B sect1on) . When colora-

-

tura passages are employed, they are usually shorter than those of the

A section. Rarely does the B section contain an 1ntermed1ate ritor-

nello, even when there are two: settlngs of the ar1a S second strophe (of

the flfteen ar1as from Grtseldb in which the B section contalns two

text settings, only 1n flve are br1ef 1ntermed1ate ritornellos
%

»
2

rather than becom1ng more standardlzed -as "is usually the .case, became T

B T S VU S .



. Although the B sectlon prov1des an 1mportant element of contrast

Too much contrast is usu-
-

©ally avolded because thlS -would lead to the establ1shment of a secondA

ﬁlt is also a contlnuatlon of ‘the A sectlon

affectlon ‘which would not be ‘in keeplng with the Baroque Doctrlne of
the Affectlons

“

hterlstically»share common muslcal material

Usually mot1V1c fragments;
or rhythmic f1gures from the A sectlon are. developed at greater length
in the B sectlon but in: a more casual manner The B sectlon concludes
with- the second 1mprOV1sed hocal cadenza This is followed by elther a .
;full da. capo repeat of the A sectlon,sor by a shortened ver51on of the
1open1ng rltornello with a dal gegno 1nd1cat10n leadlng to the f1rst

-vocal entry of the A sectlon.{nlne of the twenty seven arlas in Grigelda

with opening rltornellos -are shortened in the.da capo w1th d&Z segno

To ensure emotlonal cont1nu1ty, both- sectlons characj__-

A

“cuts

capo

more'

in theropenlng rltornellos];

W1th the 1ncreased 51ze of the da

aria durlng the second half, 'of the elghteenth century, 1t became

o

common to shorten the openlng'rltornello ‘on the da. capo (onIy in

.

‘two arlas from Armtnto s the openlng r1tornello left 1ntact on the . da

capo repeat) 73

In sp1te of certain . mod1f1cat10ns the form of the da capo aria
Aremalned ba51cally the same. Dur1ng the flrst half of the elghteenth
‘century, 1t was used by all composers of Ita11an opera oratorlo, and
cantata. The da capo form also found its way 1nto French opera English..

oratorlo %and the German church cantata

El

However,‘the'great imbalance

4 See Freeman,v”Opera w1thout Drama," PP- 229 43, The author pre-
'sents a plan of the da capo aria.as used by Antonio’ ‘Caldara which is .
very similar to the one described above. Because Caldara'd operas. span
‘the era between Scarlatt1 and Hasse, the author traces the deVelopment
of Caldara's arias from a three- part to a five-part form.



.....

between ‘the expan31ve A sectlon and the perfunctory B sect1on began toi,'

: draw much cr1t1c1sm durlng the mlddle elghteenth century Composers
-

.part1ally responded to these cr1t1c1sms by gradually omlttlng the redun— )

[dant B sectlon and the da capo repeat, and by settlng both aria strophes

_‘to the two parts of the blnary A sectlon. ThlS new ar1a form was called )

" the cavatzna perhaps because it was "carved" (from the Itallan verb
, cavare) out of the da capo ar1a ' Frederdck II of Pruss1a, who dlSllked
the numerous text repet1t10ns¢of the da- capo aria, champloned the cava-

”“tzna and encouraged hls court composer Carl Graun to cultlvate 1t 1n

P

:hlS operas In the opera Mbntezuma (1754) for wh1Ch Frederlck prov1ded

the prose scenarlo the cava%tna is establlshed by royal decree as: the ~

‘ ;predomlnant arla form

'-La plupart des a1rs ‘sont falts pour ne’ p01nt etre repetes Il n'y ar

que deux airs de 1" péreur et deux d'Eupaforlce qui sont destlnes

'pour l'etre O ///Craun a falt un chef d'oeuvre 1l_est tout en cava-.

- tines. 74 .;ﬁ_ e L : : ‘ L L e

d‘_By the 1760'5 , most Itallan composers were experlmentlng W1th new forms

and the tyranny of the da capo aria came to an. end o ﬁf

CVOrchestratlon in the Da Capo Arla

The purpose of the- Orchestra in the da capo ar1a IS to play the
\
r1tornellos and to prov1de the all 1mportant “vocal melody w1th an unob—

Vtru51ve accompanlment Scarlatt1 is usually g1ven cred1t for expandlng

,

the role of the orchestra both in its 1nteract10n w1th ‘the v01ce and. in -

1ts greater use of woodw1nd and brass 1nstruments.‘ However the ‘orches-:’

- tra in Scarlattl S ar1as never 1nterferes w1th the V01ce as Francescoj

74Quoted invGraun,_Mbntezumq,é?ntroduction p,hix.
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Algarottl was careful to ment1on 1n hlS Saggzo ﬁbpra L'Opera n Musica. -

l ;a (1755)

. 01d Scarlattl was the flrst who 1nfused 11fe movement and .
sp1r1t 'in them [the’ accompanlments] It was he who clothed their.
/nakedness“witllthe'splendld attire of noble: actompanlments but ‘
'”.they7weré*dealt“out“byfhlm in ‘2" sober and judicious manner. They’ _
were by no means intricate or oBscure, but open and” obvious: hlghly .
f1nlshed yet free from all mlnuteuess ofsaffeCtatipn; and'that

-may be lost, as. in regard to the Voices, to whlch alone they should :
3 be made subserv1ent 75 .n;”h‘ _ra: ,_vtb |
| ‘ The ba51s of the Baroque opera orchestra is the basso contznuo
ahd the strlng ensemble The basso eonttnuo con51sts of cellos and
basses doubled in. octaves.accompanled by the harpsrchord” At the be—df:{,.. Lo
/ : : i
‘A glnn1ng of the elghteenth century, older fundamental 1nstruments such S i
as the lute theorbo, and harp were used occas1ohal1y | Ar1as accom—-hi,h: N
uanled only by cont1nuo are frequently found in theoperascores offthe'
/Kt early elghteenth century but by the 1720' , thls type of accompanlment
is very rare, as Marcello complalns 1n hlS I teatro alla moda
'hent only, for he .should’ reallze that they are.qo longer ln‘vogue' '
_.and that ‘the. time spent on one of- them he.might,write a dozen arias_.
;w1th an orchestral accompanlment 76 : - o
For example 1n the early operas of Caldara almost half of the arlas
‘ are accompanled by the basso contznuo (elghteen of the forty four

Ay

ar1as from L tntmtco generoso (1709) whlle in- later operas such[as‘La

“v¥“k_

‘ Ollver Ww. Strunk Source Readtngs in Mhszc sttory From: CZasst—s' ,
cal Antiquity. Through the Romantic Era (New York: W.W. Norton & Co v K
1950), p.. 667. - o o _ v

76 Magpello Il teatro aZZa moda 34:386. - | - "



‘ N

-cZemenza di I%to (1734) and Témtstocle €l736), there iS!nof a‘Single

Although the strlng orchestra was usually d1v1ded 1nto four parts

’”(flrst and second v1011ns, v1olas, and basses), durlng the early e1ght«f

'eenth century, other arrangements were p0551ble The strlng orchestra

R -

could be d1v1ded 1nto three parts-—V1ollns v1olas and basses (as 1n
six ar1as 1n Grtselda)——or 1nto two parts-—vrollns and basses (as in

N

four arias in Grtseldb) In Scarlattl s earller operas, two and three— : if*”

upart accompanrments are the normtrather than the usual four, of the
lthlrty -nine arras in. Odbardb (1700), there are. flfteen contlnuo arlas,
"seventeen ar1as W1th two—part accompanlment, eleven w1th three part _
accompanlment and only sax w1th four part accompanlment.78 But by the ﬁ
' -1720' 1t was standard to d1V1de the orchestra 1nto four parts (as in’

.twenty one arlas in Grtsetda) ~-Very rarely are. there four .real parts
b ., o :

because of the great amount of doubllng At th1s t1me, 1t became common T

practlce for the flrst v1011ns to double the v01ce - the second v1011ns

RSO

. to play the 1nner harmonlés and the v1olas to double the basses at an

79 > |
: octave above. . If ﬂ1ELV1olas were given an- 1ndependent part then both

.,,,.3-; -

_ﬁsouble the'vorce Thus a three-part texture of L

L

first: and Second,: .5
melody,'and.two-pa$;

¢ ) '—.‘ L
cr1t1c1zes this: practlce e “MIn any. four‘part comp051t10ns the modern

,

o T
o;’ﬁa

/

7Freeman, "Opera w1thout Drama " ' .pp. 246- 47 o

8Morey "Operas of Alessandro Scarlattl " p. 341.

7% Roblnson Neapolttan Qpera, p. 109;

-}'smpanlment is normally malntalned Marcello .: Jf;flv'.
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'comggser absolutely must have two pafts play in unison or ocfaves."80
This systematic doubling reached an extreme in the aria AZl* wnisono in

which the entire orchestra doubJed the voice. While this/type'pf aria

. - . -
~was used effectively by certain composers, it was.often misused by less

’ ! : .~ 2, Py
taleg;ea ones. Marcello refers to this abuse in his Il teatrec alla moda

The modern composer must also write canzonettas for alto or
mezzo soprano_in which the bass instruments play the melody exactly
as rendered by the singer, only that they transpose it down several
octaves. -The violins, on the other hand, will double it in the
higher octave. 1In the. score the composer will write 6ut_all of
these voices and he will cal%this aria a three-part composition.

. .81 ' '

To this basic orchestra of strings and continuo, oboes, bassoons,

-and flutes are sometimes added. Oboes and flutes are often employed’

.

separately because in hany opera bréhestras they were played by the same
persons. At the beginning of the eighteenth century, botﬂ‘recorders'and

transverse flutes were used, but by the 1720;5, recorders had been

(RN

replacgd'By their more modern counterpart. Although it is seldom indi-
cated in the scores, bassoons usually doubled the bass line when flutes

or oboes are employed. Flutes and oboes can be treated basically in two -
. &

7

,ways; either theyaregiQen their own separate parts, though this often
entails some duplication of the violins, or they simply double the vio-

lins. The oboes were often treated 'in the latter manner‘in order to:
. , . )

strengthen the violins. 1In general, the oboes are employed with greater

-frequency than are the flutes. Steffani was especiai’'v fond of‘thg

8OMarcello,_IZ teatro alla moda, 34:385.
gﬁ;bid., 34:385. S
- L
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oboes'and»baseoons perhaps because of the 1nf1uence of French and Ger-
man music with its preference for woodwind colorlng\' In his opera Tag-
silone (1709), oboes and bassoons are employed 1n twenty—three of the
twenty~f1ve arias with instrumental accompanlments, in another eight con-
tinuo arias, oboes and bassoons are 1ntroduced in the final r1tornello
.

for tuttz orchestra. Whlle the oboes apd bassoons merely double the
strlngs in e1ght of these arlas, the oboes are given 1ndependent parts
in thirteen arlas and the bassoons in three. 7

Trumpets and horns are occasionally added to this enlarged orches-
.tra of strings, woodwinds, affd continuo, often for specialveffects. The
trumpets are reserved for martial or ceremonial ecenes, where they are
sometimes’ooubled by the horns. For example, Porpora 3 London operas
heginéihlend with ceremonlal scenes that employ the full Lorchestra w1th"
trumpets and horns.82 The corni da caccia were first 1ntroduced 1nto
the opera orchestra by ‘Scarlatti-in ngrane (1715), and they appear in
most of his subsequent ope_ras.83 Griselda, for example, employs the
horns in three.arias.and two sinfonias. Although horns had certain pro-
grammatic connotations with ceremonial and hunrihg.eoeﬁes, they.oould be
used in non-programmatic contexts as coloristic instruments. Thus as
the century progressed, COmposers, following'the example of Scarlatfi;p
made greater use of the horns in fheir arias (for exahple; nine of the

twenty-five arias and ensembles in Arminio are scored for horns).

4 3 ' b

82RobinSon, "Porpora's Operas for London," p. 82.

83Morey,_"Operas of Alessandro Scarlatti," p. 181.



N -
However, atvthls time the horn parts ‘like those for the trumpet became
51mpler and more 1d1omat1c in comparlson to those in earller scores.
| Be51de; the addition of woodw1nd and brass 1nstruments, the basic
orchestra could be varled 1n several other ways. . One means of creating
varlety waS'to dispense with the continuo either the harpsichord alone,
or else the entire continuo grodp. When the entire continuo is d1s-
pensed w1th the bass part is usually played by the viola. Thls color—'
istic. technlque was’ developed by Carlo Polaroll1 during the 1690's, and
became very popular with later composers, as Marcello described:
There must be no bass in the accompanlment to an aria. To keep
the 51nger from straying he should be accompanied by violins in uni-

son; in such a case a few bass notes might be given to the violas
but this is ad Iibitum. 84 .

n

Thls quoté,may refer to Vivaldi who frequently wrote arias without con-
tinuo. (for example, see the arias "Transit aetas, volant anni'" and
"Vivat'in pace" from Vivaldi's oratorio Juditha Trtumphans) The absence
of the continuo created a light alry texture more character1st1c of the -
Pre Classical than of the Baroque style Occa51ona11y pizaicato or

mutes are used for spec1al effects. The aria '"Della misera germana'' from
Act I of Arminio employs.a muted string orchestra.of’first and second
vlolins diviet, first>and”Second violas, and continuo with doublingw
flutes; and the aria ”Augelletti, zefiretti” from Caldara's Dafne employs

pizzicato strings senza cembalo.ss

84Marcello,vIZ teatro alla moda, 34:383,
85Antonlo Caldara Dafre, ed. Constantln Schnelder vol. 91 of

Denkmaler der Tonkunst 1n Osterreich (V1enna Osterrelchlscher Bundes-
verlag, 1955) .

46
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Elements of the Baroque concerto are often ev1dent 1n the orches-
trat1on of the da capo arla. There are two basic ways in which the con-
certo pr1nc1p1e,_taken in its broadest sense, could be applled to the
aria: the d1v151on of the orchestra 1nto tutti and solo and the rnter—
actlon between the voice and a concertlzlng 1nstrument The d1v151on of
the orchestra 1nto tuttt and solo, whlch is the basis of the Baroque
con;erto was probably first developed in the opera aria. ‘The late can-
tatas and serenatas of Alessandro Stradella contaln some of the earliest
“examples of concerto wr1t1ng In Stradella s Cantata per il Santzsszmo
Natale, for example, the orchestra is d1V1ded 1nto eoncertine and con-
_certo grosso throughout; some ‘arias are scored for either eoncerttuo or
cohcerto_grosso,-while others are scored forfboth groups set in opposi-
tion.' Most later operas do not employ the concerto pr1nc1ple w1th the
same consistency and. clarlty as thls early example does. The division'
of the orchestra into eoncerto grosso (tuttz) and concertzno (soZo) 1s,
only hlnted at in the scores. The most basic appllcat10n~of the con-
certo principle is the use of a largerlorchestra (eoncerto grossec) in
the ritornellos and a smaller onev(concertino) during the vocal sec-
tions. For example- the strlng orchestra is often reduced to'a quartet
or trio dur1ng the ‘vocal sect1ons, and when oboes (or flutes) and bas-~
soons are added to the orchestra they are often omitted durlng the
vocal sections. This not only 1ntroduced more varlety in the scorlng
and dynamlcs, but had the practlcal advantage of av01d1ng conflict with
the.v01ce. The concertzno/concerto grosso d1v151on was also empha51zed
by giving each group its own harpsichord continuo The payroll'sheets
of many opera houses, such as San Carlo in Naples, prove that most opera

orchestras employed two harp51chords, one for the concertzno and -one



"for the concerto groaao.$6 Composers were not precrse 1n thelr indica-

tlons and many arias that are scored for strlngs may have employed

';-oboes and bassoons in: actual performance to strengthen the rltornellos

Donald J Grout in hlS edltlon of Grzselda suggests this may be the cor-~

-1rect way of 1nterpret1ng those sectlons marked fbrte (the r1tornellos)

' The concerto. pr1n01ple could be expanded by employlng solo instru-

vments to concertlze with the orchestra and/or the voice. 1In these con-
certo like arias, one or sometlmes two or three 1nstruments from the
orchestra ‘could be 51ng1ed out as 50101sts The most'common.solo“
instruments were the v1011n oboe, flute ,cello, and trumpet, although _
‘other 1nstruments and 1nstrumental comblnatlons are possible. Ar1as |
with obbligato solos were very popular at the beglnnlng of the elght—
eenth century, before the orchestra had been fully developed Stef—
fan1 s Iusetlone contalns many 1nterest1ng examples of arlas w1th obb11-
='gato solos. Some of the arias are scored for only obbllgato instruments
-and contlnuo without any orchestral accompanlment In these arlas " the

solo 1nstruments both play the r1tornellos and concertlze w1th the

I
\

voice, creatlng the texture of a trio sonata or of a quartet; for exam—

ple, the solo v1011n and oboe in ”Dl r1trovar rlstoro" and "In faccia a
queste," solo oboe and bassoon in- ”Dal tuo labbro amor m'invita, \\two
solo‘oboes in "Gia mi pento," and” solo bassoon in "Sinor foste il mfo
tormento." .Ip other arias, the strlng orchestra is added as accompanlk
ment to the obbligato fnstuments maklng the aria, in effect a concerto

movement. For example Zhsezlone contalns f1ve concerted arias scored

D : . P . PR

86Robinson,_Neapolitah_Qpera, p. 97,
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lished by Alessandro Scarlatti at the turn of the eighteenth century.

for solo oboe and orchestra and one aria for solo trumpet and orchestra'

the” latter is. an excellent example of the aria di battaglza—-a mart1a1
-coloratura aria scored for castrato voice and obﬁulgato trumpet . Durlng :

'the second quarter of the elghteenth century, ar1as w1th obbllgato

1nstruments became less common. When they were employed they were usu-

vt

:'ally relegated to- the r1tornellos, SO as not ‘to detract any attention

87

- from the-vocalvmelody; o

Other Musical Forms

v

The domlnance of the singer and the da capo aria did not encourage

composers and librettists to make much use of orchestral, ballet, cho—
ral, and ensemble music. This empha51s on the solo v01ce co1nc1ded w1th

the beglnnlngsxyfpubllc Opera and the star system in Venlce, and is ‘evi-

dent . in the late operas of Monteverd1 ThlS practlce was contlnued 1nto

the late Baroque opera seria. Orchestral music was usualTy restrlcted
“to the overture wh1ch was used to qu1et the audlence before the opera

and to. one or two brief s1hfon1as,,wh1ch were used to 1ntroduce an .act

or a scene or to accompany some type of action on stage. The most- com-

mon type of overture was the three-movement sinfonia which was estab-

‘This type of overture was characterized by its movement sequence of

fast—slow-fast, 1ts 11ght homophonlc textures, and, its concise tr1ad1c

themes, in form, ‘texture, and thematlc structure, the 51nfon1a was the

- ¥ 1bid., p. 109. R S

8Edward J. Dent, Aleeaandro Sbarlattz His. sze and Works, New
Impression with preface and additional notes by Frank_Walker (St. C1a1re
Shores, Michigan: Scholarly Press,41976), pp 59-63. :

LS
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l 'ohvious-predecessor of thevCIassical‘Symphony;' The other type of over—
ture was the'French oﬁnerture, whlch ‘had been’ establlshed by Lully dur-
\\\Iﬁg\the middle seventeenth century, con51st1ng of a slow homophonlc
: movement Wlth promlnent dotted rhythms, followed by a fast fugal move- '

ment The French ouverture was often employed by certaln Itakaan or.

‘ Itallanate composérs worklng in- northern Europe ; For example, wh11e the
. h\

Operas Porpora wrote for Naples begin w1th 51nfon1as, those wr1tten for

ry

London begln w1th Fren ouvertureswsg Ballet mu51c 1n opera seria was

4very*uncommon unt11 mid-

ntury, when it was sometlmes placed at the end

of an act to serve as an 1n ermezzo; usually another composer prov1ded

)
2

S 3

.of‘the singers and the public's love

the music for these ballets.
Because of the high salari’;
for solo s1ng1ng, many theatres d1~

o

cho 15 Was employed, choral music was relegated to the occ351ona1 choral
Jf

not employ a chorus Even when a

inte
X 4

-COYO - is usually a ‘short homophon1c p1ece, with promlnent dahce rhythms,

in elthgr b1nary or ternary form When there was no. chorus, the” coro

‘was sung by the comblned members of the cast. The-perfunctory treatment
. of orchestral and choral music. in’ opera seria. contrasts w1th the lav1sh

use of ‘ballet,. descr1pt1ve symphontes, and choral music in the French
;7':'operas of Lully, Campra, . and Rameau.ﬁ An exceptlon to thls is’ the fESta

teatrale, a type of opera serza wh1ch was wr1tten for certaln prlncely

courts on festlve occas1ons. These fest1ve operas 1ncorporated ‘the’

c,

89Robinson, "Porpora's'Operas for London," p. 80.

ection durlng crowd scenes and the trad1t1ona1 eoro flnale ' The -

-
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ballet, orchestral and choral mu51c of French’opera i order to achlevej'

2 ceremon1a1 atmosphere approprlate to the occasion. One of the most

’

. famous examples of the festa teatrale is Johann Joseph Fux s Cbstanza e

_ Fortezza, whlch was laV1shly produced at Prague in 1723 for the corona-

tion of Emperor Charles VI 90

Ensembles 4n opera serta were restrlcted to one or two duets, usu-

ally between the prima donna and the primo uomo or the second& donna and

the aecondo womo. These duets were not true ensembles, but were actu—

‘ally da capo arias for two soloists. Unllke ‘the choral and- 1nstrumental

music¢, the duet was not treated perfunctor1ly but was given a great

; S~

"amount of attentlon by both the composer and the audlence 91 Certain
composers, such as Scarlatt1 and V1vald1 followmg$ -innovations of
: opera buffb, made greater use of ensembles For:- example all of Scar-
latti! s last nine operas contarn at least one quartet Scarlatt1 ‘even
experlmented w1th larger- ensembles such ‘as the qu1ntet in 11 PuStor dl

'Cortnto the sextet in Iurno Aricino and the . septet 1n E'raclea.92 Like

the duets, most of these ensembles are lyrical ar1as in wh1ch the ma1n

o

-melodic 11ne is shared among the soloists. For example “the septet in

Eraclea was wrltten on one. stave and some of the quartets are de51g--
.nated as Aria a Quattro. When the characters are given d1fferent texts,

] a true ensemble was sometlmes created by g1V1ng each character or group

»
[

90Johann Joseph Fux, Cbstanza e Fortezza, ed. Egon Wellesz vol:
17 .of Denkmaler der Tonkunst in Osterrelch (Vienna: Osterrelchlscher
Bqndesverlag, 1910).

91Rob1nson Neapolztan Cpera, p 64 i .

92Morey "Operas of Alessandro Scarlatt1 " p. l62ﬂf5
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,\oﬁugharatters g‘?;ﬁ an melodlc lines in the parZandb style’ of Opera

Nty

buffb the trio and quartet ln Grzselda can be’ con51dered as dramatlc

 ensemb1es.' ‘
S e ‘ - | | o
Irrqularltles in the. S;Eggﬁurgsﬁf Opera Seria e -**" =
N .- »-Ba PR g
The r1g1d formallty ‘of dpevdugerma is. occa51ona11y B?okéﬁ 1n'

. \r&l %
%
to enhance the drama and/or to create mu51cal var1ety Most operas &

tain one or two arias that are not in da capo form. The most common

' non-da capo aria is the arietta; the arietta is u§§§lly a short through-

composed or*binary air that lies stylistically between the aria. and the
¢ S . : '
accompanied recitative, partaking of the lyricism of the former and the

flexibility of the latter. In contrast to the dd cépo‘aria, the arietta

is usually found at the beginniﬁg of a scehe'and~is‘not,followed by anﬁ;

~exit (the éscite of Zeno). For example, Act I, scene 5 and Act IV,

4

:SCene 5 of S;efféu}'s Tagsilone begin with.arietfas for Theodata and

Qeroldovrespéctively,‘who remain on stage until their subsequent exit da
capo ariaé.93 Porpora frequently employed the arigtta in his- London
operas; Ariamna and Polifemo containfeight and nine arigtfaé Tespec-
tively.94 . 4 ¢

On rare occasions, other aria forms‘are used to replace the da
capo afia. For example; Attilio's aria 'Nella brocella, che agitata

1'alma" fro@ Act III of Scarlatti's Marco Attilio Regolo is a full-scale

exit aria in binary form, and Marzia's aria "'No del tuo figlia sangdé"

93Agostmo Steffani, T&sszlone, ed. Gerhard Croll, vol. 8 of Denk-
maler Rheinischer: Musik (Dusseldorf: Mu51kver1ag Schwann, 1958).-

94Rob1nson, "Porpora's Operas for London," p. 75.
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from Act 111 of Hasse s Armrnzo is a. large rondo structure in which two

contrasting sections Presto 4/4 and Lento 3/4 are set in. alternation
4 f

Thhi structufe was probably suggested by the 1rregular aria text’ that is '

-addressed to two characters both together'and separately, rather%than

’

to the audiencel and is based"on-two contrasting affections. Many of
these 1rregu1ar1t1es in form are conditioned by the 11bretto An excel-
lent example is. the ‘aria ""Se cerca, se dice' from Metasta51o s L'Olimpi-

ade. Because the aria text is twelve rather than the usual eight lines

in length 1t\1s set by most composers as a non-da capo aria usually in

95

~some type of two\part form It is rather geculiar that these few non-'

da capo arias wh1ch are con51dered by the twentieth century as more

dramatic” than the da capo form (dramatlc in the sense that the shorter

. more varied forms are better -able to fd&iow the pace of the drama), were

used regularly by these same operatic composers in their church music
where the da capo aria would have been con51dered too theatrical for
example, the arias in the Stabat Mater settlngs of Scarlatti Pergole51,

and Vivaldi are short through composed airs which would be admirably

suited to an operatic context.. Thus composers seemed to associate the

da capo aria form w1th the theatre and dramatic mu51c
-
Most operas contain one or two arias in which the B section is set
in, complete contrast.to the A section. Contrast . is created by introduc-

ing new musical material and by changing the tempo and thefmetre and

" occasionally the key signature and orchestration. This type of con- -

trasting B section often occurs in arias in which the second aria strophe

’ ' &
95Robinson, Neapolitan Opera, pp. 129-32.
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>

" .seems. to estahllsh a different and often contrastlng affectlon ForM

+

”example the arla text to "Scelga 11 dardo" from Act II of Steffan1 s *®

~: asszlone expresses revenge and V1olence in the flrst strophe and death o

and’ espalr in the second strophe The A sectlon is set as a- coloratura-

aria in legro 4/4 and 1s scored for oboes, bassoons, and four part
strings;Awhll

strings. Additi al contrast is ‘created by the contrapuntal/texture of.
the B section, wh1ch is rather uncommon in opera serta‘ By the mlddle
of the elghteenth century, thls type of ‘aria was used w1th greater fre— o
quenc¢y, becoming more of a musical than a dramatic techn;que. For exam—
ple, ten of'the twenty-three dalcapo arias‘in Hasse's Arminio have con%
trasting B sections. | .
Occasionally, contrastlng sectlons are 1ntroduced in either the A
or B sectlons For example, theﬁB section of the trio in Act I of
‘Hasse S Armznto is d1v1ded into two contrastlng parts the first,'Un
poco Zento 3/4 for Arminio and Tusnelda, and the. second Andante 4/4,
for Segeste. Another, sllghtly different treatment of this techn}que
occurs in the aria ”Dentro a1 seno' from ﬂasetlone. This aria is a dou-
ble affection aria with the A section in- Presto 4/4 and the B section
in Lentc 3/2. Dur1ng the B sectlon,-Steffani inserts nine bars of |
Presto 4/4 taken from the coda of the A section, creating;the~effect of
. alda capo repeat. However after'the cadence; there is a waried repeat
’of the entlre B section (Lento 3/2), whlch is then followed by the long-

5f'delayed da capo repeat. " This type of alteratlon credtes a surprising

effect similar to a false recapitulation in a Haydn symphony.

the B section is a lament in Lento 3/2, and is sCored for “t

k3
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-On rare occa51ons, ‘the” da capo aria is 1nterrupted by the dramat1c~.

action. Set amldst the formal regularlty of opera serta, thlS type of

verlslmllltude could be very unexpected and sometlmes shocklng. Scar—
‘lattl experlmented with these dramatlc 1nterrupt10ns in ten arlas in }
jMurco Att%ltO'RegOZO of‘1719.96” Four of the ten 1nterrupt1ons occur ih
;v the comie 1ntermezzos at’ the end of Acts I and ‘II and in the mlddle of
Act III where they are .less consplcuous because of the reallstlc nature
of opera buffh. The other six 1nterrupted arlas, w1th one exceptlon,
are found in- the serious scenes of Act II. Fouﬁhof these 1nterrupt10n&
occur'in arias that arevclearly,ln da capo form,.although»there is no da
capo. " In these exa‘mples,l Scariattﬁ exploitS'theﬂformaI'reéularity of
the da capo ar1a by wr1t1ng a very regular A section which- creates the

, !expectatlon of the B sectlon and the da capo When the 1nterrupt10n
fdoes occur-—at the end of the f1na1 r1tornello of the A sectlon (as 1n

-

"Tutta sdegna ho 1'a1ma" and ”Ombre chleche orror d1 morte"), or at the
,beglnnlng of the B sectlon (as in ”Va 11 mio cor”), or even at the
beglnnrng of the second vocal paragraph (as in "Vieni in sogno amato‘
bene')--it is'all the more surprising. A11 of'these~ar1as ire inter-
rupted on a chord other than the tonic, by 51mp1e recitative, as another
character makes ‘an untimely entrance. There seems to be no way to |
determlne whether the 11brett15t or the composer was resp6h51b1e for

these 1rregu1ar1t1es All of the arlas con51st of a. 51ng1e strophe

This may have been the 1ntent10n of the 11brett15t sor perhaps there was

orlglnally i second strophe to these arlas whlch SCarlattl chose not to E

96

AleSsandro Scarlatti, Marco: Atttlto Regolo, ed. Joscelyn Good—

win, vol. 2 of The Operas of Alessandro Scarlatt1 (Cambrldge, Mass.:
Harvard University Press, 1975)
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ig set, 'in- order to employ thlS unusual technlque._ Slmllar dramatlc 1nter—-d

w? v

ruptions also oceur. in the arietta'"Di sdnegno(i'amore" and the duet

”Prendl, 0 cara "‘

Another alteratlon 1n the da capo form whlch can- be used to

, enhance the. drama is: ‘the suppre551on of the openlng r1tornello in order

/
to allow the voice to utter an emphatlc phrase or word before the

orchestra is heard, creatlng the effect of ellslon between the aria and
the precedlng rec1tat1ve Thls type of formal 1rregular1ty often occurs
when the openlng phrase of the arla 1s ‘a contlnuatlon of the preced1ng

rec1tat1ve dlalogue For example, there are four arias -in Scarlatt1 s

Marco Atttlto RegoZo in whlch the v01ce enters ‘before’ the‘orchestra. In .-

: all four arlas, the 50101st's openlng phrase 1s a cont1nuat10n of the

precedlng rec1tatlve belng either the conclu51on of a speech (as in
”5pera un di per tuo r1posa” and . "Vanne 1nf1da”) or a questlon (as in

”Non la vu01?”) oF anxizswer to a questlon (as in "51 superbo,.tu cad-

¢

-ral”) The ar1a text ta ﬁon la vuoi?" has no rhyme scheme and seems to
have been carved out of,the‘rec1tat1ve in order to be set as an ar1a

Ithls is what cone%%porarles would have called a cavata) It is curious -
Ty

that these foui%?rrgp occur consecutlvely at the ‘beginning of Act II and

are followed hyxthe 1nterrupted arias mentloned above. Thus in the

\

‘ flrst_twelve'oflthe seventeen ser1ous scenes in Act II, there are only.\\\\\

a gx

two arias and 3 trlo in regular da capo form. Perhaps Scarlatt1 (or his
11brettlst) was trying to achleve 59m20type of dramat1c cont1nu1ty and

'mu51ca1 fleﬁiblllty 1n the second act of this opera... The exper1menta1

~nature of thlS Act contrasts sharply with the regular formal structures

of Acts I and III

-~
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Mu51ca1 quotatlon or recap1tu1at10n is not a characterlstlc of '

- » “ :

fbpéra-serta "Tn the operas in whlch 1t does occur, 1t 1s¢usua11y condl—
: {

tloned by the 11bretto When the same or a 51m11ar text occurs at

1

_another p01nt 1n the opera, 1t was usually accompanled by the”same or

,'51m11ar“mu51c CAC celebrated example oﬁ quotatlon occurs in Metastasao S
'.Alessandro neZZ 'Indte.' _There is’a strong 51m11ar1ty in the texts to
the arias "Se mai p1u saro geloso” (1n wh1ch Poro assures Cleofide that
' he w1ll never be a Jealousvlover} and "Se mai turbo 11 tuo reposo” (1n

~which Cleoflde assures Poro of her fldellty) Later in the Opera Cleo—

'f1de causes Poro to be Jealous and they quarrel . In a duet, theyveach,

'sarcastlcally quote the other s prev1ous vows ;g‘~

“ The text 1nV1ted some mu51ca1 connection betwqen one pr both. solos
~and the duet and composers for fifty years or more commonly related
~them regardless of the fact that once the work had been set two or -
three tlmes 1t was no lppger or1g1na1 to do s0.97 . '

' V1nC1, whg51n b729 was the flrst to}set thls 11bretto, connected all

three pleces by the same material and the same key, B flat major. In

Handel's settlng of the same 11bretto under the t1t1e of “Poro (1731),

these repet1t10ns are given the same treatment except that Poro' s music -

is in E-flat and Cleoflde s musrc is~in B-flat major Porpora s Arianna
contains several str1k1ng examples of mu51cal quotatlon The:words of
the message carved by Antiope upon a tree to cause dlssen51on betﬁeen
Ar1anna and Teseo are’ given the same arloSO settlng each t1me they
"recur: flrstvsung by Antlope in F then twice by Arianna in. G and F and
‘f1nally by Teseo in C. Another example occurs at the end of the opera

when Arianna quotes two varlants of a phrase from a love aria by Teseo

¥

97Robinson,‘NeapoZitan Cpgia,}p;g133,.
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in her sleep. This creates dramatic irony because as she sleeps, -
assured of Tesed's love,'Teééo abandons her on the island of b{akos.g8

Certain opéras will contain a grand.scena in which the various
forms of opera seria—the aria, arietta, sinfonia, and simple and accom-
panied recitgtive-~aré éombined’to achieve a musical/dramatié climax.
The grand scena oftem occurs in operas with a lengthy ﬁonologue in which
violent emotions are expressed, such as a mad scene. The grand seéena is‘
employed in this manner in gcarlétti's Murcb Aitilio-RegoZo Act III to
‘depict Fausta's madness. As Fausta visits the tomb of her husband, ‘
Attilio, Qho supposedly has Been murdered by her captor and suitor Ami-
licare, her grief and-desire for revenge cause her to'§éé‘visions of | i
Amiiicare being punished by .the furies. The scena is écﬁualiy an elabo—‘
ration of an accompanied recitativéfand da capo aria. The accompanied
recitative\ié‘an extended piece, fif§y~six measures in length, but is ‘ifﬂ' !
occasionally interrupted by passages of simple recitative in which
Attilio, who is actually gliVe and hiding in his crypt, makes several
- asides. The sections of the monologiie are set apart by the.changing
treatment of the orchestral accompaniment and the tempo:”'Faustgfs
‘lament is accompanied by the sustained chords of the orchestra without
harpsichOﬁd; then as shéireads the inscripfion on the toﬁb, there is a
chanée of tempo and puls;ting chords in the orchgstra;,her madness
begins with a vision df‘%he épening of the gates of hell, depicted by a
lento passage for orchestra'in dotted rhythms; in her'vi§ion of the
furies; the orchestra piays Presgto cgncitat051ike~passages of repeated

notes and scales between the vocal phraées;'in the final,section in

98Robinson, “Porpqxa's Operas for London," p. 81.




which she enV151ons the dead Amlllcare the orchestra accompanies the.

voice in contlnuous arpegglos 1n the violins and. V1olas. In the

following aria, Fausta, believing she is still in the pndefwefid;- . o

searches for her husbénd: After a very regular A seetion; the accom-
“panied recitative returﬁs as Fausta, seeing a visioﬁ bf‘Cupid, tries to
avoid his arrows. The orcﬁestra plays brief descriptive figures and
‘then a ritornello which leads back.to'the da capo repeat of the A sec-
tion. Thus the accﬁhbanied recitative serves as the B section of the da
capo aria. After the ﬁ?ia_and a brief aside by Attilio, Fausta resumes

her madness in an accompanled rec1tat1ve of sixteen measures, unt11

Attilio brings her back to her senses and to 51mp1e rec1tat1ve.v A short -

dlalogue of simple recitative leads to a duet in which they re301ce in.,
their reunion. S A ' o . |

Although these 1rregu1ar forms are both mu51ca11y and hlstorlcaily
interesting, they are almost always a smalt minority. Most opere serie
consist of a series of alternating da capo arias and simple recitatives.
The occasional irregular form does stand out‘amid twie formally rigid
backgrognd, but it doee net'greétly effect the overall structure of an-

opera consisting of between twenty and thirty da capo-arias; For exam-
. : ! , p

‘ep-e, Robert Freeman states that,over ninety-five percent of Ca14ara'sf=

1 dperatic output consists of dg capo arias.9,9 Very rarely.wiil.the

irregular forms balance the da capo atias as they do in Porpora’s Ari-

anna and Polifemo. In these two remark. the da capo arias

are actually outnumbered by the ariefta}§, accompanied recitatives, and

ggFreeman; ""Opera without.l:ama;" P 2}9. St

s - g S T

U DR S A



ensembles.loov-MoSt‘c0mpoSers, including the great mastefs such as Scar-

- 1att1 Hasse,'and Vivaldi were content to work w1th1n thls hlghly sty-

e

‘llzed conventlon Although these opera serma c0nvent10ns have been cri-

ticized for the last two centurles as being absurd, the COmposSers saw
: fnothlng absu:d about writing highlyvstyliZed and artificial music for a
genre that, by its very nature, is StYIized'and artificial.

100Robinson, ""Porpora's Operas for London," pp. #1-73.
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EHAPTER 2
THE OPERAS OF HANDEL

Preliminary Considerations.

Handel's Operatic Career .

RN

From the time Handel left Halle in 1703, dﬁ#il the cbmpbsition
of:Messiah'in_1741, his primary musical interest was Italian opera.
_Alfhough most of Handel's instrumental and sacred music,and a éig—
nificant number of oranrios were written during this period tHey‘
were actually secondary act1v1t1es to‘ﬁls operatic production.

While employed as a violinist at the Hamburg opera house,
Handel composed his first operas: Almira (1705),.Neno (1705), and
Florindo Qnd Dafne (1706)-f Although only the first opera survives,
‘it Shows tha%'ﬁandel modelled his early(opéras on. those 6f Reinhard
Kelser with- thelr polyglot 11bretx1 and thelr eclectic mixture of
German,_Itallan,‘and French musical styles. In 1706 Handel left
Hamburg for Italy in order to study the.Italian opera first hand.

Because Handel resided in Rome where a Papal ban prohibited opera, he

concentrated primarily on the composition of Italian chamber cantatas.

~

The chamber .cantata is actually opera seria in miniature, and-it

1See Ursula Klrkendale, "The Ruspoli Documents on Handel, "
- Journal of the American Mustcologzcal Soczety 20 (1967):222-53 for
. recent research on Handel's stay in Italy.
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became the-training ground where Handel developed as an opera composer.

In addition, these cantatas provided- him with a storehouse of mus1cal
vmater1a1 that he was to re- u' contlnually in hlS operas and oratorios.
4_It is not known where or when Handel's flrst Italian opera Rodrzgo
was performed, or 1f 1t was ever performed, although it is usually
”thought to have been written for Florence about 1707 . Agrzppzna,
Handel's second: Itallan opera, was wr1tten spec1f1ca11y for ‘Venice, and
_ was produced’ﬁ1th great success at the Teatro San Glovannl Cr1sostomo
~in 1709. 1In this last‘maJor work which Handel composed in Italy; he
established himself as.an extremelyltalented opéra composer of intiég
national fame. One of the reasons for the extraordinary success of

-

Agrippina was that Handel and hlS llbrettlst Cardinal Gr1man1 COn-
ceived the opera w1th1n the trad1t10ns and conventlons of seventeenth—
century Venetlan operal |

- The next opportunlty for operatlc activity came in London, where

Handel produced Rznaldo 1n 1711" In Rznaldo the librettists Aaron

Hllh’and Glacomo R0551 made "a consc1ous attempt to establlsh a local
p ‘
variety of opera seria," wh1ch comblned the mag1ca1 subjects and

elaborate scenic dlsplay of French opera with opera seriq. 3 Thls '
attempt was repeated in Teseo (1713) and Amadtgt (1715), both of wh1ch
are. based on French libretti, in hopes of repeat1ng the great success
of Rinaldo. The other two operas of thls perlod IZ Pastor Fido (1713)
and SzZZa (1714) also can be con51dered as. varlants of opera 3erza, ‘

) the former is a pastoral opera, wh11e the- latter is a chamber ‘opera

Wolff "Itallan Opera 170Q- 1750 " p. 149

3Dean Handel and the Opera . Serma p 28

‘.
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1ntended for. prlvate performance at Burllngton House Opera fell
emporarlly into dlsfavor between 1715 and 1720 and at this time

‘Handel found employment‘at Canons proyldlng anthems for the: Duke of

T

o

"»Chandos

In 1720 the: Royal Academy of: Mu51c ‘was. founded under;the'patron-
age of Klng George I ‘and the noblllty, w1th the express purpose of
, proVidlng London with regular operatlc productlons Although,the
) bcompany had'princely patronage, 11ke the operatlc establlshments on the
wContinent, it was also a commercial venture with stocks that were bought

and sold 1ike those of the contemporary South Sea Company. Handel,

Giovanni'Bononcini, and later'AttiliO“Ariosti were appointed as the

-

composers for the Academy, and an 1mpre551ye troupe of 51ngers was
~emp10yed which eventually 1ncluded the castrato Sene51no, the sopranos‘
Cuzzoni and Faustina, the altos Durastant1 and Anastasia Robinson, the
tenor Bor051n1 and the bass Bosch1 The formatlon of the: Royal Academy
marks the beginnlng of Handel's greatest perlod of operatlc act1v1ty
Until its dissolution in 1728 Handel produced one or two operas every
_season for the Academy: Radamisto (1720), Muzio Scevola (Act 111 only)
and FZoridanté (1721); Ottone (1722),‘FZavio (1723), Giulio Cesare and
Tame'rz-an‘o (1724), Rodelinda (1725), Scipione and AZessandro (1726),
Admeto and thcardo Prtmo (1727), and Siroe and Tolomeo (1728) iﬁ7
» contrast to Handel's early London operas, all of the operas of thlS
period are based on»historlcal sub)ects and are of the heroic- dynast1c
type favored. by Zeno and Metasta51o : Durlng the first five years of
the Royal Academy period, Handel created some bf his finest operas, 1ﬁ'

'partlcular Radamtsto Gtulto Cesare, Rodelinda, 4nd Tamerlano. His

later operas, wh11e not mu51ca11y inferior to these works, are

8
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_dramat1cally flawed because the llbrettl were adapted in order to
appease the Jealousy of two r1va1 prime donne 4 The Royal Academy
‘attempted to exp101t r1valr1es in-order to arouse pub11c 1nterest

At first the Academy p1tted the talents of the-two major composers,
.Handel and Bononc1n1 aga1nst each other This created a controversy
that eventually developed polltlcal overtones, w1th the Torles ‘support- -
1ng Bononc1n1 and the Whigs supportlng Handel > When thlsvcontroversy

was resolved by the ascendancy of Handel the Academy'employed a new

.soprano Faustina, to’ r1va1 Cuzzoni. Thls r1va1ry ended in a flght

“'f on stage between the two ladies whlch scanda11zed and dellghted London

” soc1al circles. However the public was beg1nn1ng to lose interest
v1n this alien artqﬁ?rm Thls lack of interest comblned with the h1gh
. costs: of productlon ‘and the sudden popularlty of the Engllsh ballad
operas caused the Royal Academy to fold in 1728, e

After a tr1p to the Contlnent ‘to recrult new 51ngers and to
~famlllarlze h1mself with the latest developments in Itallan opera
Handel formed a partnersh1p w1th the 1mpresar10 He1degger and under
the partlal patronage of Klng“George II, ,founded'a second Royal Academy
of'Music. Durlng the f1rst period of thls second Royal Academy, Handel.
wrote seven operas Lotarto (1729), Partenope (1730), Fbro (1731),
Ezto and Sosarme (1732) Orlando (1p33), and Artanna (1734) In the
Metasta51an operas Fbro and Ezto, Handel experimented with the new

Neapolltan style he had encountered durlng hlS recent tr1p to Italy,

*Ibid., p. 31.

5Paul Henry Lang, George Frtderzc Handel (New York W W Norton
G Co , 1966), pp. 177-78. o .
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. while in Orldndo and Artanna he returned’to the maglcal ‘and mytho-
logical llbrettl of his early London operas Interest in opera partially
hrev1ved and the Prince of Wales formed a rival opera company 1n 1733.
There were polltrcal motives behlnd the formatlon of th1s company,'we”
the Prlnce of_Wales, who was constantly at odds with his father, sought
to destroy the opera company to which the King was the principal sub-
_scrlber.6 The Opera of the Nobility, as the new company was called,
app01ntedN1colaPorpora 4s musical director andgégrlnelll as prtmo

’-uomo ‘and managed to seduce most of Handel's 51ngers into thelr employ.

~~At the end of the season, Heidegger broke off the.partnership with

i“; '

"~ Handel.and allowed the rival company access to the Haymarket Theatre.
Undaunted by these setbacks, Handel moved the remnants of his
company to the Theatre‘Royale at Covent Garden, and continued the
competltlon for several years unt11 both companles went bankrupt in
1738 ”When London had falled to support one opera company, it was
. a curlous p1ece of economics to expect it to patronlze two. n? Perhaps
only the p011t1ca1 motives caused the two companles to surv;ye as long
as they did. While in competltlon with the Opera of the Nob111ty,
Handel wrote Ariodante and Alctna (1735), Atalante (1736), and
Arminio,'Giustino_and'Berenice (i737). Becduse of the presence-of a
bailet_troupe and a chorus at-Covent Garden during the 1735 season,
both Alcina and Ariodante employ ballet and choral divertissements

51m11ar to French opera. Like Orlando, Ariodante and Aleinag are based

on chapters from Arlosto s epic poem OrZando Furtoso -

®Ibid., p. 244.

7Dean, Handel and the Opera Seria, p. 33.
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Therieroe competition caused Handel to have a compiete:physif'
cal and nental breakdown but efter<é cure at”Aachen he resumed the
comp051t10n of operas, first on comm1551on and then lndependently
While Faramondo (17383 is a her01c opera based on Zeno Handel's
last three operas, Serse (1738), IMeneo*(1740), and Deidamia (1741)

represent a revival of the heroic.EOmedy-of seventeenth-century

B

Venetian opera. These operas contain elements of comedy and parody B
and are freer in their formal structure than opera seria is. By 1740,

Handel had finally realized that the English oratofio,'the form He’had:os

.developed du;ing the last ‘decade, was financially‘nore profitable than
Italian opera. In addition, Athalia (1733) and Saul (1738) had ptoved
to Handel that the‘flexible form of the English oretorio was more ’
conducive to creatingvdramatie music than was the rigiﬁ form of.opera

seriq. Although Handel abandoned opera after the fallure of Dezdamwa,

he continued to compose dramatlc music in his Engllsh oratorios.

o

Handel's Oper Libretti
: W ‘y - .'
The libretti of Hfndel's operas differ in several ways from those
set by most contemporary composers on the Continent t Unlike most con-
temporarles,iwho favored the famous 11brett1 of Metasta51o and Zeno,

Handel set only three 11brett1 by Metast351o-—Stroe Poro and Ezzo——

and one by Zenov-Earamondo——and even these were greatly altered.

y

/

For additional information on Handel's operatic career, see
the following: Buriiey, A General History of Music, pp. 672-830; Dean,
Handel and the Opera Seria, chapter 3; Edward J. Dent, "The Operas,'

»Handel A Symposiwm, ed. Gerald Abraham'(London:'Oxford University:
Press, 1954); Lang, Handel, chapters 5, 7, 10 § 12; and Richard A.
Streatfeild, Handel, 2nd, ed. (London:-Methuen § Co., 1910), chapters
4-9.° ' , :
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.eighteenth centuries. These older libretti were revised by the two

. librettistetempIOyed By the RoyalvAcademy, Nicola Haym and Paulo

" libretti to suit the particular tastes of the anﬁon audlences. R

.essentially a musical entertainment. Thus the dramatically‘important
‘but musically barren recitative was greatly reduced in Handel's

‘1ibretti, often to the detriment“of the drama, in order to allow for

Most of the libretti set by Handel are by lesser known writers and

usually date from tne’end oﬁlthe sevéhteenth or the beginning of the

_R0111 There were two types of revisions. The first involved the

modification of these old libretti; to conform to Metasta51an ideals,

by clarlfylng a standard pattern of alternatlng rec1tat1ve and da ‘capo . =
exit arias, reduc1ng the number of characters, the number of subplots,

and the number of arlas, and removrng com1c scenes, unneeessary 1ntr1gue

and immorality. The second revision 1nvolved the adaptatlon of. these j-7'

Because the London audience did not understand Italian, opera was

b et it AR aib i s v ana en s | Tei e S s T s

less of a time lapse between the all-important arids. .Even the cele-

" brated texts of Metastadsio underwent this damaging revisidanecause"

of their long recitative secti_ons.9
With a few eﬁceptiéns, most of Handel's opera libretti came to
him second- or third-hand. For example, Giulio Cesare in Egitto is

an arrangement by Haym of a libretto by Giacomo-Francech Bussani,

orlglnally set by Antonio Sartorlo for Venice in. 1677 'TamerZano is

+

~an arrangement by Haym of a libretto by Count Agostlno Plovene,

9See Dean, Handei and the Opera Seria, chapter 4; and Wolff,.
"Italian Opera 1700- 1750 " pp. 141-42.

1ODean,_HandeZ and the Opera Seria, p. 40.

1
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‘combined with an anonymous Tevised version of Plovene s 11bretto en-

titled Il Bajazet, both orlglnally set by Francesco Gaspar1n1 for

Venlce in 1710 and 1719; 11 and- Ariodante is ‘an arrangement of Antonio

Salvi's Genevra Prtnctpessa dz Sbozza or1g1na11y set by Antonlo Pertl ,

12

for the Pratollno in 1708m Other!ilbrettl have a more complex

history; Sersezis»based on a libretto by Nicolo Minato which was
originally seftnnéghaili in-1654?‘énd“was'iéter‘adapted by Silvio
Stampiglia for Giovahni-Bondncihi'ihl16§$'before'being set by Handel
in'_1738.13 The pperéé Aﬁﬁdigi'ahd'Tese? have the hnidhé>&istinction
of being arrangements of French rather than Italian 11brett1 Teseoh
is based on Philippe Quinault's Thésée as’ set by Jean- Baptlste Lully )
" in 1675, and Amadzgt is based on Ant01ne-Houdar de la Motte s Amadisr
de Grzce as set by André Destouches in 1699;14 |

. Becduse of the pastiche natuie.df.many of Handei'sxlibretti, the

literafy quality is on ‘the whole inferior to the opera libretti of his

contemporaries. . While literary quality did not matter in London, where

few'in the audience understood the ‘language, it is nevertheless curious

"that_handel was so uncritical of the libretti he set. -Although Handel

was certainly .sensitive to good poetry, as is prbven_by his settings

>
-~

1J Merrill Knapp, ”Handel's Tamerlano: The Creation of an
Opera,' Musical Quarterly 56 (1970):405-430.
12W1nt0n Dean, "Armodante Unity of Music, Drama, Ballet and
Spectacle,' article. accompanylng the recordlng Artodante (R-C A LSC-
~6200). . | .
: 13Harold S. Powers, "I1 Serse Trasformato," Mustcal Ouarterly
47 (1961) 481-92, and 48 (1962) 73 92.

4Dav1d Kimbell, "The Libretto of Handelﬁs Tbseo,“ Music and
Letters 44 (1963):371-79; and David Kimbell, "The Amadis Operas of
Destouches and Handel," Music and Letters 49 (1968) 329-46.

st
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_ of Milton and Dryden he seems to‘have set whaterer came hlS way,
regardless of 1ts llterary value“. (Hls contemporary Rameau was
:plagued by the same lack of 11terary dlscernment ) In splte of the

. poor 11terary quallty of Handel's texts, many make good opera 11brett1.
Because the ma1n function of the opera serta I:hretto was to provide
the composer w1th a serles of aria situations, thg_llbrettl with the
strongest, most varled,,and most natural situations were best su}ted,
for mu51ca1 setting regardless of the1r 11terary merits. 'Perhaps
another reason why Handel set t ese older 11brett1 1s that th;y con-
talned more. varlety in form, character, and- subJect matter than d1d

‘the highly stylized 11brett1 of-Metasta51o. In thes -older 11brett1

the regular alternatlon of ex1t da capo ‘aria. and 51mp1e rec1,d'1ve is
sometlmes broken, the'characters are less 1deallzed, and the plots
sometimes contain mythological and comic. elements.

Handel and his Singers e R,
4

Durlng Handel's career as an opera composer in London he had

~at his command some of the greatest singers of the elghteenth centyry
the castrafos'Nlcolrnl,rSene51no Carest1n1 Caffare111 and Contl
hthe'sopranos.Cuzzoni, Faustlna and Strada the altos Durastant1 and
Anastasia Robinson, the tenors Borosini and Fabri, ‘and the basses

Boschi and Monfagnana.- At a time When'the'singers ruled supreme in

opera Handel's relatlonshlp w1th his 51ngers seems 1n many ways excep-

tional. He was one of the few composers of the e1ghteenth century to ;;3

achieve some type of control over hlS 51ngers and to curb some of the1r
more flagrant abuses He was able to achleve this control through hlS

advantageous p051t10n as composer and manager, coupled with an ”extra-

69
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.ordlnary‘comblnatlon.of tact, patlence humor personalrforce, and | »u‘Q
:even threats of - physical v1olence "15;' ‘. _ R I p _ | .
‘Thevcolorﬁul accounts and anecdotes on Handel's relatlonships
with'his slnger§daeen”to indicategthatthe‘woold-not‘allow hlmeelf to
: »be'dominated by hié singers,‘and'in open confrontations;“he usaally,
emergedZvictorlous.. ForleXample,.Handellelhalfrhﬁmorous’warninglto."
"the great'CuZZOni when éﬁé joined.theuRoyal Academy in-1722:
Oh, Madame, je sais. b1en que vous &tes une vérltable d1ab1esse;.
mais je’vous ﬁeral sayoir, m01, que je suls Béelzebub le chef
des diables.16 - ir;;;*)' ﬂ'~‘ } IQF’

Durlng a rehearsal for5Dt£bnaf§l723);ftuzzoni‘retused_to slng.the”ariaj
"Falsa immaéinepdﬁinsistlng.that{he”rewrfte ltﬂfor hertas wasvoustomary
"on,theJContinent;v But.Handél sllenced her eonplaints‘by threagening
to throw her outvof ‘an open w1ndow In a.similar way, Handel used
. verbal threats and abuse to coerce Careet1n1 into 51ng1ng the aria -
”Verd1 pratl" from‘Athna 17 - Many contemporaries who were famlllar

|

with the operatlc tradltlons on the Contlnent,Lsuch as the llbrettlst
Rolll were appalled by Handel's" despotlc treatment of hlS 31ngers
‘and contlnually refer to h1m as a: tyrant 18"t
\ Another aspect of Handel s relat1onsh1p w1th the 51ngers wh1ch .

wg

1slperhaps more revolut1onary than h1s threats of defenestratlon was

0“ the 1nfluence he ‘exerted upon_them. For example, Burney stated that

15Grout Histbry of Opera, p 192.

Quoted in Streatfe11d HandeZ p. -92.
17Newman Flower Handel: His Personalzty and hzs Ttmee, rev1sed
(London Cassell and Co., 1959), P. 229-30.
18, Lo

. See Rolll's letters .in Otto Erlch Deutsch, Handel A Documen-
1 tary Bzography (London Adam and Charles Black 1955)




Sene51no galned hls reputatlon as an actor in the "celebrated" accom- ..

panled rec1tat1ves of Handel, such as ”Alma del gran Pompeo" and

1""Da11'ondoso per1g110" from Gtulto Césaretlg Handel had an even: ‘

- .

greater 1nf1uence on the soprano Strada del Po who was ‘his prtma donna A

<throughout the 1730‘ 4 Burney states that .-'»d

Strada was a 51nger formed by hlmself and modelled on his own -
melodles She came hither a coarse and- aukWard [$ic] singer w1th

_ 1mprovab1e talents, and he at’ last pollshed her into reputatlon
,and favour. 20

.\' ’ ‘ . '

Although Handel was not a 51nger durlng the 1730'5 and 1740's he ‘
P
succeeded in developlng a new_”school" of s1ngers in. England who, like -

vStrada4 were trained in h1s mu51cland knew how to render it accord1ng
“to the composer s w1shes Between 1734 and 1737 when the Opera of the -
. Nob111ty employed most of the Itallan s1ngers in London Handel began
: to rely on’ natlve and non Italian 51ngers These 1ncJuded the sopranos
E11zabeth Duparq Cec111a Young,and Miss Edwards, the counter- tenor
‘W1111am Savage, the/tenor John Beard, and the Anglo German basses ":
Gustavus Waltz,and‘Thomas ‘Reinhold. 21 These;s1ngers later were to,
achieve famelin Handel's oratorios.'w ; AR u | |
» Wh11e Handel was often in . confllct w1th h1s singers, 1t would be_
wrong to .assume that he regarded them as a necessary ev11 On the .con-
trary, he probably found 1nsp1ratlon in hav1ng some of’ the greatest §
singers of the perlod avallable to 1nterpret hlS misic. The opera

scores from the 1720's and the early 1730's would seem to 1nd1cate

19 Burney, A General Htstory of Mustc p 728

Ibld N p 806

-

' 21Dean Handel and the Opera Serta pP. 34

..
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‘advantage:
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 this° the maJorlty of these operas are dlstlngulshed by their. hlgh v :

i mu51cal quallty and thelr "integration of spectacle vocal.brllllance

and dramatic expression."zz' Like all eighteenth-century composers,

including Mozart, -Handel conceived his operés with certain singers «

v

in mind in order to exploit their individual talents. \Burney con-

. 51dered that ”Handel was always remarkably Jud1c10us in wrltyng to

.

the tastes and talents of ‘his performers in d;splaylng excellence,

and coverlng 1mperfect10ns "23 A good example of Handel's aptltude

'for comp051ng music to su1t the talents of hls 51ngers can be seen 1n (o

certain arias written for the.casérato voice, Most of the bravura

arias written for the castrati—in particular Senesino—contain a

certain type of coloratura, rapid passages in a narrow range and a

low register which displayed the castrato vocal quality to its best

~

P

Example 1. ggndel, Gtulio Cesare, '"Quel Torrente, che cade dal mohte;”
meas. 27-36. K ' - ’
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.'Bpnonecini and Ariosti also provided a similar type of coloratura in
- . - , ' . I - N ¥ . .

their castrato arias, which Burney amusingly described as the "furbelows,

*21bid.

szafhey;;A'Genéral.kistory of Mugic, p. 803“2
{
24All examples are reproduced from the Deutsche.Handelgesellschaft
edition of Georg Friedrich Handels Werke, ed. Friedrich: Chrysander
(Reprlnt Rldgewood New' Jersey Gregg Press, Inc., 1965)
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flounces and vocal fopperies of theitimes.ﬁés Another‘exampie of "the
singers' influence upon the music can be seen in the revisions Handel
made whensreviVing.his operas. These revisions were necessitated by

the changes in the cast and entailed the transp051tlon——and sometlmes

the mod1f1cat10n—-of certain arias to suit the ranges of the new

C . . 26
‘singers. In some cases,.old arias were ‘replaced by-new ones.

The colordtura passages in some of Handel's arias could be par-
tially regarded as a concession to the singers. Although the colora-

tura passages in Handel's arias have several different functions, in

. the aria di bravura, the primary function is that of virtuoso display.

Each singer usually received at least one arid di bravura. Handel

usually reserred this type of aria for moments of rejoicing} where the
coloratura would be more appropriate, or for simile arias, where it"
.could be'ekploited for descriptive‘pdrposes; The arza di bravura is
also employed in her01c situations where the virtuoso coloratura, of
‘the type descrlbed above, is used to create an 1mpress10n of strength

(as is the case in the title role of Gtulto Cesare) However, in most

_ dramatic situations, Handel- generally -avoided V1rtuoso coloratura

'-Because the main characters are usually 1nvolved 1n the most dramatlc

vs1tuat10ns their roles somet1mes conta1n less v1rtu051ty than ‘the

A\
roles of the secondary characters The neutral aria 51tuat10ns and

aria texts of the cadet 51ngers*somet1mes generate mu51c of a: more

25Burney, A General sttory of Muszc p 78 S8

26See J. Merr111 Knapp, "Handel's GtuZta Cbsare in. Eyttto "
Studtes in Mugic History:. Essays fbr Oliver Strunk, ed. Harold S.--
Powers (Pr1ncetonm New Jexsey: ‘Princeton’ Unlver51ty Press, 1968),~
PP- 389 403, for a detalled account of the revisions made for the ‘
rev1vals of Giulzo Cesare in 1725 1730 and 1732




conygntlonal nature whlch usually 1nc1udes coloratura This created‘
theiunusual s1tuat1on wherein’ the cadet 51ngers were: glven the majority -
of the bravura ar1as -For example, in Alecina the role of the second-
ary character, Oronte, suné_by the cadet singer'John,Beard was given
three coloratura ar1as, wh11e ‘the main characters, Alc1na and Rugglero
sung by Strada and Carest1n1, were g1ven only one each‘ A s1milar
arrangenent occurs 1n Rodeltndb where the secondary character Unulfo
dsung by the cadet singer Pac1n1 ‘was g1ven three coloratura arias,

while the t1t1e role, sung by Cuzzoni was given only two. It is almost
‘certaln that this direct reversal of one of the most 1mportant operatlc‘

conventlons would not have been tolerated on the Contlnent
/

Another way in wh1ch Handel and hls'11brett1sts'compromlsed w1th
the 51ngers concerned the division of the arias accordlng to the
talents of the 51ngers. Sometimes this;had the obvious advantage of
dg1v1ng the characters 1n the ma1n plot—;whb nere usually portrayed by
the best s1ngers——the largest mu51cal roles, and. the m1nor characters
of the subplot——who were usually portrayed by the cadet 51n;e;§\;th
smaller Ones o ' L :

In Gtulto Cesare, Artodbnte and Athnd the two main characters—-_'
‘tCesare and Cleopatra Arlodante and Glnevra and Rugglero and A1c1na——c
:were sung by the pr1m0 uomo and prtma dbnna, and therefore each char-
acter recelved s1x ,or- seven arlas;,whlle the lesser characters re;-
ceaved correspond1hgly fewer arlas. In Rodéltnda, the trlangle rela-
'btlonshlp 1s h1gh11ghted by glvtgg Rodellnda elght ar1as, and her husband
fBertarldo and hlS r1val Grlmoaldo 51x ar1as each Accordlng to the |

'Hconventlons of opera serta, the ar1as of each character were dlstrl-_'

fbuted evenly among the three acts creatlng a balanced and symmetrlcal



effectu hlS loglcal d1v1s1on of music accordlng to. the 1mportance
of the characters was an. e1ghteenth century 1nnovat1on Dur1ng the
seventeenth century, the maln roles were often performed by actors,

who recelved a minimum of set

~performed by profeSSional-singers, '_o“receivedfa maximum of set
pieces.27‘_For example, in Bussaniis orlginalnlibretto to Giulio
Cesare, Cesare'sfgeneral Curlo ls_given‘sixvarias,‘andiCleopatra's
-servant.Nireno'is giVen'five'arias; while.the hero;isvéiven only'six '
| ar»ias.:28 | |

Sometlmes this dellcate balance was upset.when the structure.of
the libretto and the cast did. not complement each: other Between 1725
; and 1728 -when the.Academy employed two prtme donne Cuzzon1 and

E

Faustlna Handel-

attempt to quell the1r Jealousy, regardless of whether or not the

llbretto requlred two leadlng female roles Often this arrangement L

.caused. the female character 1nvolved 1n the subplot to assume equal
1mportance'w1th the her01ne thus dlstortlng the drama: For example;
in the opera Adheto the role of the nymph Antlope (Cuzzon1) in the
subplot is put on_ a par with Alceste (Faustlna) in order to av01d
hav1ng Cuzzon1 be outshone by Faustlna Because of thls balanc1ng of
roles, the operas of thls per10d are dramatlcally less successful

X

"although there seems to be no 51gn1f1cant decllne in the. quallty of

_the music. B

27Powers, "I1 Serse Trasformato,ﬁ p 491

. 28Dean, Handel and the Opera Serta, p 40

Neces, while the minor roles were often
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Handel's Musical Style

Handel's mu51cal style‘dlffers from that of contemporary ‘Italian B
COmposers. When Handel arrlved in England in ‘1710, he composed in the
latest.ltallan style. But rather than keep abreast with the latest
"styles that 1ssued regularly from Italy during the next flfty years
as his contemporarles had to in order to achleve popular success,
'Handel adhered to the style he had learned in Italy dur1ng his youth
Thus,.Handel contlnued to cuitlvate and develop the late ‘Baroque style

of Scarlatt1 and Steffan1, when hlS pontemporarles'on the. Cont1nent were
'develop1ng the Pre Cla551cal style Handel was able to adhere to an ‘
outmoded style because London was in many ways 1solated from the main. . \
“istream of contemporary Itallan opera. 29 ‘But . he was not 1gnorant of

~the new Neapolltan style, -and he experlmented w1th it -in certain’

_operas from the l730's, such as Poro., Ebto, and Arzod&nte When Handel-
?'abandoned opera he ceased to exper1ment w1th the new style, and stub-
":bornly champ1oned the late Baroque style br1ng1ng it to a culmlnatlon »
in his Engllsh oratorios: o o o GL'“?.AV ‘
| Durlng the 1720'5 and l730's,,Hande1's opera ar1as would have
gappeared very conservative to his Itallan contemporarles. Handellan
. melody is der1ved from a melodlc style that was developed at the began—

n1ng of the elghteenth century by composers such as Scarlatt1, Corelll,

‘Steffanl, and Bononc1n1 ThlS melodlc style 1s characterlstlc of the

, R P s

, late Baroque~rather than the Pre Class1ca1 era Handel concelved hls

*«melodles 1n long 1rregular llnes spun Out from short mot1ves rather

"ithan ‘as neatly balanced melodlc phrases. Thevmelodlc,cOntours-are=more.

| : 29M1chae1 F, Roblnson, Opera befbre szart (London Hutchlnson =
Unlver51ty L1brary, 1966) P 122, : ) : R



dlSJunCt and 1nstrumenta11y concelved compared to the conJunct, vocally

concelved melodles of hlS contemporarles ;O Handel did not decorate
. o : Q .
his’ melod1es w1th the wrltten—out ornaments and appogglaturas that were

so beloved by the Neapolltan COmposers, but left them 51mp1e and re-

stralned uThe performance«practlce of the t1me would not have greatly’
altered the "bel 51mple”‘of Handel’s melodles, because -the 1mprov1sed ‘
ornaments would not be fully employed untll the da capo repeat 31 The

<

da capo repeéee in the arias of his contemporarles would have . been /

'extremely ornate because the's1ngers would,be applylng oqpaments upon

. an already ornamented 11ne in contrast ;o hlS contemporarles, whO‘

, conslstently av01ded strong accents through the use of syncopatloﬁ/

‘ponderance of'repeated rhYthmic patterns and-dotted‘rhythms

Handel preferred simple, strongly;accentuated rhythms; w1th_a pre-
» Lo 32
Although melody is of great 1mportance 1n Handel's ar1as, a con-
trapuntal texture is usually ma1nta1ned because of the. 1ndependently '

actlve bass 11nes. In addltlon the 1nstrumental accompanlments are -’

' often treéted contrapuntally rather than harmonlcally as is usually -

, : Lo
' the case. Thus, the maJorlty of Handel's arlas are wrltten in two-

‘&

three-, or four—part counterpo1nt rather than W1th a s1ng1e melody and

. with the or1g1nals in order to 111 strate Handel's apprbach to orna-
e ,mentatlon. g»f ' . A F\‘ : L Lo :

300, '"Ita11an Opera 1700 1750 "‘p’;IAZ S ;34

. 31See W1nton Dean,i"Vocal Embelllshment 1n a Handel Arla "
Studtes in Etghteenth—Century Musie: A Tribute to Karl. Getrtnger on

his Seventieth Btrthdby, ed: H. C. Robblns Landon . (London: George ‘Allen

§ Unwin, 1970), pp. 151-59; and G.,F. Handel, Three Ornamented Arias
 from Ottone, ed. Winton Dean. (Oxford Oxford University’ Press, 1976)
‘These studies reproduce Handel's ornamented.ver51ons ‘of several arias

i h o

32Roblnson,'"Porpora s Operas for Lon on, 1 pp 84 85.

~.
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o a chordal accompanlment The active basses also accountVfor the~rapid

‘rate of chordal change, in Handel's ar1as, the harmony usually changes‘

a

_every_beat of the measure"rather than every measure-or every few -

measures, as is common 1n most Pre C1a551ca1 music. Handel's harmonic.

sty}s is ba51cally d1aton1c llke that of h1s contemporar1es, but'

' 33 . '
chromat1c harmony is 1ntroduced in scenes of 1ntense drama. Because

“of these numerous Baroque characteristics, Handel's mu51c m1ght.have
‘ appeared heavy and” ponderous, and perhaps even unpol1shed and c¢rude,.

to a contemporary audlence n0ur15hed on the Rococo elegance of V1nc1

. Leo Pergole51 and Hasse 34y_ @

T\\ The- standardlzatlon of key, tempo, and metre, which is such a
5 .

h'conSplcuous element of style in the operas of most elghteenth century

compoSers; is not evident,in,the operas of Handel. Handel's approach

to tempo, metre, and'key'is similar to‘that'of Scarlatti.: Although

“the major mode is favored there is a large proport1on of ‘arias in the
; ; x

zminor mode. For example of the 104 da capo ar1as in. $amerlano,,

Rodelzndb Artodhnte “and. Alczna, sixty- three arlas are .in the maJOr

mode, and forty-one areixlthe mlnor mode Thus, two out of every f1ve'."

arias are 1n the mlnor mode - rather than two out of eveéry twenty—flve
as was the usual proport1on in the operas of hls contemporarles. ;n ;

add1t1on, rather than restr1ct1ng slow tempos to: two or three arlas
ﬂ .

“in. each opera, Handel made regular use of arlas in slow tempos For

7

-
< .

21 (1.5) :208- 223. SR r

See Wolff "Itallan Opera 1700 1750 " pp 100 102 119-120,

and 141 146, for comparlsoﬁs of- ar1a settlngs by Handel w1th those of ;

V1va1d1, V1nc1, and Hasse.

.

. Hugo Le1chtentr1tt 'wﬂandel-s Harmdnic.Art;",MﬁeicaZ.QuarterZy .
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of the1r close assoc1at10n w1th pOpular music. The above-named operas

nature scenes.

79
example, of the 104 da capo arias in the above -named operas, twenty—

riine are slow arias, twenty-three are moderate, and fIfty—two‘are

fast. The tempo indication§ are very straightforward; with a few

,eXceptions, most‘lew_arias are marked Largo<anarghetto,’moderate

[

arias are marked. Andbnte, and fast arlas\i:e marked AZZegro Handel

seems to have had a particular fondness fo slow arias, theiLaraos and

) Larghettos, whlch are d15t1ngu1shed by thé;r'h&gh degree of musical

1nvent10n ‘and depth of emotional expression. 33 %%e most common metre
in Handel's opera arias is the heroic 4/4, followed by 3/4 and 3/8;
of the 104 da capo arias in the above named operas flfty three are

in 4/4 metre, seventeen are. in 3/4 and fourteen are in.3/8. Follow—

ing the’eXample of Scarlatt1 Handel contlnued to.use compound metres

v

“'such as the 12/8 of the stctltano and the 6/8 of the. gigue, although

U they were in dlsfavor w1th most contemporary opera composers because

“ - N .l » .c
contain ten arlas.ln 12/8 metrevand six in 6/8 metre. The sietliano

.aria has an Important role 1n Handel's operas because it is used to

deplct affectlons of melancholy or sorrow while its maJor—mode equiva-

.

lent, the pastorale, 1Spused, appropriately enough, inzpastoral or .

!

35Wlnton Dean HandeZ s Dramattc Oratortos and Masques (London

'Oxford Unlver51ty Press, 1959), p. 419.

/
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. .: :  Handel and the\Da Capo Aria

Formal Structure S B N
‘In‘the development of opera, Handel could never be considered a

N . ’ . . X ' . . . o ) v“b- - '
radical reformer. 1In contrast to the strlkE\gdlnnovatlons of the

English oratorios, in the genre of opera seria, Handel seems to have

these conventions was the supremacy of the da capo'aria. The follow—

ing statistiCs from the operas Giulio Cesare), Tamerlano Rodéltndb

-Orlando Artodbnte, and Aleina prove that the da capo aria is the most

¢
1mportant musical element 1n HandePs operas. :

Figure 3. Classification of the mu51ca1 numbers_in the’ operas qulto

Cesare, Tgmerlano, Rodeltnda Orlando Artodant , and Aleina.

. Gtulto Cesare Tumerl mo - - Rodelinda
Da capo arigs- , 28 ' 24. ' % -
" Da capo ensémbles. 2 .3 -1
Ariettas | 3 -3 - 0.
Non-da capo ensémbles 0 1 0 -
e Accompanied recitatives 3 5 L2
Scene ' _ ! -1 1 2
Choruses v ’ 2 1 1
Sinfonias 3 1 -0
Total 42 39 32
» Orlando ‘ Ariodante - ' Athna
Da capo arias. 19 - 23, Co25
Da capo ensembles -1 - : 1 U1
Non-da capo arias . 1 o 2 1
Non-da” capo ensembles .3 3 0.
Ariettas" 3 4 2.
Accompanled rec1tat1ves‘_ . 8 oL 1
Scene - .1 0 0
Choruses 1 - 3 4
-~ Sinfonias . 3 4 1
Ballets 0 3 3
.Total . 40 4 ‘38_

B

ﬂandel's conservatlsm is ev1dent in hls treatment Qf the da capo arla :

”The form of andel s da capo arlas 15 ba51cally the same as that used

acEER by h1s conthrporarles, although there are some dlfferences. o

EBN

accepted most of the operatic conventions of the time. Foremost among

80



Handel's arlas character1st1ca11y beg1n w1th an orchestral
‘:rltornello The r1torne110 serves as an 1ntroduct10n for the 51nger
.and at the same. time establlshes the mood or ‘affect of the aria. 36
The most 1mportant functlon of the r1tornello is that it presepts the
»ba51c mater1a1 from wh1ch the aria is constructed The-ritornello in
Handel's arias can be regarded as- the theme or exposition of the arli;
It can cons1st of a 51ng1e theme, but more often, it is made up of | @)
several themes or motives " The structure of Handel's r1tornellos is
hlghly var1ed but certain generallzatlons can be made Character-*
dlstlcally the flrst motlve is the most 1mportant for it prov1des the

ba51s of the ‘vocal melody,»although usually one of the ~secondary motlves
'ulll also be employed 1n its! comp051t1on The m1dd1e of the r1tornello.
generally contalns some type of sequentlal motive wh1ch Wwill be used
'd1n the coloratura passages or will remaln ‘in the orchestra as an.1n—
ldependent accompanlmental f1gure Because df the contrapuntal textures

of Handel's ar1as the basses often take.an act1verole1n the themat1c’
presentation The varlous motlues of the r1tornello are somet1mes

) . A I

subtly related through the use of common mu51ca1 mater1a1 (see the.
'dlSCUSSlOD on the themat1c development in the aria "Morra1 51") In,
'slength /the open1ng rltornello can vary from one to as. many as- twenty
.-measures depend1ng upon the tempo of the ar1a and the amount of materlal

4 presented. The r1tornello usually cadence in. the tonic before the

"vocal entry, to glve promlnence to the solo'st's openlng phrase Dur-z o

ing the flrst vocal paragraph the v01ce takes up “the: mater1a1 of the ;'

\ . S : ‘ o N v;:,;ﬁﬁ?
. Anthony Lew1s, "Handel and the Ar1a " Proqaédinybjof“the Royal. ..
Musical Assoczatzon‘ss (1958 59) 97. A R PR R




'ritornello and‘expands and varies it. Often the mater1a1 of the a
orchestral r1torne110 is modlfled because its 1nstrumenta1 character.
is not suitable to the voice.37 In many ways the openlng r1tornello S

"and the first vocalxparagraph are similar to the double exp051t10n
:1n a class1ca1 concerto
-Handel adopted the,osual'binary etructure.rn the first éections
‘of.most»ofAhrs'arias; but not with the.consttency followed by his
' contemporaries. Although he favored.the usual two complete Settings
of the ariaYe'firSt strophe; separated by an intermediate.ritornello,ﬁ
many A'sectioﬁe'contain.three or‘mOreﬂtext—settings:..For example, of

the 104 da capo arias:'and ensembles,in‘TumérZano, Rodelindb,'Afﬂodaﬁte,

and Aleina, fifty-seven have two text-settings, thirty-seven have three. -

o

text-settings, and eight ‘have more than three. “In the arias with three
text—settings, this may reSultvinva,ternary‘arrangement}of three vocal

paragraphsfseparated by'ritornellos, or else the binary form is main-

galned by grouplng two text settlngs 1nto a, 51ng1e half. .In the latter
) ,

case),. the extra text settlng will often serve as-a coda to. the second

“.vvocal paragraph /

> ) /:_" :
As in the arias of h15 contemporarles, thevkey scheme an Handel'

arlas is very predlctable The f1rst vocal paragraph w111 cadence 1n
the domlnant for arlas in the major mode and in the relatlve maJor
for arias in the m1nor mode For example, flfty flve of the sixty-

‘;hree da’ capo arias in the maJor mode An Tumerlano Rodeltndh, Artodbnte,
R

“and Alctna cadence 1n or om the domlnant at the end of the flrst vocal

A

37Anthony Lew1s, ”Handel and the Arla,"'p 97

/
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e

paragraph. The key scheme of ariaslin the minor node-is not”quite'as

predictable. For example twenty ~two of the forty- one da capo arlas

in the minorzmode in the above named operas cadence in or on. thé rela-

tive"major at the end of the f1rst vocal paragraph \As in the ar1as

of Scarlatti,‘the other p0551b1e modulatlon 1n the m1nor mode is to-

the domlnant m1nor, Handel usually reserved thlS modulatlon with 1ts

' \
consplcuous absencerof major—mode-colorlng,_for.certaln 1mportant‘

laments. o : - \f\l_-

The flrst complete text- -setting is followed by an 1ntermed1ate

>

rltornello for orchestra wh1ch 1s.usua11y based on .one of the mot1ves‘

: grom the openlng r1tornello.- This r1torne110 e1ther remalns im the

dom1nant or the relatlve maJor of the prev1ous caden%e¢ or returns to

the tonlc The 1nt@rmed1ate r1tornello'rarely‘eXCeeds four meaSures,

» . .
and 1n Certain arias espec1a11y those in slow tempo, 1t is om1tted

r'.»",

entirely; Slxteen of the 104 da capo ar1as in Tamerlano Rodeltkda

N

Artodﬁnte .and Athna omit" the 1ntermed1ate r1tornello. RE

Coloratura is ‘an 1mportant structural element in Handel's arlas.

4 Unllke h1s contemporar1es, who usually employ one lengthy coloratura
passage in each vocal paragraph of the f1rst sect1on, Handel's treat-'
y.

ment of the coloratura is very unpred1ctab1e._ The arrangement;bf the.

ucoloratura passages has an 1mportant effect upon the structure of

'Handel's ar1as Whlle some arias follow the usual arrangement and

fhhemplo?tnm:coloratura passage 1n each of the two or. three vocal para-L-‘

graphs- (as in twenty two oflthe 104 da capo arlas 1n quZto Cesareiixv

ff‘RodéZznda Orlandb and. AthnaL 1n other arlas, the coloratura w111
'be reserved for one or, two passages in the second vocal paragraph :

(as in. e1ghteen of the 104 da capo ar1as in. tpe above named operas)
. A ' , . . .[ . . .

) L

183

N

B T
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ﬂ‘emphasized'byjthe/musicr

»Handel's arias have add1t10na1 functlons The most obv1ous is that of

,Some ar1as w111 1nc1ude.an add1t10na1 coloratura passage in the second :

vocal paragraph (as 1n thlrteen of the 104 arlas), wh11e others w111

’contaln two or more coloratura passages ‘in each paragraph (as rn eleven

>

:of the 104, arlas) A 51gn1f1cant portlon of Handel's arias are set

“

syllablcally and contain no florld passages, coloratura is av01ded in”
twenty three of the 104 da capo arias in the above- named operas

Coloratura passages occur! on. 1mportant descrlptlve, oT sonorous

. words, and uSually on. the same, word in each vocal paragraph Because
;of its 1mportance and sonorlty, the frnal word ‘of the aria’ strophe is -~

. 1
S often set as coloratura. For example, in twenty nlne of the: flfty*four

da capo arlas in Tamerlano and Rodelznda the final word of the first

'garla strophe 15 set’ as coloratura. When the final words in both

-strophes_are~set:as coloratura the rhyme scheme of the aria text 15

N S

)
_ Be51des thls structural functfon the coloratura passages 1n
Foo

\'

supplylng part of the ar1a s v1rtuoso element whlch was so beloved by

EN -

“the 51ngers and the publlc Often the coloratura passages are tallored"

.

fby the composer to dlsplaykthe talents of a partlcular 51nger or a

Fl

' partlcular vocal range. But Handel seldom exp101ts v1rtu051ty for 1ts'
L Y

‘own sake and his coloratura passages tend to-be" shorter and less ex~

travagant than those of" hls contemporarles. Even in- the arta dt.

fbravura uihe\cbioratura passages seldom exceed 51x measures in length
“and in many arlas the coloratura i's relegated to short mellsmas of a-

'51dg1e measure. Perhaps the Teason - for Handel's occa51onal use of a »:“"

.“'_

»ltrlpartlte structure, w1th three sett1ngs of the frrst strophe 1n the :

A settlon, 1s that it permltted large scale form w1thout the use of

«
ke ria s kit fomi s
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ftheslong coloratura‘pasSageS'of‘his'contemporaries The coloratura

Y

.‘also plays an 1mportant role in the thematlc devélopment Usually

the coloratura.of angarla is based'onzimotlve-frOm the.r1tornello’and -

‘.

isideveloped'sequentiallyl In contrast to many of h1s contempdrarles,

Handel exp101ted the coloratura for 1ts expre551ve p0551b111t1es In

w
5

Handel's - arlas, coloratura 1s employed "to he1ghten the emot10na1

» effect."s8 Often coloratura passages are placed at the end” of each
n'vocal paragraph as a means of ach1ev1ng climax. Haqpel [ express1ve
"use of colorathra can be clearly seen 1nnthe role of Cleopatra in -~

Gmulzo Cesare, in all of her arlas except ”P1angero la sorte mia,; "

whleh contalns no coloratura the ma1n coloratura passage occurs at-

hthe end of ‘the second vocal paragraph'ln order to create a sense of

_foutlne castrato bravura ar1as—-1n which- the'
S S e -

v

»ral part of the total mu51ca1 conceptlon

econd vocal paraggzph often begins w1th a shortened re- |
N ’ '

a;ateg@nt of the head mbtlve 1n elther the new key, the domlnant iﬁ'

A .P.,

& frelatlve maJor, or the ton1c In confrast tp the flrst 16cal para--

"h?graph thlS one does not’ beglh strongly 1n a key,'but moves away’from

b Y

the key establlshed 1n the prev1ous cadence through seauences lT:e".

/ . P
-second Vocal paragraph can be regarded as the development sectlon In

. ECNETE, -

’merely a, superf1c1a1 %ddltlon, in most o*-Handelfs'ariaS‘

v

?{Handel's arlas‘ Motlves or mot1v1c fragments are expanded and devel-.'

.oped sequentlally and are varled by‘ rearnangement and comb1nat16m

Be51des the usual sequentlal treatment other developmental technrques[”

N

38Wolff "Itallan Opera 17oo 1750 , p 8. . -
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_ 1nclude1nterVa111cexten51on, 1nver51on and 1m1tat10n., Thls‘develop- .. f

,, . .‘.,

= ment is not,‘however as systematlc as’ it,is in the cantata ar1as of'

]Bach‘orlin.the opera arias of Bononcini,.but is free‘andierXible,

e

often approaching’the,spontaneity of improviSation.sg Because of the
) ¢ unpredlctable and unsystemat1c naturelof the development it ig one:

" of the- ‘more - 1nterest1ng aspects of Handel ] arlas Sometlmes an-addi-

'

- tional key 1S«establlshed before the return of the ton1c usually the

'-vdominant,or'subdominant in minor-mode arias and the‘supertonlc for ’
- ‘ o : ‘ N s . i . ) 4‘ ’ L . R .. . o
major-mode arias. This. type of secondary modulatdon usualdy oecurs

. . / . B . ; . ’ ) N ‘-, . . “ . ..b, . ..
in.slow‘arias in the minor mode. st o :

.
-

The vodal cadenzas in Handel s, arias are 1nd1cated 1n a manner ,
. . ot 1 . Q . .
51m11ar to that used by Scarlatt1. The f1na1 phrase of the second

vocal paragraph is usually set off from thefmaln melody by a rest and

4

' “is accompanled only by the contlnuo The 1mprovlsed vocal cadenza,
° . O ,'_ .

probably occurred durlng the rests prlor to the cadent1a1 phrase,

rather than on the ton1c 51x four chord of the cadence ‘as was common - =

3

in the arias of Hasse. Sometlmes thls,p051t10n of the cadenza is
indicated by placing a férmata'over the  final note of thjis phrase.

The A section concludes with a return of. the ritornello. in the tonic”

which serVes'as the recapitulation to this sectionﬁ .This"version'of

T

'the.rltornello is usually shortened and varled by the 0m1551on and re--“
/ P

_arrangement of the motlves. The" plast1c1ty of Handel's r1tornellos

is such that the motlves can be freely rearranged varled and omltted

o

] w1thout damaglng the overall essence -of the’ r1tornello.‘ In fact thls

var1at10n adds new d1men51ons to the ar1a s maln theme and can be

&

5%o1££; "Italian Operd 1700-1750," p. 76.
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regarded as an 1mportant developmental dev1ce 4Q .
o | The middle- sectlon of Handel's da capo ar1as consists of e1ther :ff.iﬁ‘
~Bne or two'settlngs of the arlays second strophe //Even when there

< :

are two settlngs of the sec0nd strophe rarély/does the B sectlon adopt

the 1ndependent formal structure of the A eect1on w1th ‘its| clear key :

o
S

areas set’ off by text- settlngs and r1tornellos In contrast to the
. RN ‘.p )

A sectlon, the B sectlon is usually qultemshort and is modulatory in

'

. {
character ' In the mlddle sectlon of hlS arlas Handel followed the
PNy ”

~. |

modulatory scheme establl\hed by Scarlattl‘ The B sectlons of arias
'1n the’ maJor mode usually begln in> the submedlant and modulate to the |
:medlant | In the operas Tamerlano Ro&eltnda Artodﬁnte and Alctna
_ forty—three out of’ 51xty three ar1as:rn the‘maJor mode begln on the.
submedlant and modulatetothe medlant whlle another ten beg1n on - a

4

fkey other than the submedlant and modulate to the medlant The B sec-'

I BN
\

.tlons of ar1as ‘in the minor mode are agaln 1e§s“regu1ar but there 1s

a tendency to modulate to the dom1nant,.often from the medlant Twenty—
elght of the forty -one arias in the mrnor mode from the above- named
‘operas modulate to the domlnant before the da capo repeat, of these~
twenty elght seventeen begln ‘on the medlant (relat1ve—ma30r) When
vthere are two text sett1ngs, there is' often an 1ntermed1ate cadence

-at the end of the f1rst e1ther ‘on the supmedlant or supertonlc in

ar1as in the maJor mode, or on the medlanr ormrtsldOmlnant in ariaSr'
in. the minor mode ' Because thls section explores keys not yet esta—

bllshed in the: f1rst sect1on, g sat1sfactory uonal balance is pre—

'served over the whole ar1a" I-v- I, vi~ 111, I V I or.1~III—i;»Il}1v,

- Q_4OLeWis, "Handel and ‘the Aria," p. 97.
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i III 1 A Furthen contrast between the two sect;ons is- obtalned by

ra chaﬁge of texture ahd orchestratlon. Usually the orchestra is -

thlnned “out- ifn - the second sectlon, often to/mere contlnuo accompanl-
. ‘. \'
ment For example, the orchestra 1s reduced 1n the B sectlons to

o

’forty one of the 104 da. capo arias in qulzo Cesare Rodelzndd OrZando,

ﬁ?and Azctna '1n twenty seven of these arlas, the 1nstrumentat10n 1s

eQQCed to contlnuo only S lf.ﬂ.fu“5ft; : '_;'~‘ ””fiT.gli'_:w"' ,fggﬁ'-

-,wi The B SQEtlons in Handel s arlas from the 1720's are on the ,.,":
) ... . . .'.', N

¢the L730' The feason for thlS dlfference 1s‘that durlng the 1720's,f

"Handel preferred to set the second strophe tw1ce and to 1nclude one

-

‘or two brlef coloratura passages, whereas durlng the 1730'5, the second

g ) ..ft . :

":;fstrophe was usuallxtglven a- s1ng1e settlng, and coloratura was often

.:av01ded Of the f1ftyefour da capo ar1as 1n Tumerlano and Rodelznda

‘twenty four contaln two settlngs of the second strophe, and twenty-,

Y]

'\'j (,f,» )
n1ne 1nc1ude one or two coloratura passages, o!'the flfty da capo ar1as

strophe and nlneteen 1nclude one or. two coloratura passages.u Handel'

~

perfunctory treatment of the B sectlon dur1ng the 1730'5 reflects

-';contemporary developments on tzf Contlnent But thlS 1mbalanced effect

.-

ftmented w1th abbrev1ated da capo forms Aine wh1ch the A sectlon 1s 51g-’

~

'niflcantly shortened The arlas "Inv1da sorte avara mlsero,ﬂh"Io t1

whole longer and more developed than the B sectlons ‘in hls arlas from ;f'““'

:' ,‘V S

. H . .. /
“}1n Arzodante and Aiczna twelve contaln two settlngs of the second f{-v

“‘\15 som,etlmes av01ded “In certam ar1as of thlS perlod Handel exp ri= ﬁ

S ba°1°’" M Palplta i1 C°re»” aﬂd "Al“sen ti. Strlngo e Parto" from % ..

Arzodbnte are excellent examples of thls shortened da capo form

-

*pean, Handel and the Opera Seria, p. 1551‘j-.'



. _ of cOmmon mu51ca1 matenlal Ué%ally mot1v1c fraﬁments,\“&'mor_ of"n ;
v #"‘ . '

e

rhythm1c f1gures, are developed at greater length 1n ihe g sectlo

i

In the second sectlon, the development 1s even freer qu ﬁore un~

B . «l. -2

predlctable than 1n the A sectlon.ﬁ Sometlmes a secoﬁﬁar,.motlveder;
\‘ :

o

mot1v1c fragment'from the A sect1on w111 assﬂme‘prﬂmggy 1yporgaﬁcei“

] . SR 4
= %

contrastl ' affectlohfbut
A-qx :

el

4rather to enhance the"return of'the basic/affeé%ﬁon 1n the

full da capo repeat of the A Sectlon 'r a: snértened v3?51on4of<vhe
K . )
eads to the f jﬁ

o r1torne110 followed by a daZ segnollndlcatfpn whfbh\f

. ‘as follow5'7ﬁ

c“
-1
L

Figure44
A Sect%on o
_openlng r1tornello»7
“first text- settlng Joe
_'1ntermed1ate r1tornello /'
¢ second text-setting -
:_“jc1051ng rltornello o




. tructure_!foum'l m Hasse s da'capo arlas

Oniy a few' generallzatfgns haVPe ,be#en made w tﬁ&?regai“d to the ."

X The a]&l’a "Morral 51" from Act I of Rodglznda 1s a flne example
: . v 'v,wv ' e ;
, of thé mot1v1<:efdevelop'ment 'm the da capoy

' ar1a, ,Ro‘l‘lenndagthreatgns the xschemmg Gar&'baldo w1th':.death 1f she =

FON

e S ascends “t"he throné‘a.»_ Hanvcl'énl See%s tg have toned down the vmlence of i

B e .
Py - h*

'4the tp wh1ch woufd ha\f@been sllghtly ‘out of chara;cter for hlS
: g@: : @ v

he_feta ntd'the more flex1b1e

} 1as§kof Hzpdel In thls

PRI R




?Tof whlcﬁ the fxrst and‘fo'rth arethemost 1mpor€ant"(Examplé 2)

flrst;glance, the theme Appears to be merely aﬁétr1n§50f c

melodlc fragmentsthbut on: closer examlnatlon all_ofﬁthe mot1ves are

C,‘

. g | TREAE g
) : - &
1n drawn out quarter notes:u1measure 1 before 1t 1s taken up;b the
ey . 4 : : t?gvi‘-»
v1011ns 1n 1ts standard form at measure 2 The sehond motlve“has the

By - 4 -'u :

e Lo '~ ! (R N 9, :
S descendlng 51x note scale 1n both v01ces, outllned 1n thegylolins byﬁ

. L I
beglnﬁlng of\each sequentlal phrase The thlrd mOthE&lS the descend—

;71ng six- note sca - W1th its ac'f:ts’dlsplaced, the motav vlS played

L

1n unison w1th échappée o' aments 1n the v1glrns 4 The %burth mot1ve L

1ntroduces elements/of contrast especlally w;th the trladlc counter-

motlve 1n thi4 ass, but the v1011n mot1ve whlch Wlll later become two

e separate motlves, contalns a descendlng fouf-note scale,. ThlS fOur- ;”3"
FYR

5

rnote scale 1s outllned 1n the var1ed return of the Second mot1ve before h: *1?ﬁ

‘the cadence of the rltbrnello (see ExampLe 2)%ftThp pfedom1nance of

‘.

"_ the descendlng scale, espec1a11y 1n the orchestrai part 15 perhaps

R

descr1pt1ve of Rode11nda s 1nner thoughts.:fShe 1s ascendlng the throne
| only to brlng about th? downfall of both Garlbaldo and hlS master <v

Gr1moa1do._j{;::\ -
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f the openlng rltornello. The first mot1ve 15 altered melodlca ly by
the s1ngbr (Example 2), the second motlve is played 1n an- ext nded BT

ver51on by the‘orchestra wh11e the vo1ce adds a counternw‘ody, the _ )

el

thlrd,motlve t"om1tted and the/fourth mot1ve 1s melodlca
RN RS ‘5

Coaes L .
A . / et .
" s a coloratura passage whlch 1s extended to . cadence 1n the expected

'domlnant In the A sectldn Handel chooses the word "trono" s the
?

u .

e ,and sonorlty : 'g L:lj'gt_g”:t
ifﬂtrf:fof The 1ntermedlate r1tornello 15 afshdrtened statement of the open—
Thls 1s followed by the second complete

“1ng mdtlve 1n’the domlnant..
After another

text settlng thCh 1s domlnated by the fourth mot1ve.

varled statement of the’head mot1ve, a fragment from motlve four is

set 1n 1m1tat1on between the voice and the COntanO the v1011ns then
N

enter w1th the complete mot1ve wh11e the bass countermot1ve 1s placed

_~»‘- .

";7"’ in the. v01cerpart
ST e

M1dway through the coIoratura passage the th1rd

11y varled o




- motlve and 1ts 1nversron are‘taken up by the v01ce deubied by:the.

v1011n5 and the belated entry of the bass." rhjg._ -

Example 3 | Rodélznda "Morra1 si " meas. '31-44.
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B (Example 4). Because of the- 1ntermed1a erltornelloand the color tura
: 1
. ,_passage, thls text repetltlon could be con51dered as a th1rd voca 'f
garagraph or as.a large coda to the sedond S o
\ L

Example'4.\ Rodélznda ”Mqrrai~51,2?mea§. 45-48.
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dlee the other two coldratura passages, thlS one 1s nlaced.at the end
of the vocal paragraph as a means of creatlng c11max. The f1na1
cadence; accompanled only by contlnuo and marked Adagzo allows the

»>50101st the freedom to: 1mprov1se a cadenza. The c1051ng r1tornello

is contracted to 51x measures by om1tt1ng motlves one:and two and by-

1
i
i
|
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: cadentlal flgure.f,f\'
'~1s scored for only vo1ce and contlnuo

"15 51xty ‘one-and-a- half measu es long

Lo e E "k;f‘ R R
shortening motive}three;.dotted-rhythmsfare.introduCed ta enliven ‘the

‘. _ o : R
The B sect1on cons1sts of one settlng of the second strophe and

]

The entlre sect1on is only

fourteen and -a- half measures _ong as opposed to the A sect1on whlch

Follow1n the usual key scheme,

y , - O L
As 1n the A sectlon the f1nal cadence 1s se

~of. repeatlng the entlre openlng r1tornello da

.plays the head mot1ve wh1ch leads to- the- f1rs

relaxed but equally va11d approach to develop

arias. ln‘thls‘ar1a, A101na_reminisces<to Ru
S REER o o

.F; the B section beglns on the Submedlant and modulates to the medlant
‘iAlthough the 50101st 1s glven nem‘mater1a1 the two coloratura passagesl L
are based upon two mot1V1c fragments, one 1s‘a _ariant of;the‘second_-
motlve and the other 1s taken from a vocal ph aselln the coda of the
_A sectlon (Example 5) The thematlc developme t 1s contlnued 1n the
.hfbass ‘a fragment ofthefourth mbt1ve and 1ts c untermotave are ‘set’ Th;
1n short sequences above wh1ch the vocal melod unfolds | ?d’ '
- ‘}Example S Rodéltndd ”Morra1151 ”Vmeas. 66; fri*. ‘ O
h/::ﬁ. tj; | di- - f;;é
., _ mar. v"';' E'“ AL/ dom“”h,?m:’ﬁz- - o g‘qi,,,, ‘bl d‘:'-:" e .v
R L B “7:;6 B L T K A R
R i AR

-

vocal cadenza.. Instead '
eapo- the orchestra

t vocal entry by i de

_segno repeat, o e ', : AR B T

#$he'aria ”Di ‘cor mlo” from Act T of Alctna represents a more .

Y |
grero.abOut;their‘first.

4 off from the ma1n melody
: by a rest and is marked Adbgzo for the second

Eent in Handel's da capo‘7"



meetmg and the dlscovery of thelr mutual gassmn

Example 6 AZc’z,na, "D1, cor m1 _

cAndaite langhetts,.

,he“ ar'i‘a'*i's' ‘ant

Vrol mol #}s—mﬁ—ﬁ—é —

Oboel e

Vlolmoll

Oboell

CALCINA. |

L Bmﬂ

orchestra left off{“
o vocal melody, the

P .‘ '.v,_vio-l"i‘ns : ( E)_c_ampl e. 7




"5 ﬁffree varlatlon of the melody from“the»flrst vocal paragraph Handel

Th;fThefshort repeated phrases of the vocal melody bq11d to a final phrase

"\o.\,.,

R ’ kR

g:wp Cﬂfls extended by a coloratura passage and eadences 1n the expected

i
\' ,!

‘ e c .% _-;“-‘.»_. S
: dom1 ant key /Varled restatement of the openlng thpme 1n the domln—. LT

“Qant serves as thF 1ntermed1ate orchestral r1tornello

C 1 The second]complete text settlng beglns on the dom1nant w1th a ﬁ?

. :contlnues thls development by taklng two fragments frOm the melody of'

!

A."

'm-fthe f1rst vocal paragraph (see Example 7) and settlng them through ah-fﬁ

W

“:4},ser1e 'of comblnatlons and rearrangements.. The ar1a comes to a sur--77

AN ,l'
-.‘. .

'LExample 8 AZcena

R . (v“

':]icadenza occurs on thls flnal phrase whlch 1s accompanled only by con-ff]'$usi"“

”Tll-tmnuo and 1s separated from the ma1n melody by a rest (see Example 8).

'?fa of ellslons.l In'order to- grve the A s

:__The cadence is e11ded to the c1031ng r1tornello, and thus a11 parts'.

"of the A sectlon are woven

o -a: contlnuous whole through a serles

, tlon a su1tab1e concIu51on andf_”

/

' to compensate for the sudden promlnence of a’ vecondary flgure“ the




”fsrtlon prov1des the arla W{Sh_a very sa,lsfyln _‘“""'f”;

”:whxch the mot1v1c 11nk assumes prlmary 1mportance 1s.a good example i

“'g?of’_he unpredlctable nature of Handellan development

.._EThe B sectlon;'whlc.'

“f;;of one settlng of the'arna 5 second'strophe. Theukey'scheme 1s sllghtly’w’

"flrregular, w1th th ntire sectlon remalnlng w1th1n the submediant

'7?l;A1though he voc 1ne’to thls sectlon makes reference to the head

Vfiimotlve,fthe: hematlc development takes place 1n the bass where he_

1s .ccompanledfonly byrcontlnuo con51sts- ig§wvﬂ*'f




16", ?1a 1n F sharp m1nor 4/4*metre, 15 ‘one of the f1nest examp&esr

"fof the lament 1n Baroque opera. TIn thlS arna, as;ln many—of Handelﬂs;eJ:ﬂi ]'f:
. , S cL

the orchestra is glven an 1ndependent part rather than sharlng

'f}#3771ament$ ”

J

';.;the same thematlc mater1a1 w1th the v01ce

“'The orcheshral;part 15?

!based on two short motlves

.'~oped by the unls

_fobbllgato bassoons 1n the t nor reglster are added, creatlng'




M

Wrth the vocal entry, the orchestral part is 51mp11f1ed although

it retalns its 1ndependence and 1mportance throughout the aria. fThe

d‘\wvocal rane ‘like the. bassoon line, is treated as an pbbllgato melody

”‘whlbh\part1c1pates in a duet. w1th the f1rst and second v1011ns In. .
fsplte of thls 1ndependence between the v01ce and the orchestra there ‘,,a‘f

. ‘ .‘ ,
exlst certaln subtle themat;c relatlonshlps the headnmot1Ve from

whlch ‘the vocal melody expands is an 1nvers1on/of the v1011n mot1ve

whlle the vocal mellsmas are based on the cadent1al passages of the

© .
"

openlng r1tornello (see Example 11) The vocal melody, whlch is typ1ca1

/e c L.

’Uof‘Handel's lamentlng style,,cons1sts of short phrases separated by.
"rests whlch gradually expand to longer_phrases culmlnatlng in an

hexpans1ve phrase of six measures at the end of ‘the f1rst sectlon 4> .
'Throughout the ar1a the melody hevers around the unstable s1xth and

seventh degrees o? the minor scale and\hls accounts for much of the
" t“ . "y -:—. R

,chromat1c1sm im. thls arla The chromatlc melodles are supported by
equally chromatlc harmonles wh1ch are generated by the numerous dlS—.

sonant appogglaturas and pedals in the bass Be51des the chromat1c1sm,,”'

-

the lamentlng character of thls ar1a 15 enhanced by the contlnuous

. u,’
w o

descendlng motion of the bass l1nes and the "droopxng" contours Bf the

ever present VlOlln motlve

- The~ f1rst sectlon conta1ns three text settlngs which are grouped

- k

1nto two vocal paragraphs separated by an 1ntermed1ate r1torneilo theV'

. -

th1rd text- sett1ng~co1nc1des wrth the extended s1x measure phrase at

o

‘the end of the f1rst section. Expre551ve mel1smas are employed at theg

T

end of each vbcal paragraph as a- means of creatlng cl1max, appropr1-

“

ately enough the—second mellsma is more. extended than the,flrst Only

Toat these c11mact1c p01nts 1n the aria de the v1011ns and voice share

Ea
s
7



.o,

100"

.theisame'thematic materialﬁf'Because7fhe'aria is an important lament

.-

the conventlonal tonal structure is altered to create a "dark" traglc

atmosp ere dev01d of any maJor -mode colorlng Instead of ‘the. usual

‘3 s

‘medhlatlon to the relatlve maJor the flrst text settlng cadences in

the dpmlnant'mlnor, and the second text-settlng cadences in,the_sub—

~ dominant minor. -

“The B'Section to this4aria is‘relatively expansive and well

organlzed con51st1ng of two text settlngs separated bn.a brief orches— 7,f

§ =
;ral\lnterlude ) Dur1ng thls sectlon the characterlstlc v1011n motive

{é 15aom1tted and, the orchestra is g1ven an accompanlmental role. Al-

though cgntrast is created in the f1rst vocal paragraph of this. section

-

through the use of the maJor mode and d1aton1c1sm the m1nor/mode and

v"chromat1c1sm return with renewed v1gor “in the second vocal paragraph

- the expectatlon of a cadence in the relatlve maJor by strongly empha—

(see Example 12) At the end of The B sectlon, Handel agaln creates

'sizing’ 1ts dominant, only to frustrate thls expectatlon by a deceptlve

'cadence followed by a. mellsma which deflects the tonallty back 1nto

,\

.the darkness of the domrnant m1nor. A shortenedfvariatlon of the

-

openlng r1tornello leads to a dal segno repeat of the f1rst sectlon

-‘Example 12 Gtulto_cesare,v"Se pleta di me non sentl,"ymeas..42—46.

= LA A | - - -+
itor Ml‘l, o quest alm tp.re fb,‘f_o,wrt’lall
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Orchestrat1on

Although the treatment of the orchestra in- Handel's opera arias

i - \

. : \
is 51m11ar to that of hlS contemporarles, there are. SOme 1mportant

N

N
N

differences. Handel's orchestratlon is ba51ca11y conservatlve, and is.

101

derlved from the techn1ques he had learned 1n Hamburg and Rome durlng e

2

the flrst decade of the elghteenth century In appearance, a Handel

opera score from the 1730'5 is moré likely to resemble one by Kelser

\

Or Scarlatt1 from the beglnnlng of the e1ghteenth century rather than

a contemporary score by V1nc1 or Hasse . s R

.

One oftheconservatlve tralts of Handel's orchestratlon is hls

per51stence in wr1t1ng basso conttnuo ar1as long after they had become

:.,’ . \
g obsolete in contemporary opera Wh11e the early operas conta1n more N

arias of thlS type,.throughout the 1720's. and 1730' s, most of Handel'
operas contaln at least one cont1nuo aria. For example one arla ‘and’

///tﬁo ar1ettas 1n qulto Cesare two arias in Tamerlano one arietta in

OrZando and two arias 1n Aleina have only contlnuo accompanlment In
A v ' .

*

H hls contlnuo arlas, Handel often 1nc1udes the strlng orchestra in the

f1 al r1torne110i%f the da capo to create contrast . and a sense of cli-
ax\ the continuo:arias from GtuZto CESare, Tqmerlano and Alctna emf
ploy extended rltornellos fOr orchestra at the end. of the. da capo.

As 1n\the opera arias of h1§ contemporarles, the most. ba51c accom-
panlment in. Handel's-opera arias is the strlng orchestra and contanuo.,A

In flfty of the 104 da capo ar1as 1n Gtulmo Cesare, Rodelzndd OrZando

£ and Alczna the orchestra is made up ent1re1y of strings and contlnuo;///
/

-

In many of the ar1as with str1ng accompanlment Handéd d1d no

o



e

et
.~

V=orchestrat10n is that he never con51stent1y adopted the four part

e

B str1ng orchestra wh1ch had become the standard accompanlment 1n the -

\

'E'gsuch as Scarlatt1 Steffanl, and Kelser Han ey d1V1ded hlS orchestra
rlnto two, three,_or four- parts Ofthe flfty’da capo ar1as w1th strlng;'

1gaccompan1ment in. the above named operas twenty are scored for four-

~

~ "
' part strlngs \1ght for three part strlngs, and twenty two for two-

\

.part strlngs Not only d1d thlS create varlety 1n texture but also in
' 5cor1ng, in the arlas for two- part strlngs and in certaln ar1as for B

"three part strlngs, the absence of the v1olas affected the overall

’

sound of the orchestra Durlng the 1730' ,.when Handel was experl—

'

"mentlnguuth'the Neapolltan style there is a marked preference for four—
,_part strlng accompanlment ' For example, eleven arias ‘in Artodante are

scored for four part strlngs as opposed to only four 1n GtuZto Cesareﬂ

and seven in Rodeltnda.

Although the use of a two- and three- part strlng orchestra may

'1g1ve the 1mpre551on that the texture in Handel's arlas is thlnner B
_ than in thoSe of hlS contemporarmes, actually the opp051te is true

' ’Because of the standard doubllng procedure of his contemporarles the

four part orchestra could usually be reduced to a melody and two part

accompanlment When compared to his contemporarles Handel seems to /,

-’

| “ 102 o

iarlas of hls contemporarles 42 Follow1ng the example of older mastersti“ -

. /'

have concelved hlS orchestral accompanlments more in terms of contra- A

puntal 11nes than as homophon/c chords Thus when he wr1tes for two-

ol

part orchestra, there are often two real parts and when he wrltes for.

four part orchestra there . are often four real parts.' Because ofwthis

42-R.'(';b,_'lrison, "Pprpora's Operas for London," p.486;v3



.:g-contr.:untal.approach Handel d1d not follow the standard doublrng3:¢; L
f;eiprocedu'ét Rarely dbes Handel allow the v1011ns to dOpble the volcéihfi;;f$pfipcr
,-;;;jagidn.cgktemﬁorary ;ractlce,‘and when the Vlolas are used they aré ;i'
‘c7é1@593;21>Ep an: 1ndependent Part rather than merely dohbllng the bass ;diif;’f“7“
’faﬁaQCfave aboye ‘!%th;.i{vstﬁzi.h';.;ijrif ' : .

I

";The'ba51c opera orchestra of Handel is. completed by the add1t10n Ji ! ptﬁf‘

.of obpes and bassoons Of the 104 da capo ar1as 1n Gtulto Cesare,afffo;"

Rodebznda, Orlandb and AZczna thlrty three are. scored for oboes, -

R . ¥

'bassoons and strlngs Although Handel frequently employed oboes and =
- bassoons,‘they seldom are glven obbllgato parts as they are 1n the ar1as
‘}of Bach and Steffan1 Instead the oﬂbes and bassoons double the v1o— iu,ﬂf":

:11ns and basso contlnuo Handel employed thls doubllng in order to
hstrengthe; and color the sound of the strlng orchestra Usually -
f,thandel would not bother to: wrlte out separate staves for the oboes and
bassoons but merely a551gned the oboes to the v1011n staves;'whlle
Tthe,doubllng of the bass by the bassoons would be assumed Angther way \
:1n wh1ch Handel 1nd1cated the use of oboes and baSSOOnS ‘was 51mp1y by
v.1nscr1b1ng the word tuttz bes1de the upper staves, tuttt 1mp11ed the
ffull orchestra whlch 1n the case of Handel, con51sted of’oboes, bas— -
isoons and strlngs On occa51on, the oboes are g1ven 1ndependent

3

;parts, although even then there 1s\much dupllcat1o of the v1011n

'11nes For/example, the oboes and bassoons are ngen 1ndependent parts 5"

C e

1n f1ve of the thlrty three arias in the above named operas scored for

the ba51c orchestra. Be51des the usual role of- provldlng bass accom-

l

panlment ‘to the oboes and the flut\s occ351ona11y the basboons are

;'glven br1ef solo passages in the’ tenor reglster VThese solo passages
Q

'?ifoften occur 1n laments- suoh as "Se pleta d1 me non sentl" from Gtulto

‘ .

S - o : , SRR o
‘ R, . . . N . : i . . .




-

Cesare and "Scherza 1nf1da

'11nterchangeah/e': In the 55 ,f

..,.‘*

orrowful or melancho&lc arlas For example the.:;‘:h'h:Ta

'ogn1 conforto," and Wplangerb la sorte m1a” from

y 010 1nstrument 1nA

'rlaments ”Prlva:san

S

Gtulzo Cesare ahd"Ombre plante urne funeste'" from Rgdelznda employ T

a solo transverse f ute, wh11e the pastoral arla "Verdl p1ante erbette
11ete” from OrZando and the nature aria "Un zefflro splrb” from Rodelzndb

. A .
For spec1al effects, the recorders are sometlmes  .f

H'j'employ two‘recorder .
comblned w1th the tr>nsverse flute as 1n the arla ”Con rauco mormorlo” f
from Rodelznda and the: duet "V1vo in te" from Tumerlano Occa51ona11y

other types of record rs are used as 1n the "Tamburlno" from the f1nale

o .-ér-.



SER

- -

'“Tﬁ?gg’fdetermlned by the openlng r1tornello thls type of unconventlonal and

3

Nt a,: i

A and horns are: used often w1th1n the same opera

‘f_1Hande1's colorlstlc treatment of the flutes 1s
. . l

'f]at the beglnnlng ' At a t1me when the orchestratloh of an arla was

b

R

-

est seen 1n those arlas ;3,,%

1n wh1ch they are 1ntroduced at:some p01nt durln the ar1a rather than o

_fﬁessent1ally modern approach to.orchestratlon ‘can’ be very arrestlng;-.,,,:ﬁ

‘*»For example, 1n the pastoral lament "Con rauco mormorlo” from Rodelzndz
' ‘the recorders and flutes are f1rst 1ntroduced 1n the B sectlon to de-'*"

'-p1ct nature echoing the laments of‘Bertar1do wh11e 1n the pastoral
: N\

aria

L ;Qarla "Verd1 pl/yt erbette llete" from Orlandb the recorders make a'f

j"vbelated entry durlng the second vocal paragraph prOV1d1ng a HGW/Wéun— 2
: [

’cfterp01nt to the vocal melody Thls technique 1s expanded 1n the’

'*;f"Mlo bel tesoro" from AZetna The ar1a beglns‘as a| contlnuo ar1a w1th

} .

’ ;fthe usual motto r1tornello for contlnuo but the re‘orders are 1ntro- ;fﬂ}

: duced'after the f1rst vocal entry, alternat1ng wmthjthe vo1ce 1n echo. f:

‘phrases 'seven measures later the strlng orchestra enters w1th a be—
Qlated r1tornello 1n the unexpected subdom1nant m1n T key, after f1ve

measures, the recorders Jo1n the strlngs creatlng r1ch 51x-part

\‘;accompanlment (see Example 13) Durlng the flnal '1tornello the re—‘,;

Afus,fcorders are om1tted and oboes are 1ntroduced’to d,uble the v1011ns

ﬂh'for the1r colorful and 1nnovat1ve orchestration
Most of'
Fﬁy operaf?%

T twmmppts;;but beg&nnmnggwfth,the ngal Academy p,ri
- 2

fMany of Handel's operas contaln one or two such a 1as, whlch stand out

" 105
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" “‘Example 13. Aleina, "Mio bel tesoro,' meas. 5~18.

e
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o strong programmat1c connotatlons| Handel used the brass 1nstruments
_ w1th restra1ntw' Handel reserved the trumpets for martlal scenes and

hrthe horns for hunt1ng scenes BothhhornsfandAtrumpets'COuldjalso be

Hemployed in ceremon1a1 scenes Because oftheserestr1ct10ns-brass-
1nstruments are employed only two or three tlmes in the course of an = -
_opera, uSualIy in one Of-the arias, in the coro, and'perhaps-in a

.sinfOnia; For example, horns are employed in an. ar1a a'sinfonia and

dtwo corz 1n qulto Cesare the eoro in Rodei%nda an ar1a in Orlando

and in an aria and a coro 1n Alczna. In the eori and s1nfon1as the
. i SRS D R

trumpets and horns are usually treated as orchestral' nstrument5~to

snrengthen _nd color the strlngs ‘and woodw1nds, 1lefin'the‘arias,

. I

'*a@.},rtheyao n be 1ntroduced elther ‘as. orchestral 1nstruments or as Obbll-
B an be introduced e:

" -

: gato 1nstruments w1th brllllant solo parts For example, the two horns
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‘

A 1n the ar1a "Non fu g1a men forte A1c1de" from OrZandb are blended
color1st1cally w1th the orchestra of strlngs and)oboes wh11e the solo

‘ horn in the aria "Va tac1to e nascosto" from qullo Cesare 1s g1ven
*a Vlrtuoso part whlch concertlzes w1th the voice and strlng orchestra‘
'hHandel did not - use brass 1nstruments frequently, but when he d1d he
treated them in ahbrllllant and often 1nnovat1ve manner | In qulzo

”Cesare Handel emplbyed tw0 palrs of horns in A and D, in the COPL

whlle in Rznaldo _the aria ”Slblllar g11 angu1 d'Aletto"

N is scored for two trumpets, t1mpan1 -and tuttz orchestra and the aria

”Or la tromba 1n suon festante" and the two battle 51nfon1as are
h‘scored'for four trumpets tlmpanl, and tuttt orchestra
There are several ways in, wh1ch Handel could vary the tbne color

”oftheba51c orchestra of strlngs, oboes,:and bassoons w1thout employ—

\
§

1ng‘add1t10nal 1nstruments Follow1ng contemporary actlce Handel ,‘7

3

.,.applled the. pr1nc1ples of the Baroque concerto to the da capo aria.
The most common and most. 51mp1e appllcatlon of these prlnclples in
Handel's operas is the d1v1516n of the’ orchestra 1nto concertzno and

rtpzeno groups each w1th 1ts own~ harp51chord When Hand?l employs

(

: oboes and bassoons to double the strlngs theyareoften om1tted durlng
,the vocal sectlons (see Example 14) Indlcatlons for~these concerto;
© like contraSts,are more frequent,in}Handel}s_Iater operas. For

' eXample,'theseuindications'are found in foﬁrteen'of‘the nineteen arias

u.1n Orlando and AZczna scored for strlngs, oboes :and bassoons 'and four

. . )
ye L

”.fof the fourteen arlas in Giulzo Cesare and Rbdeltnda “with" the same
?_orchestratlon -In ‘the arlas scored for string Orchestra,'51m11ar”
7'tutt1/eolo contrasts also may have been used The'usual.dynamic.indi-

- catlons of fbrte durlng the r1tornellos:nuipzano durlng the vocal

s 8
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iy AR
Sometlmes the concerto prlnclple 1s expanded by €

- \
ﬂents to concertIZe Wlth the‘v01ce
- i

it
s operas,co“taln one obbl1gatd arl

'1nstrument or 1nst'

lft' Most of Hande

1ty of Handel's obbﬁlgato .H_as are Scored for a’ solo !

1 .
orchestral apcompanfment Rare1y does he follow the ol
of accompanylng the obbl1oato 1nstrument only by the co
2 , . i

- .
dolore” inm Alezna 1s one of the

arla ”Credete al m1‘

Unllke many of hls contemporarles, the obbllgato solo &

Lo the r1tornellos but 1nteracts w1th the v01ce through

Durlng the vocal sectlons howeVer the obbllgato 1s su

. A".,

the vocal melody and 1lgrarely treated as an equal to ;

1

' 1s 1n the concerted arlas of Bach

tr

vll.A

mpIOylng a solo

a; he maJor—.f
o , L

nstrument and

der,practlce t;ﬂ:""

)

' PN
ntlnuo th o
i 7»

few examples

s not relegated
%ut the arla
bordunated to

he volce as 1t

'

B S .
! T . *
i e

i

Instruments from the ba51c orchestra a;e someflme'151ngled out

for these solos Examples 1nc1ude the Solo v1011n 1n U

o ‘I

from AZczna and'fSe 1n f1or1to ameno pratb" from quZt

solo cello in "Credete al m1o dOlore” froﬂ AZczna and

bassoons in "La5c1a Amor Ces 51egu1 Marte” fron 0rZand0~‘

o

"

o Cbsare the7f"' '

two oboes and

When brass

1nstruments are 1ntroduced 1nt0 Handel slarlas they are often treated

.as obbllgato 1nstruments rather than as prCheSt“al 1nst
.

: example quZzo Césare,/ﬂZczna, and Ar10dante each cont
SRS
scored for obbllgato horns Slmllarly:”

'nhen an unusual

‘ 1ntroduced 1nto the orchestra 1t 15 usually treated as
Examples 1nc1ude the vtola db gamba in- V'adoro pup111

-

Cesare} the two cornettz an "Par ehe m1 nasca 1n seno”

T and't?L two vzolette marzne ;n "Gla I'ebro mlo c1gl1o"

« :

ruments ~F¢r_f

amn One arla
; ‘l

an obbllgato.<u

€ from quZzo{%"

from Iumerlano:'p

from OrZandb>445€;5f;uf 3

d ed edlted bylﬁjf'

1969), the - :
amoreh-a strlnged

and Ehe orches-ﬁina"

a sosplra" l"‘

instrument is jf“

Towy

athet1c Strlngs ~M"d‘;“




2 the-contlnuo sometlmes occu"

L ”Scherza 1nf1da in- grembo al d\\dov from Artodant”'f“

- contlnuo accompanlment of c,llos basses, and harp51chord ; But Handel"

. whlle Glne}:a_xs accompanled by the,cellos\and harps1chord

v1011ns comb1ned’w1t’gptzzzcato basses,

17 a stage orchestra of oboes and bassoons whlch is $et in opp051t10n Wlth

The ba31c orchestral sound could also be colored by al\erlng the

)

group, as-in the arlas ”No che quest alma” and "Bel placere" from

Rtnaldo. In hlS mature operas, however Handel more often subtracted

‘ 1nstruments from the ba51c contlnuo group Sometlmes he omltted the

- H

basses as in the vocal sectlons of ”Non dlsperar ch1 sé°" from

GtuZto Cesare, or the harp51chord as 1n’

planger,h b” from Tumerlano‘?

;r both basses and harpsiﬁhord, as 1n the

a

B sect1on of "Gla lo str1ngo"“

rom OrZandb : These modlflcatlons of 'uf:

n duets where they are used to en}ance:»'

e.ta mano”d

the character1zat10n For example, 1n the duet "Prendl‘da'qﬁ

from A,fodante the hero is. accomp n dfhy the usual contlnu:'group, ‘

espec1ally'1n nocturnal scenes or cenes of ench _tment‘

\

o de 1ctothe atmospher of the~_

' royal garden“at nlght Another spec1a1 ef'ect 1s the use of a d1v1dedtg]

N

orchestra The ballet and coro from the f1na1e Artodbnte call for R

.\

A, ' R A ‘
the orchestra of strlngs and trumpets 1n the plts/v f‘»*,'_j”;;'”_tfmdf

r

~he-ar1oso ”F1g11a m1a non N




Coonr

Handel

- created perhap\ hlS greatest feat of orchestrat.on b‘;applylng several
o - . ” S o e IR
.ﬁﬁ\? of these san?le\\EChnlques to the ba51c tuttz orchestra The baslc .
- :"s»’t

; te "511very”

.tones sulted Ha‘del's purposes perfectly Thls de11Cate and almosn:ﬂ““"'

o 1nstruments.w1th greater frequency than hls contemporarles., ThlS pre—~‘””

the exceptlon of Aﬁs preference for doublrng the strln&s by oboes and 7f5‘;\

.// «of

Etruments w1th

bassoons, Handel d esfn t appear to have used wrnd in



The'orchestral part 15 not relegated to the rltornellos, durlng the

R
RN

Durlng hlS career as an opera composer Handel was often cr1t1- g-ij'

Alexander Pope alludes to these cr1t1c1sms 1n a footnote appended to

hlS trlbute to Handel 1n hlS poem The Dunczad Book Four 1742

C Mr Handel had 1ntroduced ‘a great number of Hands, and more varlety
of Instruments into the- Orchestra ‘and- ‘employed even .Drums. and -
Cannon to make a- fuller Chorus;’ wh1ch proved so much’ too manly for
the ‘fine Gentlemen -of hlS age, that he was obllged to remove h15

q]MuSlc 1nto Ireland 45 :

[

,',

Although thlS quote refers dlrectly to Handel's expan51on of the orchesJ .

tra Jn the oratorlos SauZ and Israel 1n Eyypt thes:"fdf
B ; \} . .

1'

de force : In Handel's arlas, the orchﬁstra plays a larger role 1n 1ts 3 fwi_f -

1nteract10n w1th the v01ce than rn the ar1as of hlS contemporarles

25T
(‘7

2

pan1menta1 flgures or 1ndependent counterp01nts upon the v01ce, as 1n

the ar1a "Se'l mlo duolfnon e 51 fbrte" from RodeZtndh (see ExampIe-lG)

: 74§Alexander Pope Selected Pbetry and Prose, 2nd ed edlted by - ':[;heg”;
W1111am K. Wlmsatt (Neu,York Holt R1nehart ‘and W1nston, 1951) p 493'““ T




Example 15.

"Example 16.
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restricted to those arias scored for solo obbligato instruments,

PES
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o though Hanﬂeﬁ wrote few arias. w1th obbllgato solo 1nstruments
o

Al-

a large
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prbportxon ofﬂHandel's arlas are of the concerted type because the.v01ce,
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v

:?=-ab0und.4n the.harmbnlc aﬂd meIOdic c11chés df the perlod many of Wthh

v

,.s1mp1e rec1tat1ve from that of hls contemporarles, except that hls.

-
-
-

L Other FOrmsrinJHandel‘s Operas

Slggle Rec1tat1ve L '

Wh11e many aspeces of Handells.epefes ere derlved.from the prac-
tices of earller composefs such as Scarlatti and Steffanl Handel s'
-treatment. of 51mple rec1£at1ve is ba51cally prOgres51ve. 'Hande1~cu1ti—.
vated the dry rap1d declzmatory style of reC1tat1ve that was used by
hls'contemporarles.A The' trladlc melodles4 narrow range, syllablc
sétting, free fhythns and Statlc diatonic accompanlments of Handel'
recitatives attest te this The expresslve mellsmas and. ar1oso pas-.
sages whlch are stlll found in the re01tat1ves of Scarlattl -and Steffan1
are only on rare:occa51oﬂs emp10yed-by Handel- one. of the few examples

"of this obsolete practlce occurs in the thlrd act of OPZando ‘where -

Angellca 1nterrupts Orlando's arla "Per far mla ‘diletta" w1th an un-.
AR v‘ ,' ] '
expected arloso'phrase on the wWords "Del v1ver ancora Mo

Handel like most of his COntemporaries;'preferred to-keep;his

recitatives restralned leavlng the emot10na1 expre551on for the arlas

T - .o
G - )u-'.s\ -----

-and the. actompanied. recltatlves The sample recatatlves of Hande} ,ﬂ"'

ik e

. e .-
. >~ ‘ v . -
. I ,‘...x*v -t R

have spec1f1c rhetorlcal functlens Examplesdlnclude: the use. of a

rlslng second or thlrd oﬂ a: phryglan cadence to. deplct a quest1on (see o

pe s e
~4[<v -

Example 17), the use of a decept1ve cadence or a- dlssonant leap in the

bass to depict an unexpected turn of events or the entrance of a new

character (see EXample 18a and 18b);. and the—use of authent1c broken

L

cadences as per1ods settfngagff—large pditlons of the dlalogue (see

Example 19) ‘Thus It ls V1rtua11y 1mposs1b1e to d15t1ngu1sh Hendel'

o~
P . " S L e e
i L O TR s, o, e s ) . -

. e e T
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v e ¥ e
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Example_l?. Tamerilano, A¢t"T1, x. ,\
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A o e e — S
 ASTERIA. SEs——— e
. a9 ¥ r o .
.. - Pa.dre dim_mi son plu lin.de . s\ i - gliar?
) m o .'f —
] e S . RS R 45 T
. s . Y . 3 : . . o 4
Lo g i ‘ . 5 . R
Example 18a. 'Rodelinda, Act II, vi. .
. . / M i
N c . s "
- .Grimoaldo. Rodelinda.
-, : b — oo
e e e e - “rﬂfﬁwf’ﬁ_@—a T
© d * * - -
cples.st, il /cnn | sar_teab_braccio, : son l:hor talwi - du Heru 1 ri.der I8 meuda.ce,
- ST
S ey = =35 g
S - T - — 7t 7

f .
- . e
Example: 18b| " Orlando, Act I, ix.¥
0. \ i |
'.dor!;‘ .,'oon.rl_eri eho.Or.; lan.tin - al l6nta ixi,v‘di'_‘- qud.)

s

hr 4

Esck il | mago, facendo

. segnojcolla vergl..sqrgc .
" di stterra wna gran fouta:

;. na chel copre MzDpo] 0 ]a
sceoa mgxandou in un .

Orlando.

Chicdi _mi,oh bel.la,

' nuove

delm#no gmrdma L

tatlve can be dramatlcally very effectlve.

- .

,\,

. wmhclmmax as¢Rugg1eme bneaks.the m§g1c wand cau51ng

~

« e 2 CJ-" -

L

“ a

>

o

the enchahted isle and 1ead1ng to the dtverttssement flnale.

< most stretto effect in the dlalogue

1mp1y convent10na1 and routlne mu51c, and often Handel's 51mp1e rec1-

Forvexample, the last three

D N T

the destructlon of

h.u.o~-c»

The short

’,;-'vocal entrles, as. each characterocomes onstage creates an exc1t1ng al-

In Act 1- of Gtulzo Cesare, Handel

scenes of AZcina are treated~as-a singleirecitative which builds to.a. .

‘Example 19. \Giulio Cesare, .Act I, /ix. \
- - N e ot s S A r\L S e —rt N—T—1r—% ‘%ﬁ-‘Hhr—v‘—'{—h'——_k—l"l
Iy 3._"§= T T e e e e e e e s e i R )
P S ¥ Xﬁ = ¥
-sepra, l- .‘o lunc !;Jq ) To Ie‘.r mo. o Quhrera . .. Ma sap-pl cho.gni m o.pra o.pni nan Tu_mic o -
- —‘. [ A - Y R AT I ) "“’,. o == S € age . tpecarz |
g___éf = %kv — v ,71- = 'L_xa —~&- ‘ﬁé T o — .
- ; - A VP )
' ' " \ *HI A ‘.:l .- ce T
: . ' A N N : o v .
operas ‘contain‘less rec} ative‘beCQUﬁefojtﬁé‘Ebndbﬁ”andiehceg'ﬂdjg;ﬁ"
Y o e ’* ' X ety - .. Do - ..'v.- Cow e Ve e w \.{. e e "'_5‘"_"' P ‘:
1ikeffdr‘this particylar style of music.. - #
: S . ' : .. e e, .
The ube of efdry-parlando‘style4of‘recitatiVeﬁdoes nof‘aIWays .
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T

exp101ts rap1d and unusual modulatlons in order to deplct the grlef

| and shock of the Romans ‘as. they are presented with the head of Pompeo.

Example 20 quZto Cesare Act I 111.
B -
R Cesare ’ ; . SCS[O. ’ ) Cornelia. .
| 3 R Nt NS be be o be be -
""G ¥ o ‘i : I e s =
R 3iu - lio, che [ miwrir - -Oh Di.o! - che veg.gio? Ahi | las.sa! . consor.te! - mio ta_so _ro!
. T 'as - ] . L o R |
= , — = , rE e
Cul’lO Cornelia-." . L - 3 . E . C B ».\/
v - rr—i ! B ba o o o o b o o {Simient) nesna‘re.‘ Ay .
L BE S e T e T T e -
’ v “Gnnd'u-_dir! TO-IO_- -me_o," . bar.ba_re tra.di.- -tor! - _iq manco, fo | 'mo.ren.. & Cu_rio, $n porgi |- .
S e = — r 1 . ) A IR S £
L e — T Pz =

;_ACcOmpaniedeecitatiue,

' : Both contemporaqy and.modern crttlcs have pralsed Handei's sk111- ;
_______ ful.and dramatlc treatment of the accompanled rec1tat1Ve. Handel fol—‘ :gt
lowed Metasta51o s, pr1nc1p1e that the accompanled recitative. should ‘ “%

f;§j° :Lbe used wtth restralnt 1n orderﬁthat it retaln 1ts effectlveness 'In-fli,f;:'ffg;,~§wx

.otheoperasof“Handel the accompanled rec1tat1ve 1s reserved for moments‘ o

. : o D R TR

Lo of emotlonal cllmax, when-a character confronted w1th a traglc or 1'”'"

K . N e A

melanchollc 51tuat10n glves expre551on'to hlS or: her’ emotlons

Al.'f '..:'.

BT

ot A R -

though these dramat1c cllmaxes usuarly occur in monologues or solllq— .

qu1es “an 1mpassloned speech such ds a plea pronouncement

~or incan-
tatlon w111 sometlmes be set as accompanled recitative. For examp}e,
BaJazet s accompanled rec1tat1ve "Asterla (che per f1g11a non ti

ravv151 plﬁ)”\ls a plea addressed to hlS daughter,

- - Er

Orlando's,"Vinse-

L ;'1ncant1~°baitaglie” 1s a pronouncement d1rected to

,,,,,

all of the characters
in the opera' and Zoroastro s "O v01
2

er-is an 1ncantat16n 3poken to the gen11.

del-mio.poter ministri»eietti"
In c0ntrast to the arlas, the
orchestratlon in the accompanled rec1tat1ves is 1nvar1ab1y restrlcted

to four -part strlngs.



: '_h;f:{e:“ }:: af'illy.il
L.'n,f‘f'jjhiif:
.The.use of the accompanled rec1tat1ve rn Handel's operas Varles f
7 greatly OrZandb contalns elght accompanled recltatlves and a. grand
5 scena and therlano contalns f1ve accompanled rec1tat1ves and a. grand
‘,scena wh11e Artodbnte and AZczna contaln a s1ngle.accompan1ed rec1—d.
?itatlve each On the average Handel seems to have used the accom— .
» panled rec1tat1ve w1th greater frequency than dld hls contemporar1es,
B although he was not the only composer 1nterested in the dramatlc p0551- f:-f
{ b111t1es of the form For example Porpora made exten51ve use of the
-accompan1ed rec1tat1ve 1n hlS London operas. Wh11e Handel may employ
~l the accompanled rec1tat1ve w1th greater frequency than many later com—‘
posers d1d “he d1d not expand the form ' Durlng the m1dd1e elghteenth;
' century, when composers such ds Hasse were 1ncrea51ng the 31ze of thefﬁﬂ:h
faccompan1ed rec1tat1ve Handel's rec1tat1Ves remalned approx;mately
f_h'the same length hroughout h1s career ‘ The accompanled rec1tat1yesif
1n hlS oratorlos’from the 1740’s;are nobmore extended than'those.dn' £
B . A RRCEARE : S . .
‘hls operas from the 1720”
Rarely are Handel's accompanled rec1tat1ves merely s1mp1e rec1—u
tatlyes in wh1ch the orchestra prov1des the contlnuo accompanlment .
b_as ls sometlmes the case in V1va1d1 (The accompanled recltatlvesiln
-V1va1d1 s Ttto M&nZzo L'OZtmptade and Judttha Trtumphans are’ of th1s .
type ) Usually the orchestra 1s glven an actlve role in prov1d1ng
fdescrlptlve f1gurat1on between and sometrmes/upon the vocal phrases

-yEven when Handel uses only a sustalned strlng accompanlment the dis-

_:sonant harmon1es and bold modulat1ons of hls accompanled"recntatrves

_set them apart from the restra1ned s1mp1e rec1tat1ves One of’Handel'

. most celebrated accompanled rec1tat1ves Cesare s "Alma del gran Pompeo"'

.;does not employ ‘an actlve orchestral part but re11es solely upon



d1ssonant harmonles a d bold modulatlons, lncludlng an unusual enhar
mon1c modulatlon from‘G sharp to A flat m1nor, 1n order to dep1ct the:"'
Shakespearean melanchvly of the hero

> o T . IR

Example 21 qulw sare, "A1ma:_‘_dj.e1%grari.;"Pdmpec,-'""me,as,."}14-‘1_s,_f'

SRS . EEre=a—s AR
- Fine il fa sty Rano. Jexi - chi| vi-vooc-cu-po ‘unmoidoin| guerra;’; opki ri.sol.t'din pnlve S wmaena s
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Whlle some accompanled rec1tat1ves are contemplatlve and are
' H.based on a 51ng1e affectlon (”'lma del gran Pompeo” 1s an’ excellent

lexample), most accompanled rec1t tlves deplct an 1nternal emotlonal

o

confllct ln whlch a character 1s orn between several emotlons._”inf*

'thesevrec1tat1ves, Handel often JUX aposes the varlous styles of accon;.‘
banled.rec1tat1ve >w1th pass1ve and a t1ve accompanlments 1n_orderfi;.;AL'?f‘hsf.fa
"t’to dep1ct the sudden emotlonal changes f hlS characters For exanple

. «l1n the rec1tat1ve “Fatto 1nferno e 11 mlo eﬂko;ﬂ Grlmoaldo s gu11t~ ’
;rldden feellngs are deplcted 1n an orchestra r1tornello w1th 1ts rapld
unlson arpegglos out11n1ng chords of the d1m1n1 ed seventh, 1ts mea—,h

N

"'sured conCttato trllls, and 1ts large angular leaps\\ The mater1a1 of

T a\e -

o the r1tornellb returns dur1ng the flrst sectlon”of the rec1tat1ve
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”Fatto 1nferno é ul mlo petvo i measg 31-34. - ey

'Exampié,ZSQ RodeZtnda




A1c1na s accompanled rebltatlve ”AhI Rugglero crudel” is also

: . . y . ) . . .
'A_1vided 1nto several sectlons In the flrst A1c1na 'S bltter lament i
g - [ LS

"_-over Rugglero s betrayal is. accompanled by sustalned dlssonant chords,

i ""‘ . . T

o of the orchestra each vocalfphrase is 1ntroduced by the same. rhythmlcflpilifq"

R flgure In the second sect;on A1c1na asks the furles to a551st her RN

L Thé‘dréhestra
; here plays unlson fTourrshes deplctlng the furlesg and acéonpanles the N
< f‘cpncztato vocal part w1th punctuated chords ‘ In the thlrd sectlon,

SRR A1c1na reallzes she has lost her maglc powers and 51nce the furles

+.

do not answer her the orchestral accompanlment 1s 51lehCed Only the
. [ : .

concerttno v1011ns are employed to double the strange angular 1ntervals' "fhvtw

. o . - . . . ) "
» 46 - F
v of Alc1na s desperate crles, perhaps to a551st the 51nger s’ 1ntonat10n o E
Exa:ple 24 . AZczna, ”Ah" Rugglero crudel ! meas '97 31 R B
ol e ”-_; L "n\\ g Y. o Eyy :
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/ . 1 _ | -‘ : b,/' . B e . ‘ -
.- *f"In order ¢o empha51ze A1c1na s sudden reallzatlon of her loss of power 5
o over the furles, Handel Juxtaposes the tona11t1es of F maJor and : {j’;j : ?_f‘f}‘jg

A, : .
)'. 3

‘%j;d$'sharp major separated by a D maJor plvot chord

Example 25 Alczna ”Ah' Rugglero crudel " measu 23 26"
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After a sectlon of«uncertaln tonallty (see example 24), the rec1tat1ve
_cadences in B mlnor w1th a Plcardy th1rd

The accompanled rec1tat1ve often leads tow da capo aria for ‘the"

same- character.‘ For example,"Grlmoaldo S, ”Fatto mnferno e 11 mlo

'.'_"" 13

',,A. .

«hpetto” 1s followed by'hrs ar1a “Pastorello"“ﬁ

A1c1na s 'Ah! Rugglero crudel"'ls followed by her arla‘”Ombre palllde.'_',.;~

\Because of the greater degree of teh51on ereated in the accompanled
'rec1tat1ve, the follow1ng aria is 11ke1y to be rather expan51ve.: These
accompanled rec1tat1ve/da capo comb1nat1ons create large -scale mus1ca1
i~.scenes Wthh are used by Handel as p01nts of- cllmax w1th1n an act
o Handel was ‘one: of the first composers to prov1dé hlS accompanled
rec1tat1ves w1th descrlptlve 1ntroductory r1torne11054 Dur1ng the 1730'5;
;

'hﬂ“Rlnaldo da Capua clalmed that he . was the f1rst to. empon rltornellos to

g
"express or 1m1tate what it would be r1d1culous fon the v01ce to. attempt " 7\

7Charles Burney, The Preaent State of Muszc %n France and Italy
(London T.-Becketq 1771) pp 285 86 .
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1n the recltatlves "Pompe vane d1 morte'” and "Fatto 1nferno e 11 mlo._i;‘7'"

S . -

V.f petto” from Rodé?tnda and ”Alma del gran Pompeo " ”Dall' ondoso‘%
R ¥ S
perlgllo " and ”V01 che m1e f1de ancelle” from Gtulto Cesare.-‘ln

each rec;tatlve the opeplng nltornello~1s\used to dep1ct_the emo-f.‘

. . S e
e E

“

ground : For example, in ”Alma del gran Pompeo M the openang r1tornello B

e s e L Came . & N

dep1cts.both the melancholy of'the hero and the ghost of Pompeo »the

a - : |

mot1Ve of the rltqrnello 1s 51m11ar to the mot1ve rrom the second sec-'

b -

tlon of.Sesto S, double affectlon aria’ ”Svegl1atev11nel core” in wh1ch

o
he sees a v151on of hlS father s ghost ';,f“ “\
A B |

. forchestral'and Ensemble Music

Unllke hlS Itallan contemporarles Handel attached great '

;Qflmportance to, thelorchestral mus1c 1n hrs operas fThls emphasls shows

n“,’» 5 ‘..

the 1nf1uence of French mus1q,,whleh Handel eXperlenced second hand

e . 4104., .....
“ o

"'f‘ through the mu51c of'Relnhard Kelser wh11e he was employed asa v1011n—-j

'tv.’

ik

1st -and harp51chord15t at the Hamburg Opera : In hlS German operas

l

Kelser 1ncorporated the Itallan aria and rec1tat1ve, the German Lted
: and French Orchestral music in a- hlghly eclectlc mannerr' L1ke Kelser,.

Handel began all of hls operas and most of hlS oratorlos w1th French

ouvertures rather than w1th the more modern ltalian 51nfon1a,, The

French ouverture w1th 1ts slow ceremonlal 1ntroduct10n and 1ts fugal

J

AZZegro was a congen1al form to Handel's;mUS1cal style. Although the

PR
,.‘4

B

' opera thecon51stent h1gh‘qual1ty oﬁ the méﬁac and the .serious tone

-of these overtures 1nd1cates that Handel con51dered them worthy of

P L . - -

overture B tradltlonal functlon was to qu1et the audlence before the :i“'

tlonal state of the character and sometlmes to suggest the scenlc back- a s




B e ) ‘,.:on S
more attentlon some of Handele“finég orchestral mu51c can be found

Lo e w-*-' "V'_‘."'_ . IR P St

1n the French overtures to hls operas and oratorlos._ The overtures d-fjff""

P .’4

"'are usually followed by one oT . sometlmes two blnary dances.A The llght

character of these dances contrasts weIl w1th the severlty‘of'the overr 7?1

e . -
- e - .--,..r_

-
e

: ,.t,. s »—-—- .

_,,.,.“.-! . e

.hturesf Sometlmes Handel llnks the overture to the opera by~1ncorpor—7-d-_nif?w R
at1ng the dance movement 1nto the dramatlc actlon for example,xln R

'

..qul&o~€esare the minuet of the’ overture 1s transformed 1nto thie -

open1ng chorus of the opera wh11e in Artodante the gavotte of the IQ*A. . Lot

B a8 L

overture returns 1n the ballet flnale to Act III

‘The 51nfon1as 1n Handel's operas, llke the overtures seem»t S

. . PR
Ll ‘q R RS . E

_ be derlved from French rather than Itallan op ra In contemporary

--«:7-0.,;-v

T

Itallanloperat 1ndependent orchestral mu51c 1s

S e :‘

one or twd br1ef nondescrlptlve 51nfon1as. In Handel's operas, es~ ~va:~“l

~.
. v‘-“ e e . ‘\ . )."'-"

Although these p1eces are never extended they are: often treated 1’

cen - e
> ‘_N_,, : ,.‘,»

v-"‘ __-..a.‘:r

h1ghly 1nnovat1ve manner and contrrbute much to the drama. For ex~ :

'ample the slnfon1as dep1ct1ng the descent of Parnassus 1n Act II of ) Vi
IR S
Gtulto Cesare the pr1son scene in Act I of Tamerlano the rlslng of

o,

the méon 1n Act II of Artodante, and the f11ght of the genll in Act III
', of OrZandb are among Handel's most 1nsp1red and romantlc creat1ons,-
comparable to Rameau S flnest symphonteS“ rFor example the slnfonla

whlch 1ntroduces Act I of T&merlano not only deplcts the prrson scéne,y'

but also the despa1r1ng emotronal state~of the prlsoner BaJazet. The ri;g;i:'”" s

A ) N

P S T e w I L. e

0- ~ e

- Charles Cudworth "Handel and the French Style," Muetc and
‘ Letters 40 (1959) 122 3. et
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mu51c rather than farming' t‘out,to’one of the?orchestrai pliyers.

)

Ballet dzvertzssements ashumed a rare degree of 1mportance durlng the

/._ o

1735 season when Handel had at h1s dlsposal the ballet troupe of Marle o

Sallé n,Handel took advantage of thls opportunity and composed Sub— ~_

stantlal ballet sequences 1n the operas Arzodante aqd Athna and in ¢

_-i_. o dzvertzssements are placed at the end of each act whlle 1n Athna
' '?they are placed at the beglnnlng of Act I and at the end of‘Act III

s - ._'a..-,-

-
-*'.;.~_<.«\ 3.»«:-.» ‘..;..,_t,,_""_r R R _A Ul -

‘4The dzvertzssements occur at approprlately fest1ve p01nts 1n the drama

anrepresentlng the: engagementwand later‘the weddlng celebrat1ons f°§§ T

the.reyqyals of Atalante and IZ Pastor deo In Arzgdqnteqﬁtheuballet»'5ﬁ”3“ '
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o “”Le Sommell" from Lully s Atys (1677) and was probably sugge:hd

whlch she is haunted by good and*bad dreams Up:

Glnevra and,Arlodante and the pleasures of Alclna s court In Act B

lament -”Il mlo crudel martoro "'she falls 1nto

v

'xiexhausted sleep 1n '

N

Ay
,1'7

*

act to an’ unexpected close -[Thefidea’for'thisﬂseene;w taken from ,"

P el -

Hindel- by Marze.mSallgé by 8 éxfei s ""SC? ~'£‘qi¥d oF the. music that he

wo 1'%

erl when edltlng-the eomplete works of Handel mnstakenly ;f

omltted the ballet £rom

"*f coro and the occa51on l choral 1nter3ect10n durlng the opéra Untll

&

1d not requlre a: chorus Any choral passages

awakenlng, Glnevra o

Choral.muslc 1n 'ost of Handel's operas 1s relegated to the flnaqu

azs

i,



~

f{_?of ﬁ%yptlans halllng the entrance of Cesare, wh11e in Act 11, a chorus

“:15 nothlng in. these operas to suggest that they Were wrltte at the 7;
o _."_‘-isame t1me as the orator,los Athalza, AZexander s Fe% SauZ a\nd Israel
‘\xan Egypt Burney explalns why Handel d1d not adopt hlS celebrated S

o durlng the f1na1 rltornello to Cesare s ar1a "Allampodel;

i,were sung by the comblned members of the cast whose names were usually

‘3.

i»;wrltten be51de thelr parts : Only Handells‘late operas beg%nnlng w1th

-h;those wr1tten for Covent Garden requ1re a small chorus 1n these ‘ff-""'

.foperas, the choral parts are de51gnated by vocal ranges rauher than by .
fthe names of the 51ngers In addltlon, the choral mu51c is: glven a
'sllghtly hlgher proflle 1n these operas For example Artodante and
Alctna contaln three and four choruses respectlvely, wh11e Iumerlano,

W

'»Ebdeltnda and OrZandb each contaln only a. 51ng1e coro However .there

. :_,,. \ :

choral style In his. operas _": “."’_‘\s"’:il"-,f' >hsﬂf L \;c.~P‘~"v*

P . -
o TS .

., .

in the church style ;.1 i the performers hav1ng the Mu51c before
-,g them, ‘are not ‘obliged ‘to get ity heart, whereas an opera chorus
‘being in action, ‘and: commltted to memory, must necessarlly be:
. short easy and dramatlc 52

\.

Although the choruses 1n Handel's operas are short and 51mp1e,‘

‘1_they can be treated 1n a dramatlc manner In qulzo C@sare' the coro

;1s 1ntroduced dUrlng the mlnuet of the overture, representlng a. crowd
/ ~

7>of consplrators 1nter3ects w1th cr1es of 5"Mora mora Cesa_e mora'"

In Tumerlano and AZczna, Handel's sklllful treatment of t e coro great-~;>

»

ly mod1f1es the conventlonal thﬁo fine In Tumerlano Jhe Zteto fine

- J

follows upon the death of BaJaiet Although the text of the coro’

J. K

f1na1e "D'atra notte ii m1ra51 a scorno d'un bel 1orno" is 51malar Lot
g 8 L

u '."'.." . _‘.s .. .‘ B ; .‘ :

Low

RN RS RN bty

“hurney, 4 Genieral Hibtory of Wiaic, p. 687,




to that of the Joyous coro in Rodeltnda Handel 1gnored the ba51c

affection and composed an E m1nor saraband whlch serves ‘as a choral . g

v

R ‘_) ‘ " .jzf' R Y
lament.for the death of the hero. The 1ament1ng qua11ty of this eoro T

13 empha51zed by the dark scorlng for three altos and a bass and by
the absence of brass’instruments >3 A 51m11ar 51tuat10n occurs in the
: flnale to Athﬁa the coro which follows the death of A1c1na and the'
uzdestructdon of_the enchanted isle represents the reJoic1ng'of Alcina's,
Iiberated suhjects. This coro is also-a Saraband, in’Glaﬂnor; and, as
in Tameriaﬁa, serves as.a lanent_fofvthe death of the-hetoine.‘ This
coro was intended as a dirge as isfproven by the factvthat the nusic
'1s derlved from Apollo s lament over Daphne s metamorph051s in Handel'

a

Ita11an cantata Apollo e Daphne.

Handel s treatment of the»ensemble does not differ'greatly'from

that of his contempofaries. Handel's operas,usually contain one orv
tno'duete, usually for the prima donna and primo uomo and sometimes
é'e seconda donna and‘the gecondo uono. There are two types of duets,
those expressing the hapoiness of mutuai affection, and those'expres—
singkthe sofrow of forced separation. For example, the duets "Prendi

“ 1

da uesta mano” and ""Bramo haver m111e cor1" from Artodbnte "Carol -
q _

. pid amabile beltaw from Giulio Cesarq and "Vedrb ch'un di si cangera”

‘.-

f&om Tamerlano are examples of the former, -and "SQKénato a sosplrar”
g - -
from Giulio Cesare, "Vivo in te" from Iumerlano, and "Io t'abbracc1o . i

K

le plﬁ che mofté espro" from quelznda are examgles of the latter. ‘The -

Pkt
kY

”

b
_affeotaon kS usuaf!!’mﬂ’Lal because the two cﬁ?&a&ters are g1ven almost

.
,,an‘:‘ .
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. & < jdentical texts? These duets are actually da capo arias for two sole--

ists ratfér #hin trwe dvematic.ensembles.. The.tws yoiles share the’ = °

-

B PRI Loy 1l L L . ~ §
" . -same matgrial, and usually sing in alternation or together in parallel
. T
thirds and sixths. Gountequigtgis usually restricted to imitative

-
Arua

vocal entries.
-Only when there are two contrasting texts, rather than two par-
: L, - . - 2 . . i

‘allel texts, does Handel make any-attempt at characterizing the vocal
' : - . Lo . o . o . i
parts. This type.of melodic characterization is more frequently found
in the trios and quartets which tend to have cgﬁtrasting texts. ~ For

i

example, in the trios .in Orlando, Tamerlano, and Alcina, twe characters

. with parallel texts are set in opposition to- another characferwwith_a:

3} different text. ~Handel delineated these .two opposing groups-byfﬁrbﬁid:
ing one of the.characters with gontrasting melodic lines. For example, -

in the trio '"Non @& amor, n® gelosia" from Alcina, Bradamente and Ruggiero,
who are about to leave the enchanted isle, are confronted:by Alcina WhQ

‘tries to cqQnvince them to Stqy{ ‘Although the voices sometimes share the

same material in long points of iffitation, during the‘dialogue sections, &7
. S ot o ] .

) - -b ..-4 ‘-. Ce 3
Alcina's’vpcal‘llnesfare characterized by their upward motion and their

qolorﬁtura flourishes as epposed to the -downward motion and sylfabic

"setting of Ruggierd"s‘ﬁnd Bfédamantels‘vocalfiines.'
.Example 27.. Alcina} "Non 2 -amor, n? gelosia," meas. 25-28.

& .
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‘Formal Manipulation in the Arias of Handel

. ::Handel:often manipﬁlatei the,formsuof opardasenidfiniorﬂer-to”'
enhance the. drama and create musical varlety Because of the high.
degree of Standardization, espec1ally durlng the time of Handel's ma1n
- operat1c act1y1ty; any dev1at10ns from the norm eyen of the most
subtle kind, were readlly not1ceable and could be used for dramatlc
JepUrposes;54. Handel was certa1nly not the only composer to exp101t thev
conventlon in th1s manner because most of the formal 1rregular1t1es
in Handel's operas can also be found in the operas of hlS contempor—"'
aries. In addltlon,»the composers can rarely take full cred1t for ' G s
‘these experlments because they were usually determlned or suggested |
: by the llbrett1 Like most composers¢3fthe perlod Handel Was usu-
ally content to fulflll the prescr1pt1ons of his l1brettlsts Perhaps
One of the reasons why he chose older 11brett1 is that “they aIIOWed
more opportun1t1es for 1rregu1ar1t1es than did the dramatlcally super-
ior but formally more r1g1d l1brett1 of Zeno and Metastas1o 55 Because
many of these formal 1rregular1t1es are determlned Oor suggested. by the
llbrettl, they are more promlnent in some operas than in others, al-
though they can be found 1n all of Handel's operas Regardless of
whether or not these mod1f1cat10ns in form can be attrlbuted to the
-

l1brettlsts, or can.be con51dered as standard formulae common to most

/compoders of the perlod Handel's skillful and varled treatment of them
B ;\J '

~

' s4.Thisis the basic premise of Wlnton Dean s book HandeZ ‘and. the
‘Opera Seria, see chapters 2 and 3. :

5M1chae1 Talbot, ”V1vald1 s Z%to Manlzo ' an artlcle accompany-
ing the:recordlng of Ttto Mbnlzo (Ph111ps 6769 004) :



‘

attests to hlS talents as a dramatlc _composer and to hlS 1nherent1y -

dramatlc approach to opera seriq.

- o - 08 ™ R T S SR T
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Irregular Ritornello Structure

One of’ the most basic 1rregu1ar1t1es 1n the da. capo aria form is

the alteratlon of the standard r1tornello plan of the aria. In cer-
 tain 51tuat10ns Handel om1ts or postpones the openlng r1torne110 in
order to convey a sense of urgency or spontaneity. The. r1tornello
occurs e1ther after the solo1st’s openlng phrase or is w1thhe1d until
1‘the end of the A sectlon sél Occa51ona11y thls alteratlon is suggested
by an aria text whose openlng phrase serves as a.contlnuatlon of the
4preced1ng rec1tat1ve as is the case in the arias from Scarlattl s
dercO'AtttZ%O Regolo., For example in- the ar1a ”Lo fard: dlro

- fspietato” from ‘Act T of Rodelznda the openlng phrase is’ Edu1ge s

answer to Garlbaldo s questlon "E Pensi- d1 poter 107 e lo faral7"

However thlS alteratlon is not dependent upon the arla text but rather.

\

upon the dramatlc 51tuat10n and can -occur in a great Varlety of d1f—:
*ferent 51tuat10ns in order to emph351ze a character s grlef (as 1n

”Prlva 'son d'ogn1 conforto” and "Plangero la sorte mla” from qulio

.

' Cesare), anger-(as'in "Barbara "io ben 1o sb" from AZczna), de51re (as

‘1n ”Unlsca amor in n01” from OrZanda),.or haste (as in ”Non e plul
.tempo'! from T&merlano) " In Armodbnte Handel uses thlS mod1f1cat10n
-of the da capo form as one of the means to characterlze hlS her01ne

The openlng r1torne110 is omltted ‘or postponed in. two of Ginevra' s

five da capo ar1as, one of her two duets (the one in whlch she is f1rst

56Dean,'HandeZ’and the Opera Seria, p. 158.

- . . . - ; R .~
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' ‘to sing), and both: of her

q .
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Jtq Gl“evra~5*31135“-€0ﬂtrrbuf€§ §b h@h’ﬁugrgal»characterazatfbﬁ’by R IE AR
L. R ) v.@_
v B B E F e g oo E L A .

%' .Vf L emphas121ng the spontanelty and 51ncer1ty<xfher emot10ns.~ ;
y . C o . 7 R . ot
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Double-Affection Arias

N VN
S e e e '.--‘_:, < S
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Most of Handel's operas contaln ‘one or two arlas in- whlch the.‘
second sectlon 1s set in complete contrast to the f1rst Handel employs
, thlS type of .aria only when the ar1a 's second’ strophe seems to estab11sh
.a second affectlon Contrast is achleved by rntroduc1ng new materlal
.” and by changlng the tenpo metre‘ and orchestratlon In Handel's operas
' thlS type of double affectlon ar1a is usually reserved for traglc sltu--.
| ations 1n wh1ch a- character is torn by two conf11ct1ng emotlons..-Be;T
| cause the dom1nant emd%lon is placed in the first sectlon, ‘and the sub-
ordlnate emotron in the second sectlon the return of the&domlnant eno—"lﬁi
tion in the da capo repeat is. natural and even loglcal ’ The double S
:affectlon aria is usually based on the contrastlng affectlons of sorrow
and vengeancev W1thln these ar1as one can clearly observe the tech—,‘.
th

_ nlques of the Afféktenlehre employed by Handel in the deplctlon of two -

of the mo' 1.common affectlons found in opera serta.

Cleopatra s ar1a "Plangero la sorte m1a" from quZLo Cesare is’
a cla551c example of the double affectlon aria. In the £1rst part of
" the arla Cleopatra bewalls her 1mprlsonment and 1mpend1ng executlon )

<wh11e in: the second part she swears that after her death her ghost

wﬂdl haunt Tolomeo'

The f1rst sectlon 1s a slow lament 1n E maJor

E 3/ ”metre, scored for transverse flute, f1rst and second V1011ns, and

- con gnuo whlle the second sectlon is a f&rioso AZZegro 1n 4/4 metre

scored for obbllgato cello unlson v1011ns and contlnuo (see Examples

28 and 29).

3
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' ““d'"The contlnuous 'wnward motlon of the vocal ﬁhrases; -
- g1ca11y placed colqratura passages on the word ”agdterb” of the‘B seéc-
N\ )
© tion contrast sharply w1th the expre551ve upward 1
settlng ‘of the A sectlon.
is also enhanced by the use of a ground bass, a tech 1que wh1ch 15 ex-
tremely rare in Handel's 0peras (see Example 28)
) treated w1th a h1gh degree of flex1b111ty w1th regards to melody and . .
rhythm and 1n two passages, 1t is replaced by a free b,ss 11ne.lh~' :
Although thlS Juxtap051t10n of SOTTOW and vengeance 1s a standard \f
formula in-the double affectlon arlas, the manner in wh1 h these two R
affect}bns'are depicted is“highlyﬂvaried,[giving each'ari,'an indivi; S
“ 1 , - o . i+ o h B - o
dual character. -In Alcina's "Ah! mic cor," the sorceress expresses her o
grief upon hearing the news of Ruggiero's departure in-the \first section, .
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;! hwhlch superlmpos

whlle 1n the.seco d sectlon, she threatens to prevent hlS escape

contrastlng affec"lons, Handel Juxtaposes an Andante Zarghetto lament

maJor 4/4 metre In the flrst sectlon, the four part strlng orches—

tra prov1des the short descendlng "51gh1ng” phrases of the vocal

'mi

B
Iy

the second sectl n the upper strlngs are reduced to unlson V1011ns

" P i . o .l

concttato f1gurat10n upon the agltated vocal melody

LA

,(Example"sl)ur qhntrastwbetween the(t (o] sectlons is. also emphas1zed
S

. by alterlng the r1a s tonal structure The standard modulatlons to

1»/ Ethe relatlve ma'or and the domlnant mlhor are’ reversed the flrst
" . H 2,

y

' vocal paragrap cadences 6n the domlnan mlnor wh11e the B 'section

TR BN

f}f' cadences on the relatlve maJor glvlng tfe A sectlon complete m1nor-;p

/.

: mode colorln and the B sectlon complete major mode colorlng ~The ...

thlS arla 1s enhanced by the ﬁnterestlng manlpulatlon of :
BN

polgnancy 0

\

the arla s r1tornello structure The open1ng r1torne110 wh1ch re-

\

turns as rhe accompanlment to the vocal melody is non themat;c and

\
1mpress1on15t1c" ‘in- 1ts overall effecﬂ However infthe'finalv

j~r1tornfﬁlo to the f1rsﬂ sectlon (see Example 32),

thé,upper strlngs ‘hltherto almOSt conflned to the mournful
détached chords . break -into a passiopate yearnlng theme in
- magor key, unrelated to anything heard before, that seems to.

reveal emotions- too deep for words, in muéh the- same way as the Coa

coda of. Pam;na s, G m1nor aria 1n The Mbg}c FZute 57% . yy-

‘ .
/

/

melancholy of- the lament 1s 1n1tlated approprlately enough by the

*"Dean, Handel and the Opera Seria, p. 46.

through the use of her supernatural powers In order to dep1ct the:;f"*5

ai--uoc'. e » e ° .‘-o- .

&n CVm1n0r° 314 m'trey withan! AZZegro»vengpance’arretta P E«flao Treeie

f 'melody wrth an ") dependent chordal accompanlment (Example 50) h‘}'i"
i S

h the da capo the openlng r1tornello 1s 0m1tted and the return to the
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T,

-

xampiej§2;- AZcina; "Ah! mio ceré”_meas. 92-101.
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oice. The momentum of thé B sectlon “in effect collapses upon the
ocal entry of the da capo (Example 31) ;Through_the subtle manipu-
atlon of da capo form, thlS aria ‘

expresses‘with‘inccmparable vividness the confllct between
- grief, love,. -injured pride, and vengeful fury ‘that is tearlng

. her apart,and the 1ndec151ve result 1s reflected in -the da capoﬂ

T

A

ThlS pattern of sorrow/vengeance can be : reversed as 1t is 1n

Arlodante s aria- ”Tu preparat1 a morire," wh1ch deplcts the hero s

‘1nner confllct when he hears Pollnesso ] slanderous story of. G1nevra S

5 \ -
nf1de11ty The f1rst sectlon is- d her01c coloratura aria 1n E maJor,

Liegro, 4/4 metre ,. in whlch Arlodante swears vengeance -upon Pollnesso,

N

for hlS slanderous tale - The second sectlon.ls a traglc arloso lament

'1n E mlnor, Larghetto 3/4 metre In wh1ch Arlodante vows that if

Pollnesso speaks the truth he w111 dle of despalr Instead of chang—_

1ng the orchestratlon in the B sectlon Handel changes the key, ‘em-

P

loylng the tonlc mlnor rather than the usual submedlant and medlant

modulatlons The structural proportlons of thlS aria are unusual

the B sectlon tradltlonally the shorter sectlon of the aria, is longer

58Dean; Handel and the Opera Seria, p. 45,




.';and doubts Glnevra s fldellty .

fthlrty three measures of AZZegro Perhaps Handel gave the B sectlon

.‘/

' than the A sectlon——thlrty seveu measuresxmearghetto as opposed to

Lt o®
i ¢ -

_.greater 1mportance to convey the 1dea that Arlodante is truly fearful

il

o One of the must unusual examples of the double affectlon arla

1.‘is ”Gla lo strlngo gla*l’abbracc1o” from Act I1T of OrZando In&thi;ﬁ"

- self 1ndu1gence is deplcted ‘in an unusual dargo

usual submedlant and medlant modulat1ons ?he

aria, Orlando, at the he1ght of hls madneSS mlstakes Dorlnda for -

‘yAngel1ca s brother Argalia, whom.he challenges to mortal combat In

,,,.-.._vt

\\he f1rst sectlon Orlando boasts he w1ll crush h15 opponent w1th hlS

\‘1 L !
bare hands, and if that 15 qot enough he\W1ll then challenge Mars
Se < \ g

.'The A sectlon is a her01c aria all’ untsono .in B flat maJor and 15
. v W

v e ‘e

\

g def1gnated A4 tempo dz Gavotta the same dance metre that Handel 1ron-

‘ically employed 1n Orlando s mad scene 1n Act I1 (for the follow1ng

analy51s see Example 33 whlch reproduces the entlre arla) The flrst
vocal paragraph of the A sectlon cadences 1n the submed1ant rather
than 1n the expected domlnant “In. the second sectlon Orlando 1ma-

g1nes h1mse1f dead kllled by the torments bf love, thls emot10na1
= ¥

i

1

four part str1ngs,_w1thout basses and harpﬁlchor :'?Instead of the

iOSolbegins ‘in the
l

domlnant mlnor and modulates to the supertﬁnl

'of A- flat minox. There is a 51m1lar1ty bétweén thls piece and the

/ /
ar1o§Q sect1on "Ah! misero e schern1to” 1h rlando s mad scene where

.-,,

’he 1ndulges 1n the ‘samé fantasy (see Examp e, .54). As 1n A1c1na s "Ah!

Hmlo cor,” the r1tornello structure of th1§ ar1a ‘is very unusual. ';Ber

*’/

' ‘cause the orchestra is. gompletely depehdént upon the v01ce, elther

dothlng the- v01ce in the A seétion om/prov1d1ng chordal support in

%,
* /
‘o

ioso accompahied'by

through the: dlstant key -

136 "
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- the b‘sectlon only at‘the‘flnalycadence of the da‘capo does.the or—f_f
1ichestra prov1de a concludlng r1torne110 Thls r1torne110 is: not based

Ai‘.on the mater1a1 of the ar1a but on new: materlal wh1ch 1s remlntscent .
'E:of the coda £0 Orlando S mad scene. Thus Handel creates’a ser1es of ’ " ot
}/{subtle relatlonshlps between Orlando s mad scene 1n Act II and hlS sub-,
"sequent aria in. Act III The effect of madness is also empha51zed by

TR

Athe 1rregu1ar tonal and r1tornello structure ot

?unnsualiorchestra-
' tlon' and the Juxtap051t10n of ‘two’ contrastlng a Nections._.The double

' affectlon aria has been con51dered in. some deta'p because in addltlon

S N . : - g
‘Lto creatlng affectlve contrast between the two sectlons of the da- capo
arla Handel usually employs other formal 1rregu1ar1t1es wh1ch g1Ve

these arlas ‘a hlghly 1nd1v1dua1 proflle

'ipInterruptedzAriastl:f'd";'J :1f.‘ . I'Jwg,--‘~: _ ,-g,'..; o

: Many of Handel's opera% contaln one’. or two arlas wh1ch are 1nter-;‘j‘

-

Arupted by the dramatlc actlon Unllke the 1nterrupted arlas in Act II

of Scarlatt1 s Murco Atttlto RegoZo Handel and/or hlS 11brettlsts only e

'

m"employed thls formal 1rregu1ar1ty at certaln c11mact1c p01nts 1n the

>

g drama. Sometlmes the 1nterrupt10n 1s only temporary, as 1n Bertarldo s,

- aria "Con rauco mormorloJ from Rodeltnda where the aria 1s 1nterrupted
_by-a‘short rec1tat1ve a51de by Edulge, 1nserted between the B sectlon
~and the- d&l segno repeat Thls temporary 1nterrupt10n alters the
usual’ key structure of the B sectlon whlch cadences 1n the supertOnlc:d
‘rather than in. the expected medlant Most often the 1nterrupt10n
‘.f'changes the dramatlc 51tuataon, and the ar1a is noﬂ!contlnued é
ithe love duet "Prendl da questa mano," Arlodante and Glnevra are 1nter—<

rupted at the beg1nn1ng of-the .da capo repeat by the entrance of the_ f"
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Klng, whoﬁ “ / L ' . B -» . . : - ’ - "'_ . v v ..
' 'takes botfi their hands;and’ glves them his - hle551ng in rec1ta- SR
tive,. the¢ action - continuing without a break \Everythlng
, bu11ds up ' to- the.Klng S 1nterrupt10n _wh1ch comlng just as. we
"7 reach tife ‘expected da 'capo. achieves. the maximum surprise;.and - .
‘ it conveys: movingly and economlcally the dramatlc p01nt that o .-
he faY?rs the unlon of. the lovers 59 D : ST

v

. The 1nte%rupt10n, whlch is" fndlcated 1n the or1g1na1 llbretto occurS'

.

iblddle of a word and on’a dlssonant supertonlc four two chord O Lo

EXamp1\ 34 Arzodbnte, ”Prend1 da questa mano " .meas. 8‘6&83an’dr h
1nter uptlon.z_ ’ Al e B ' S
R Y . ‘: T .'. : o e .
4o o SCENA V1L , o
. TR » ) Mentre rrphuum il Duettp purgculum l\ mmo GLRE -
C /: entra nel wrzzo e prende la nagy 3" Ariod: mh-l . :lclh r&lla
el e ,\Rm:n\rs (-He\rn ['(b: ()nomnolrgu.qrdu
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The duets ”thornava al suo bel v1so" and ”Unlsca amor in an" -

from Orlando are 1nterrupted by the 1nteract10n of the two characters B

s o
X

1nvolved / Both duets are rather 1rregu1ar:u1that the characters 51ng

T

§1n alternatlon rather than together~_ one character 51ngs ‘the A sec-
t10n and/the other slngs the B sectlon "thornava al suo bel v1so"'

f_beglns_ae?an arla for Angellca in whlch she expresses her love for .

At the end of the A sectlon Medoro enters and takes up the

QIelody in the relatlve m1nor, expre551ng hlS affectlon for Angellca

.
-

. /“
i 59Dean Handel and the Opera Serza pp 105 106

'/ Ib1d., p. 106 ' S ,]"_. ,f‘:;g'
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" At thls p01nt the 11bretto calls for a da capo repeat but instead .

'. the actlon contlnues 1n rec1tat1ve w1thout rega1n1ng the tonic, a5'
| 61"

‘ﬁAngellca tells Medoro of her de51reformarr1age.

K]

In the duet . "Un1sca amor in noi," Orlando attempts to seduce the

»
'WW A\.';._.j L e gI® _'

shepherdess Dorlnda Dorlnda is exc1ted about the prospects of hav1ng “?.
'the great Orlando as her lover, but becduée/of her lowly statlon she. - _‘¢;§f
~does- not be11eve hls vows The two dlstlnct affectlons caused Handel*’ T ‘5§
-_te concelve thls duet as a double affectlon arla for two s;ngere The. - .* 'é:
ST i

duet beglns al a. saraband ar1a 1n D mlnor for Orlando accompanled only
by the contrpuo The om1551on of the openlng rltornello empha51zes :ffv;_f-f' B

Orlando 's urgent de51re Dorlnda answers Orlando 1n an Andbnte sectlon

-'!

1n 4/4 metre whlch serves as the B sectlon to thlS duet Her eteltement

is deplcted by the haphazard arpegglos of the v1011ns and by the rapldw
1 - s

b
modulatlons ] Orlaﬁﬁo returns to hls seductlon Ain the dé‘capo but IS

3 ‘/-, . ‘ . 1’ ) . : ) l‘
contlnually 1nterrupted by Dorlnda 5 skeptlcal questlons 1n 51mp1e rec1-_n'
tatlve '. - jfvyi oo f n‘
grqju’; tuo nnaﬂf,Vﬁ., g
== } = l ; - { r = = ‘ ;_Lﬁ : . |
AL,'l_'::' - N . '--. ,:.\.. t :
BT IS B S'ﬁ'" NN B ! y
Vel "02- VoLl gk o |, (um yroni po- ud- Dc.l ah!] pd, CseilArgalioa, frad R
T O e v — - — t T : s 3 . [
61W1nton Dean;'"OrZandb ‘One of the Masterpleces of the 18th DRI j!
Century Theater,ﬂ artlcle accompanylng the recordlng Orlandb (R C A : T
LSC- 6197) ‘ : SRRV o s ap B N
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'‘After three interruptions_af‘the safaband; Orlando breaks into simple
In his hallucinations, he mistakes -

.

recitative as hisymadness returns.

P . .

Dorinda for Angelicaﬁs‘brother, krgalia,‘whom'helchalienges.td a duel;

in the bizarre doublé‘ﬁfféction aria "Gia lo stringo." )

o

Sometimes an aria can be interrupted by an.arioso, an accom-

‘panied recitative, or a sinfonia. For example, Orlando's aria ''Per

far, mia dilettq” is interrupted on the final vocal phfase_of the A

section prior to the Mosing ritornello by Angelica's arioso 'Dei
. 3 _ - " " ."

viver ancora' as she prevents Orlando from committing suicide.

‘Example 36.

Orlando, "Per far, mia diletta," meas. 22-29 and inter-

‘The regularity in which the,''grim'" unison ritornello returns through-

b

out the A section'makes the interruption even more unexpected. Because

.

B

.

<

ruption.
; . .
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2

this éria-éccurs at'tﬁéxturning péint dffthe drama which ann6unces the

lieto fine,vHaﬁdel éimé for suddeﬁ contrast5<by jgxtaposiﬁg‘the,disé'

junct, declamatory unison melddy of Qridnqo'é_E4sgarp minor‘éria with

,‘;hé simpie lyfiéésm Bf.Aﬁgq;iQéf;fAfhajor arioso passage;
| The grandJQSQﬁe ih‘RodeZiﬁda'eaéh consist of an-éxpansixe arié’

T L A ‘ :
interrupted by an accompanied recitative., The dramatic situation in
Rodelinda's séena ”Ombré, ﬁiantq ﬁfne funesté!"'is vgry~similar to the
grand scena in Scarlatti's Maré0 AttiZ£b Regoio. Rodelinda COmes'fb
visi; the tomb of her husband who supposedly has Been'killed in’battiéi 
Before ﬁer husbénd's tomb, she sings an:expressivevsaraband lahént in
B minqn scqred for strihgs'and transverSe-fiufe.v Although the aria‘

" appears to be“fhroughag0mPOSed,‘it is actually a da‘;épo aria ipy@hicha{
the dé éapO repeat has beed-éhortened by,fhirty measgresygnd”is wriften
out in full. Handei manipuiates;the_opening fitornello»ip'orderhto
create.én atmbsphefe of hystery and suspense; after ten'meésufes in:
which the strings and flute alternate in echo passageé,‘%he ritornello
cadences in the tonic, but instead of the exﬁected‘voéal entry, a solé
' violin:enteré for two measﬁres; only;after the secoﬁd orchesfrallcadeﬁée
does £ﬁe voice finally éntet (see Exahple 37). In thevaria's,COncluding oy
ritornellb, ;hé orchestra sﬁStains the‘final,chord,:and gﬁé aria pa$ses ' 4
smoothly into an imp#ssioned_acéompahied récitative as Rodelinda.cqn—
tinues hervraéentatio;: - Her accompénied recitative‘is intefrupted
first by the asidés‘of Berta;ido an& UpUlfo, who aié,in‘hiding,;éﬁd:
then by the entrénég‘of Garifaldo.

The scena ﬁChi di voi fd pid infedele' in Act III takes place in

a prison where Bertarido awaits his éxecution. The hero expressés his

- ( . R N .
despair in an unusual Largo aria in B-flat minor. The basic affection
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Example 37. “Rodelinda, "Ombre, piante urne funeste!" meas. 1-20.

a
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‘1s emphasized by the shbft frégmented_ﬁhrases-of,the.angulér melodic
.h'lines of both the voice and the'orchqstra (see Example’38)} Thé fre-A
. s :
quent deceptive cadence§,.whichﬂére each timé follpwed_byva dissonaﬁt
downward iéaﬁ.in the vocal‘part,_hay have.beqn intendgd By thefcomposer
to represent fﬁe cruel fafe that continually;destroys Bertarido's hap-
‘piness (sée Example 38). Unliké Rodelinda's scena, this aria is com41
pletely through—composed,.and_the interruptioh is very siaftling,‘repT
resenting theldramétic climax of thé opera. In the middle of a bhrasé,
on a dissonant dominant f&;r;two chord, Eduige drops. a sword;iﬁio the
prison‘fo aid her‘brother; Bertarido is_suddehly wrenchedAduf of thé
melancholyrof his aria into the heroic ac£ion df fhé aéd&mpéﬂied re-
~ citative as Hé'finds tﬁe'éwbrd and preparesbpo defeﬁd himself (sée .

Example 38).



144

Example 38. Rodelinda, "Chi di voi fa pill infedele," meas. 45-61.
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"Chi “di- voi fu pid infedele" and "'Ombre, piaﬁte urne funeste!' per-

fectly balance each. other ot only because of the1r 51m11ar1t1es in

structure but also because of thelr p051t10n w1th1n the opera. Tﬁe
two scene ére the only lrregular forms in the entire opera, and ihéy‘
occur at the dramatic clihakes in the middle bf‘Acts I and Iliﬂ (The .
dramatic climéx'in Aé; IT occurs in Bértarido'; aria "'Con rauco
ﬁqrmorioﬁ théh is temporafily interrupted by Edﬁige“When éﬁe récbg—

nizes her brother.) This type of delicate balancing—and there are

v
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i many more examples of thls in Rodeltnda-lllustrates the way in- Wthh

-

a sklllful composer could enforce ‘an. overall de51gn upon the ser1es
of self contalned rec1tat1ve/ar1a comb1nat1ons which" mahe up the mu51- -
, cal structure of opera serta | | | |
Ariettas' ,
_— _ o , _ :
The regular alternation of dafcapo'aria and simple reCitatiye;
1s.occa51onally broken by the 1ntr0duct10n of non- da capo arlas | Most
of Handel's operas contaln at. least one or two arlas wh1ch are not in
da - capo form | The most common are the arlettas The arlettalls a
short air set, to a: s1ng1e rhymlng strophe whlch is placed at the be—‘:*
glnnlng,‘or sometlmes in the m1dd1e of a scene and is not. followed
by an ex1t. Usually the arietta rs wrltten 1n arloso’style and can
be regarded as an 1ntermed1ate form between the aria and accompanled o

" rec1tat1Ve partaklng of the lyr1c1sm of the former and the flex1b111ty

of the latter., The arloso style is usually employed in con3unct1on \

i
}

‘ w1th slow or moderate tempos (Largo Larghetto or Andante) in lamenﬂ

\

1ng or: amorous scenes, . Because of the pronounced arioso. style Handel

ar1ettas are usually des1gnated as- arlosos, as they are 1n Chrysander s\\

CompZete Edttton of Handel's Wbrks 1 Wh11e some- arlettas are through— \\
"composed many have some type of blnary structure In these b1nary o 5\;
‘ arlettas, the ar1a strophe is usually glven two or three text settlngs

»whlch are often separated by 1ntermed1ate rltornellos. The first vocal

R ]

paragraph w111 cadence on the domlnant 1n arlettas in the maJor mode

"and on the relatlve major in ariettas in the m1nor mode. In addltlon,'**;“
e \ )
the arlettas are usuhlly 1ntroduced and concluded by orchestral r1tor— AN

nellos. The-1nf1uence\of the da capo aria upon the_arietta‘is obvious,

o
\ . . . CN
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-‘and some ar1ettas could eas1ly be mlssaken for da capo -arias w1thout
’the B sectlon and‘the da. capo repeat Thls is especlally true'of ari-

- ettas composed in aria style, such as "Prest1 omai. 1" Eg121a terra" from
. ’0 >

_ Gtulto Cesare and ”Vetz1 1us1nghe, e brlo" from Artodbnte Like the s
aria, the ar1etta is usually accompanled by the orchestra whlch 1s
generally‘restrlcted to the strlngs and cont1nuo ' Occa51onally Handel
follows the older practlce of accompanylng the ar1etta w1th only the

-contlnuo as 1n '"Deh p1angete” from Gtulto Cesare and

”Stlmulato dalla’

i g10r1a"ofrom OrZando.

;Handel seems to have been fond of the arietta.

. ;,"-‘1 )

11brett1, and are. ”1nterpolatlons, made elther by insertidn, by the y .
elevat1on of a few 11nes wrltten for rec1tat1ve or by the om1551on of

_-the second part of a da capo aria. ”62: For example the ar1 ttas : o

» ”Ve221, 1u51nghe e br1o" and "Num1' lasc1arm1 v1vere" from Ac's I and

.III of Artodante like the ar1ettas in Stroe Lotarto AtaZant

. Berentce, are 1nsertlons made. by Handel’s 11brett1sts Perhaps andel -

the exlt of the 51nger, 11ke a s1nfon1a 1t could be used to bu11d up

towards a cllmax later in the scene and so loosen'one of the more

t1resome bonds of the c0nvent1on‘”6$ Handel and his. 11brett1st employ

the arietta 1n thlS manner 1n Act II of Athna 'Thelact begins‘with ;_f‘

62Dean H&ndél and the Opera Serta p 42.

63Ib1d
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i

the arletta ”Col celarv1“ in wh1ch Rugglero langulshes over the absence
on a seCondary“dominant chord, _the

~of_A1c1na. In the mlddle ofaiword
arletta is 1nterrupted as Mellsso enters and reprlmands Rugglero for

Mellsso glves h1m a maglc r1ng allow1ng Rugglero to
Thls

his: 1nf1de11ty.
see the palace of A1c1na in its or1g1na1 state——a horrid desert.

typlcally Baroque scenlc trensformatlon is deplcted in the arietta
”Qual portento.f Because the afla text is carved out of Rnéglero 's
rec1tat1ve exclamatlons, Handel deslgnated this p1ece as a cavata in
The open1ng nitornello with 1t5qutern”_nni- J ’?
serves as avdescriptive

“ the autograph_score.
sdns; dotted rhythms,'and large angular leaps
51nfon1a deplctlng the desert scene The yocal line, in effect, is
superlmposed upon thls descrlptlve 51nfon1a. '$

EXample 39 Alczna;h”Qual pqrtento," meas. 1-9. :
LN ' BN )
-\ Non eosnom\hl Rui Tane i
R ::?;';“3‘*’ TS o
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i 3 —
, 1

Upon hlp exit

K

A rec1tat1ve d1alogue leads to Mellsso s da capo aria ”Pensa a ch1 geme .
I
o
R
!

d'amor” whereln he contlnues to lecture. Rugglero.

Dean HandeZ‘and'tHQVOpera Seria, p. 52.°
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Bradamante enters. and 1n a rec1tat1ve dlalogue a mlsunderstand1ng

develops that causes her to 1ash out at Rugglero in the bravura ven— /

gednce ar1a ”Vorre1 vend1carm1 " After these strange and unexpected

1

5 events Rugglero is f1na11y allowed to express his confused emot10n§

in the da capo aria ”M1 lu51nga i1 dolce affetto“ Wthh serves as the
_ mus1cal/dramat1c climax to the flrst three scenes of Act II

Because the arletta occurs at the beg1nn1ng or in the mlddle of.
a scene, ‘1t 1s often 1nterrupted by the entrance of another character

v

as 1s the case in Ruggiero's’ "Col celarv1 " One of the most str1k1ng

- examples of the - 1nterrupted ar1etta can be found in Act III of Artod&nte

In th1s scene, G1nevra awalts the'outcomgf the t0urnament that will
dec1de whether ‘she 11ves or: dies. W1thout an 1ntroductory rltornello f
she beglns her . lamentlng arletta "Manca ‘oh Del' 1a mia costanza "
but after five measures she is 1nterrupted by a s1nfon1a for tutti-

: orchestra and horns proclalmlng ‘the arrlval of the: royal party and her
llberatlon (see: Example 40). As in Orlando is ”Per far, mia dlletta "
thlS 1nterrupt10n occurs at the dramat1c turnlng point that announces_
the Zteto fine and thus Handel creates sudden contrast by Juxtap051ng

the homophonlc arioso style of Glnevra S G m1nor arletta w1th the

imitative festive style of the F maJor sinfonia.

/

-Non-Da Capo Ariasfand Erisembl es
| In rare,instances, ‘other aria’ forms are used to replace the da
| capo ar1a "Verd1 pratl" from Act H. of Alatna is a full scale ex1t
j‘arla 1n rondeau form " The 51mp11c1ty and’ the lack of a da capo caused

Carest1n1 to con51der the aria unworthy of hlS great talents G1nevra s

ar1a "S1 morro ma 1'onor mlo meco" from Act III of Artodhnte 1s

148
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Example A40. Arzodante ”MahCa;‘-oh Dei! la mia costanza," meas. 1-6
and 1nterrupf : o .

“(Violino 1) [

(Violino 11.)
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unusﬁal inifhat,fhe first phrase of the text ("Si, morrb; ma . 1'onor

mio-meco, oh! Dio!, ‘morir dovra°”) is set as a Largo, e piano prelude

jq;3/4 metre, while the second phrase (”Glusto C1e1 deh, pieta del

reggid onor") 1s a concerto-like Allegro in 4/4 metre. The text is
also unusual in that there is no rhyme scheme, which suggests that the

'arla text may have been carved out of the rec1tat1ve as, in “"Qual

?

portento" from Alcima.. In the Allegro section, an-obbligato violin and
cello are added to the five-part orchestra of firéf, second, and third

"
violins, violas, and basses.
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~'In Orlando s slumber arla ”G1a 1’

.the expectatlon of a da capo ar1a

‘

sists of two

the form the first strophe is set tw1ce

strophes,

S

bqur1t1ng a through;éomposed aria.

Although the aria text,

ebro mic” c1gl1o "" ‘Handel creates

only to frustrate thls expectatlon

wh1ch\con—

implies’ a da capo form Handel only h1nts at

w1th a cadence on the doml—.

nant atthe end of the first settlng and a return to the tonlc at the

end of- the secodg:gnh\b The second strophe beg1ns on _the submedlant

and modulates to the mediant as exptcted, but then Orlando grows tlred

and is unable ‘to flnlsh the da capo

repeated,

Instead

and with much d1ff1cu1ty the tonic 15 regalned

the second

L4

strophe is
@

During the last

to compléte his

section,

cadences,

Orlando
- }{; .
“falls asleep on a monotone wh 1e the obbllgato vtolette marine finish
L A
the aria, expanding the opening- rltornello from four to nine measures.,
Example 41. OPZando "Gid L'ebro mio ciglio,™" meas. 18—28L
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Orlando. becomes so fatigued that he is unable

allowing the orchestra to complete them for

him; the vocal phrases end with_deceptive cadences ‘which afe repeated
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by the orchestra as authentlc .cadences. The 1dea of phys1ca1 exhaus-

major-mode’ arlas (see Example 41) " In 1743, Handel was to employ a

similar formal deslgn in Morpheus' arla from Act 11 of SemeZe in order -
: . .
to deplct the god of sleep . o R _/5U‘~
A m1nor1ty of Handel's operas contaln ensembles that are ‘not 1n

LT -
'%ﬁ capo form These non-da capo ensembles usually occur in the mlddle

'of a scene where fhey are employed to: deplct ‘some.. type of confllct

' between the characters on stage In the duet ”F1nché prend1 ancor il

sangue” from Act 111 of OrZando the hero in h1s midness thrLatens to

kill Angelica, .who in turn laments her cruel fate and. the fate of her
. : m g

lover, Medoro. Because of the 'strong dramat1c confllct each’ character

is'given highly contrasting music.A The mu51c of Angellca s lamént

' consists of long lyrical. phrases set in syllablc style accompan%gd by
ptantsszmo strlngs senza cembalo the upper strlngs whlch complement

the vocal melody, are glven long descend1ng phrases en11vened by the

frequent cr0551ng of parts and many suspen51ons (see Example 42) The

N
2

music of Orlando s threats con51sts of short declamatory phrases with

occzsional coloratura passages accompanled by forte strlngs harps1—

: chord, and bassoons} the upper strlngs whlch complement the vocal

meledy, are: glven short dlsjunct f1gures 1n détaehé style (see Example
42, These highly contrastlng mater1als are un1f1ed by the continuous

presence of a walklng "bass. Angellca and Orlando flrst present thelr

confllctlng emotlons and mus1c separately, then ?n close alternatlon

-
-

’ and f1na11yrtogether (see Example 43) . Orlando is. glven the f1na1
phrase and at the end of the r1torne110 he selzes Angellca and throws

her 1nto -a cavern. The r1tornellos of thlS duet are treated 1n an

*
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1 ’sangue;" meas. 1-19.

i

1 ancor
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finﬁbVanve manner. whlle the openlng r1tornello establlshes the la-‘.fe”l
/ .

mentln mood °f Angellca s music, the final r1tornello derlved from e e

'Orlando s coloratura Passages, deplcts the hero S grim resolutlon to.

punis Angellca (see Example 43) In'an accompanled rec1tat1ve, OrlandO‘ o wf S

madl declares he has Tid the world of all Aits monsters and - is prepared - ;

to rest 'The final section of the rec1tat1ve whlch is a magica&

. . . B
N T “ " . . ! . .



C1se

1nvocat10n of the .cave of sleep, serves, as a tran:¢tion to Orlando s ,

slumber aria "Gla 1'ebro mio c1g110.Uf‘ he entlre 5cene 1s through-

.Acomposed w1th only elghteen of a total of 118 measures set as 51mp1e Lo

'5rec1tat1ve._ Not only does thls duet 111ustrate Handel's dramatlc
- manlpulatlon of-fOrm, but also his dramatlc manlpulatlon of the Doctrlne'
‘of the Affectlons it 1s one of the few examples 1n opera serta where
tw0 contrastlng affectlons are portrayed 51mu1taneously
o g‘ One of the most 1nterest1ng examples of . Handel's use of the non—_
da capo aria. and ensemble occurs in the f1na1e of Act f?:of Tamerlano

Five; of the six charaot'rs of the opera ‘are brought -on stage for the

marrlage of Asterla to Tamerlano her father S enemy and captor.
- l

5'Aster1ails forced to revaal her plan for k1111ng Tamerlano at the

)

-

ltar when her father threatens to commlt sulcade because of hls""

:; daughter s dlsgraceful marrlage The revelatlon of Asterla s plans

creates the dramatlc c11max whlch is reallzed 1n a through composed

'_‘trlo whereln Tamerlano threatens both BaJazet and Asterla w1th execu--

‘tlon——a sentence they both deflantly accept After Tamerlano s ex1t .

. S

Asterla in turn asks BaJazet Andronlco, and Irene whether they thlnk

L

o

she is st111 -a traltor Each character ansWers her 1n—a‘short arletta d“

v L

:w1thout an openlng rltornello and then exlts. These ex1t arlettas

S in rap1d succe551on . T e

7H.c1ear the stage and focus attentlon on the character to’ whom
‘they are addressed and whose mount ing excitement finds vent. in
“the final ari# = This becomes the countercllmax toward wh1ch
‘the whole scene has been - mQV1ng 65

N

The musical structure of thls°scene, as is often the case in opera seria,
S : ) : . ' B . : DU 3

Y

A

65De_an, Handel andétbegOperq'Seria,up,h146;.'“h




1]

is determlned by the or1g1nal 11bretto whlch des1gnates the arias of
BaJazet Andronlco, and Irene as cavatine, and Asteria's aria as a

da capo.66 o ' o

The Grand Scena

w

Many of Handel's operas contaln a grand Scena in which the various
forms of opera serta——the aria, arletta 51n§bnla and -accompanied
rec1tat1ve——are comblned to achleve a mu51cal/dramat1c climax. . Handel's
treatment of the grand Seena 1s perhaps the most radlcal aspect of his-
‘operas The scena is reserved for lengthy monologues or sollloqules
in whlch strong or v1olent emotlons are expressed "Dall’ ondoso

perlgllo" from Act II of quZto Cesare is one of the 51mp1er examples

of the grand scena in that it con31sts of an elaboratlon upon an. accom-
. o

panied rec1tat1ve -and da capo arla The scena beglns with a 51nfonla
in F maJor deplctlng the sea’ breezes as G1u110 Cesare Wanders aimless-

ly along the coast after sw1mm1ng the Bay of Alexandr1a The following -

. @

accompanled ré¢itative contlnues the serene mood of the 51nfon1a as
Cesare thanks the gods for their protectlon When he reallzes that he
1s alone w1thout his leglons, the recitative becomes agltated through

the dlssonand leaps, dotted rhythms and seventh and diminished chords

of the,orchestra. The recitative ends on the domlnant, and w1thout

any ritbrnello Cesare beglns hls aria unaccompanied on the word "Aure "

-

'The orchestra enters in the next measure with the music derived from

s

the opening 51nfon1a which now serves as the accompanlment for the

“vocal melody (see Example 44) The return of the openlng 51nfon1a as

o

the accompanlment is dramatitally justified because Cesare asks the

o . - ; . - . =

66

Knapp,- "Handel's TbmerZano:.The Creation of an Opera," p. 417
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Example 44. Giulio Cesare, ”Dallf'ondbéojperiglio/Aure, deﬁ;,per
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sea breezes to have pity up0n‘him and to tell him.news of his love.

!

An alternative analysis of this _scena woul& be to consider thevécCom-
panied recitative as an insertion’ between tﬁe aria's lengthy openlng
rltornello and the entrancé of the voice. At the end ofnthe B sec-
tion, when Cesare realizes he is in the midst-of a battlefié}d strewn
with weapons and dead soldiers, the‘music passes into anothef agitated
acéompaniedirecitatiVe. Thls accompanied recitative is followed by a
written-out da capo of the A sectlon, perhaps to 1nd1cate that it was
to be sung unembellished; The structure of this scena Ls similar toj
the grand Scena»in:Scarlatti's Marco Attilio Regolo, except éhat ' .

Handel's dccompanied recitative is shorter and is preceded by a sin-

fonia.



Cleopatra S seduct1on aria ”V'adoro pupllle” from Act II is

[

s1m11ar in structure to Cesare s Seéna. 'except that the accompan1ed

_rec1tat1ves are replaced by 51mp1e rec1tat1ves The scena begins with”

a sinfonia wh1ch could be considered as the openlng rltornello to.
Cleopatra s F major arla. Th1s‘1s.1nterrupted by a d1alogue between
Cesare and Nireno in simple recitative. Then there is a descriptive
'sintonia in which the vision of Parnassus opens,revealing Cleopatra
dressed as Virtue seated'upOn a throne. After a brief recitative
passage by Cesare. the aria beglns w1thout a rltornello At the end

of the B section, Cesare comments upon the beauty of the aria, 'and
then comes the da capo repeat. Thesegmwo,scene; like the two~scene
in Rodeliﬂda tend to balance‘eachaother because of the similarities

in structure and key and thelr strategic p051t10n in the opera. Like

» the choruses in SauZ and Jephtha they seem to prov1de the main pillars

¥

'C~‘around whlch the entire-work is' constructed

The grand scene 1n Act I11 of Tamerlano and Act IT of OrZando
are much more’ complex 1n thelr structure and "reach the h1ghest pin-
nacle of dramat1c art.”§7’ In both'Operas,'the scena provldes»the
musical/dramatic-climax, representing.the suicide of Bajazet and the
madness of.brlando'respéctiVely. .The grand scena in Tumerlano con~'
s1sts of five accompanled rec1tat1ves, ‘two arlettas and two brief
passages.of 51mple recitative. These d1verse sectlons are,un1f1ed

into an'expansive5formal‘structure of 110 meaSUres. The scena;begins

when_Bajazet comes on stage after taking the poison and addresses the
. B . . . 4 - N

- other characters in a passage of simple recitative which is intensified

L L ! Y
. . ‘ ‘ -

Wolff, "Italian Opera 1700-1750," p. 150.
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by dlssonant harmonles in the style of seventeenth century rec1tat1ve
;When he sees’ Tawerlano ‘Bajazet defles h1m and hls court, saying.he'

has cheated hlS executloners by Poisoning hlmself The short fragmented
phrases of his. vocal 11ne are 1nterspersed w1th concztato passages for

- unison strlngs The retltatlve then changes 1nto arloso style as
Bajazet b1ds farewell to hlS daughter " The orchestral flguratlon gives
way to dlssonant harmonles above a descendlng chromatlc bass Anvun-
'usual enharmonlc modulatlon——from F sharp maJor through B-flat mlnor

to E m1nor—-1s used to convey the intense emotlon of this farewell (see
Example 45). o ) o (

In a passage of 51mp1e recitative, Asteria_reSOIVes to follow
her father and take her own 11fe . After a brief accompanled rec1ta—
tive, BaJazet comforts his daughter in a ternaryﬂstczlzano arietta in
F m1nor _ In the middle sectlon which is the more extended of the two
parts Handel exp101ts chromat1c1sm and bold modulatlons to deplct
BaJazet's reallzatlon of death . The traglc affect is restralned how-
ever, by the 1yr1ca1 flow of the 3tczlzano melody and .the hushed
'accompanlment of the four part pzan@sszmo strlngs genza cembalo. (see
Example 46). The written- outrepeatof the first sect1on serves more
as a refraln than as a da capo. Bajazet then addresses Tamerlano
calllng forth the furles of he11 to torment h1m.» he 51ngs first in
an accompanied rec1tat1ve;marked furioso, and then in an equally furious
' arietta in Présto.3/4.metre Th1s arletta contrasts strongly w1th the
Hprev10us one, and con51sts of short declamatory vocal phrases, punctu-
| ated by rapid scale passages of the. unlson string orchestra rem1n1— ‘
scent- of the 1ntroductory accompanled rec1tat1ve (see Example 47)

_ Wlthout regalnlng the tonlc, this ar1etta comes to an- abrupt end as
, . SR
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Tamerlano, "Si, figlia, io moro,”_méas.fl{lo.

'Examplé'45.
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‘the poison‘takes its fullveffect To 11lustrate Bajazet' s physrcal
;paln the phrases, words, and even syllables of hlS speech are sep—
arated by rests and are 1n syncopatlon w1th ‘the orchestra (see
EXample a7). The 11bretto\spec1f1ed that thlS sectlon should be sung
- ”as out of breath. "68. A sh rt unison motlve with a prom1nent downward
leap of a dlmlnlshed seventh recurs several times durlng thls sect1on
(see Example 47) Handel probably associated this mot1ve w1th intense
tragedy and despalr,,for 1t ‘can also be found in the grand scene  in-
OrZandb and Jephbﬁa The scena cadences ;n the tonic G minor as_
BaJazet collapses on stage Aster1a reacts to her father s death 1n

L . AR

an 1mpa551oned accompanled rec1tat1ve whlch leads to her f1nal aria

- X

”Padre amato, in me rlposa,ﬂ a Zarghetto lament in F- sharp mlnor .sAs
1n the flnale to Act II” wh1ch thlS scena balances, all of the emotlonal
tens1on which has built up during” the scene is flnally released in th1s
powerful and expansive da capo_ aria. Bajazet's death scene-and.ASteria's
accompanled rec1tat1ve and aria, which should be regarded as a 51ng1e
‘ entlty, represent . one of the greatest and most extended examples of
“‘tragic music in Baroque opera and oratorio. J

Much of the formal structure of thls scena is determined by the"
11bretto Th1s scena, 11ke the aria "Forte e 11eto "".was not taken
dfrom the orlglnal 11bretto by Plovene, but from a rev1sed version of

that same’ libretto entrtled Il Bajazet (1719). Haym or Handel' : !

68Dean; Handel and the Opera Serid,‘p. 178.
gKnapp, "Handel's Tumerlano The Creatlon of an Opera." The
follow1ng discussion is based upon pp. 424-29 wherein the author com- -

. pares settings of Handel and Gaspar1n1 by quotlng musical examples
from Gasparini's Il Bajazet. . :
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_deCiSiOn'to incorporate-these.two scenes into the original- libretto

greatly strengthened theé. dramatic’ 1mpact of the opera and the char—h'
'acterlzatlon of the hero. Francesco Gasparrnllset both the original
and reVLSed‘ver51ons of the 11bretto ‘and thus hlS settlng of BaJazet s
“'scena can be compared w1th that of Handel . Both composers\set the

© same portions of the;tert in a similargé!nner. .The similarities are
»probably due to the strong 1nf1uence of the text rather than to any
'attempt at plagiarism on the part of Handel ‘However, the differences

©

between the two settings are perhaps'more revealing than the siﬁilari—

.

‘ties. Both compOsers employ a. 51m11ar style in .the openlng section of.
the scena except that the accompanlment 1n Gaspar1n1 s scena consrsts' (
of a recurrlng three note mot1ve in ‘the contlnuo -rather than the

'concttato passages of the unison'orchestra "Sl f1g11a io moro“ is
set by both composers as an arloso upon- a descendlng chromatlc bass,
except‘that Gasparlnl‘agalnlrestricts the accompaniment to‘the continuo,
.and does.not emplof the;onusual.modulations which characterrie Handel's
settlng of this passage. Although Gasparini employs stetliano rhythms
in "Flglla mia, non p1anger no " this ‘section is treated as a flve—‘
'measure arioso passage rather than as a ternary arletta. 0Both.com-
posers employed the concitato style in "Io vado le furie asscatenar,"
“but again Gaspar1n1 allots th1s flguratlon to the continuo. 1In the
f1na1 sectlon a<h5301nteddeclamatorystyle is exp101ted by both com-
posers.l But Handel's dlstortlon of the text 1nto single words and

syllables which are set in syncopatlon w1th the orchestra more accur-
ately dep1cts the hero in the throes of death than does the more con-

ventional sett1ng of Gaspar1n1. In general Gasparini's setting of

BaJazet‘s scena, when ‘compared to Handel's, appears to be

T Al £ S A e S WA 20 Vi e .
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more formalized, ‘consisting of a sequence of sections that have
more musical than dramatic logic. They are affective .in their
‘way, but_have less f1u1d1ty and realistic emotion than the situ-
ation seems to warrant 70

70Knapp,_"Handelfs?TdmérZano:_The Creation of an.Oﬁeré,” p. 428.
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CHAPTER 3

- EMOTIONAL CONTENT' IN THE ARIAS OF HANDEL

The formal 1rregu1ar1t1es in Handel's operas are very Lnterestlng.

They prov1de valuable 1n51ghts intg the composer s dramatlc talents be-
\
cause they are 1nvar1ab1y 1nsp1red by the dramatic actlon For these

,\\reasons they have reCelved the attentlon of promlnent scholars such as

\

Winton Dean and Anthony Lewis. However, the great strength'of.Handel's;

Lt N

~ operas does not rest solely. on these formal experiments. The previous -

chapter has démonstrated that. these formal irregularitiesrcan seldom -

be credited ‘as Handel's 1nnovat10ns, although his- treatment of them is

often very sklllful Many of the~formal‘irreguiarities in Handel'
operas were determrned by the 11brett1 and can also be found in fhe
scores of his contemporarles In addltlon, these 1rregu1ar structures
are in a decided minority in most operas.‘ The occasional 1rregu1ar
form does stand out amld the formally r1g1d background of opera serza
‘and when used effectlvely, 1t can greatly enhance the drama, but it
cannot alter the overall structure of a genre con51st1ng of between
itwenty and thlrty da capo arias. Only. 1n a few exceptlonal operas—-
such as OrZando and Serse—are the da capo arias actually outnumbered

\

by other musical forms. For example, of the forty numbers in Orlando,

’

tWenty—One are aocompanied recitatives arlettas, ensembles, and 51n—
X4

fonias, wh11e nineteen are da capo arlas This does not imply that

B¢9rlaﬁdo and Serse are dramatically or musically superior to Handel's
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more conventional operas such as Giulio.Cesare and Rodelinda. Although
Handel was probably 1nsp1red,by the opportunltles fort:chumv‘ntlng and
,iexp101t1ng the r1g1d1ty of the conventlon h1s talents were such that

'hezwas able to infuse dramatic life and. musical genius into the

-

most regular alternatlon of da capo aria and s1mp1e recitativ

Perhaps the most 1mportant aspect of Handel 5 operas is the strong

'emot1ona1 content conveyed by the arias. rThrough the conventlonal
Amed1um of the da capo aria, Handel succeeded in deplctlng portralts of
human emotion wh1ch are unlversal ‘and tlmeless, as relevant to the’ N
eighteenth century'as to.the twentleth:century:

This universal quality is, of course, most apparent in those arias
that are pure -expression: of moods, with few or no p1cturesque ex-
ternal details. . The number and variety of these arias is.so great,
and the power of capturlng the most subtleéw.nuances of feeling so
astounding, that one is tempted to believe there is no emotion of
which humanity is capable that has not" found musical express1on
‘somewhere in Handel's operas.l -

'

The Doctrine of the Affectidns

&

Handel employed the Doctrine of the - Affectlous in order to hlgh—gﬂ’.

llght the emotional content of hlS ar1as maklng the affectlons more N

intelligible {: a large audlence. Although the Dodtrlne of the Affec-.

tions could: fac111tate rapld compos1t1on (a nece551ty for a successfuf
opera composer) by 11m1t1ng the musical possibilities of a given aria,'

it merely provided the composer with ‘a basiCkoutline'or guide. Only

165

the qua11ty of the musical invention could transform th1s 1nte11ectual 4‘."

framework into a v1ab1e portralt of ‘human emotion. Handel's treatmenta

orout, zistofy of Opera, p. 163.




- the arias ‘of Handel. The categorization is not as- ‘systematic or as de-‘ﬁ';

" .evident.

of the Doctrlne of the Affectlons appears to be derlved from certaln 'ﬂ/y
,composers such as Kelser and $teffan1 who had served as models for hlmh-f"

! .
durlng hlS youth Whlle many contemporary Itallan composers ‘concen- f

trated on the 1yr1ca1/v1rtuoso aspects of the da capo ar1a, often to

the extent where their ar1as seem completely d1vorced from the drama—

v

‘tic 51tuat10ns Handel like Kelser and Steffanl, concentrated upon §

el

the 1nterna1 emot10na1 drama whlch occurred 1n the. arlas—-those poihts L
in the opera. where the'_lternal phy51ca1 actlon:stops,vand the 1nd1V1—

dual character reactlng to the dramat{c 51tuat10n glves expre551on
. -/ .
to his or her emot1ons In these arla 51tuat10ns, tlme 1s suspended

and the character, composer and aud{ence are allowed to savor the
emot10na1 atmosphere for the duratlon of the aria. =~ . ' o o

Although the emotlonal range in Handel's ar1as 1s very. great the:h ' | ‘. ?
_ ; K

maJorlty of his opera arias can be d1v1ded (nto three ba51c categories
~according to the common affectlons expressed These‘threepcategories
of arlas correspond‘closely to those 'in the'operastfhﬁeinhard-Keiser'z
"The”standard dramatlc 51tuat10ns whlch occur in most . opera seria 11b-
rettl determlne the three affectlve categorles - arias of SOTTOW, arlas
"of her01sm, and arias of love. The arias of the second ‘and th1rd cate- -

gorles owe thelr ex1stence to the dramatlc pr1nc1p1e where1n the actlons

of the main’ charactersaremotlyated;by the often‘conflicting‘affections»

2See Rosamond Drooker Brenner '"The Operas of Reinhapd Keiser, in ' i
their Relationship to the Afféktenlehre " vols: 1-3 (Ph.D( dissertation,
Brandeis University, 1968). This dissertation traces. in great detail
the three basic¢ affective categories found in the opera arias of . Kelser
These three affective categories can be app11ed on a general level, to

tailed in Handel's arias, and w1th1n each category, subd1v151ons are.

, S o o o
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b

'lof love and gIOry or honour ThlS eternal quest for love and glory
eusually leads to sorrow, Wthh domlnates the arias of . the f1rst caE;-
“*gory, because the ambltlons of the characters are- never 1n accord

't11 the flnale

'Ah An examlnatlon of quZzo Cesare Tumerlano Rodeltndz Arzodante

fffff

'out of 157 arlas and arlettas) can be d1v1ded 1nto these three ba51c
;»categorles*s- Thls categorlzatlon 1s made accordlng to the ba51c affect S

of each arla.text although when necessary the dramatlc 51tuat10n and
'“1themu51ca11nterpretatlon are also con51dered ’Because the ar1a terts

“are. pften vague thls system of categorlzatlon is not 1ntended to be -

vabsolute.' Some ar1as are ‘omitted . from the c1a551f1catlon wh11e others

’

. o
are rather arbltrarlly placed into one or another of the categorles ;s{f

. \
(the c1a951f1cat10n .of these -arias is to be’ found 1n Chart I) .In splte

of thls rather*lncomplete and arbitrary system, the arlas of each cate—
- gory exhibit certa1n common mu51ca1 features whlch were. probably asso- 77_

ciated w1th a spe01f1c affectlon by the composer ‘.1:’ E ’

\
v

A_.~._,.A
. Ve

Lamentr*ngrlas
‘ The flrst category con51sts of those arias whlch express affec-

tions of sorrow grlef or despalr caused.by unrequlted love death ‘or

ilmprlsonment These affectlons are common 1noperaserza because of thehﬁn.ﬂ

x ot

. . The arias from Orlando have been left out of th1s dlscu551on be-
‘cause of the1r unusual affectlve content., The texts of: Orlando's arias
often express madness, while the arias of Angellca and Medoro are often
complicated by the fact that these- characters are. attemptlng to .appease
their. former lovers by lying to- them Many of the unique aspects of
thlS opera are condltloned by the unusual aria texts.,v’



L 168

"succe551on of sudden shlfts of fortune on whlch the cOnventlon depends[ff‘f
g

for 1ts arla 51tuat10ns " %Of the 117 affectlve arras in: the operas j.

GtuZzo Cesare Ibmerlano Rbdeltnd& Artodbnte, and Athna thlrty—-

'\

three c0u1d be considered as- ari sjof lamentatlon Whlié not as- numer- .

ous as the arias in other categorles, the laments are perhaps the most

'1mportant in. Handel's operas f The con51stent1y hlgh mu51ca1 quallty

n

of these ar1as proves that Handel's 1mag1nat10n was 1nsp1re3 by sorrow—

éﬁul or traglc 51tuat10ns Sltuatlons whlch 1nVo1ve a "reJected m15~>.”

understood or. deserted her01ne ‘a her ' 'fayed byftreachery or lan-A

,‘a

':Bonald J. Grout admlrably descrlbes V"ndelfs'sensitiVe-reaction to the

. tragic s}tuat1ons of: hlS characters \
;If his. characters suffer the music- glves full eloquent expre551gg/
to their sorrows——but it never whN\ies; ‘there is not. 'a note in it of
self-pity. We are moved by the spéctacle of sufferlng, but our
compassion is.mingled with admlratlon at suffering so nobly. endured
with pride. that we ourselves bélong to a spec1es capable of such "
- heroismi6 - ..o S e ’

In Handel's operas, the laments prov1de the mu51ca1/dramat1c c11maxesf

v

N towards_uhlchueverythlng else bu11ds and ant1c1pates Greater fam111- ry

v

- arity w1th the core of Handel's works (the operas and the dramatlc ora- ‘

torlos) reveals him as a trag1c composer of the stature of Verd1 rather:

u:)

than a composer of- choral "flreworks" for whlch he is esteemed or- damned}7

-

by. those Wlth only a Superf1c1al knowledge of hls works Tt is the'“ff

laments which seem to reveal the essence of Handel's dramatic genius. =

e

4Dean, Hdndel and’ the Qpera Serza p o o o
‘Ibld.,p 61. o
'*fﬁGrout,_Eistory df Operdfbbb,f1675681)ivl' -

R
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9 \

Joachim Ei'sénschmidt has demonstrated in his dissertation on the
operas;of Handel that-in certain operas, such as Rodelinda and Lotario,

many of the arias withbétrong emotional content, particularly the la}

[

‘ ments, are additions not to be found in the origrnal?SOnrce libretti.7'v _5‘

e

-

--.Because of the great musical importance offfhe’laments.in’Handelfs
- . T R : ,

\

\

operas, the composer pérhapS‘had.some.responsibilitytfor their inclusion
in the revised libretti. By'comparison - the lament does, not play as

promlnent a role in other contemporary operas, often belng restrlcted

-\ to the-tw0'or three slod&tempo arias ‘in eachiopera For example, in

Vivaldi's opera Tito Manlto (1719), wh1ch contalns numerous traglc 51tu—.

.,\

atlons, only two ar1as could be con51dered as.laments : : 2

&

The arias of lamentatlon are- character1zed by their relatlvely '

slow tempos w1th Largo .and Larghetto belng the standard tempo 1nd1—-

cations. of the thlrty three laments 1n the operas Gtulto Cesare,

‘ Tamerlano Rodelinda, Artodante and AZcina twenty f1ve ar1as are

marked Largo or Larghetto whlle five are marked Andante or Andante

‘fZarghetto .(The‘tw0‘rema1n1ng arr%svhave no temposlndlcat;on, but are

' pos 1s a strong preference for. the m1nor mode;. twenty—elght of the

'obv1ously 1ntendedﬁto be slbw.) The.lamentSquth-faSter tempos, such.
as Larghetto and Andante, are more frequently found 1n the later operas,
'Artodante and Alczna, thlS may reflect the, 1nf1uence of the Neapolltan

[

style w1th its aversion ‘to slow tempos. Coupled with- these slqw tem-.

(

*’th1rty three laments in the above named operas are in the mgnor mode

\

- Thlsnpreference,for the.mlnor‘mode can*also be seen“ln certaln laments."

. . ~ .
L B . R . . L I ’ . . W
h ) e ", . R . - . . .
T v
2l :

7Joaeh1m Ersenschmidt Dze 3zenzache Darstellung der Openn G F

AHandeZB auf der Landbner Buhne aetner Zett vols. 1 and 2 (Wolfenbﬂtte}

. :and Ber11n. 1941) SR REEE VR RT S PR H_;“J:.
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where the/standard modulatory scheme'of'the firet sectlonvislmodified
bY~emP10Ying1a modulation to the dominantsminor‘rather than to the usual.
relative major; (See, for example, the arias '"Se pleta d1 me non sentl"
“in Giniio Cesdre "Ho perduto il caro sposo" in Rodeltnda and “Ah' mio.
cor'" and ”Ombre pallide";from AZCtna.) The range'of keys employed in
the. laments include all the minor keys avallable at that t1me although
7'E and F-sharp minor are often favored The use of the minor mode in
ZHandel's laments was not determlned solely bythenot1on that the minor
mode“mas 1ntr1n51ca11y sorrowful because of its greater range of har-
.monlc and melodlc colorlng., Handel employed the minor mode-ln ar1as f
where the emotioneaitsparticnlarly Strong'and immediate Thus ‘the mlnor
4hmode can be used in other arlas be51des the 1aments, although 1t 1s most
common im the arlas of thls category 8 Not ail of, Handel's laments are
';wrltten in: the mlnor mode. In traglc arlas which express sentlments‘of‘
'resignation or Submis$ion to a.cruel fate, the major mode,tin“partlcn—_h
5vlar Ejmajor,'is~empioyed ‘usually in conjunctlonwithtrlple or compound:*
metre The arias "P1angero la sorte m1a" from Gtulzo Cesare and "Al
_~sen ti strlngo e parto" from Artodbnte both in E'maJor areﬂexcellent
1examp1es of thlS type of lament In the laments there is also a

sllght preference for tr1p1e and compound metres rather than the stan—: =

dard her01c 4/4 metre, for example n1neteen ‘f the thlrty-three laments

are in e1ther tr1p1e or compound metre. In 'ddltlon the rhythm rn

T us S

these arias tends to be more flex1b1e and 1,regu1ar than 1t 15 1n the
1 "-- . . A

ar1as of other categorles Although long note values predomlnate,

theqp is’ a greater var1ety of note values 1n the laments

e T R e, s T
8Dean}@Hﬁnde}?soptdﬁqtie'Ordtorﬁgg;andgydsqﬁéé,fpp:lsq-olg' x
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_ Only in the ar1as of 1amentat1on does Handel.regularly 1ntroduce
RN L

expre551ve chromat1c1sm and d1ssonance 1nto hlS ba51cally d1aton1c style
'of melody and harmony While h1s contemporary J.S. Bach employed a
“'complex chromat1c style in a varlety of contexts, Handel usually re-.

' served the chromatlc style for sorrowful or traglc dramatlc s1tuat10ns

Even in these trag1c\s1tuat10ns, however, the chromat1c1sm is used w1th
restralnt and rarely does 1t approach the 1nten51ty of Bachlan chroma—.'
t1c1sm » The chromat1c1sm is- restrlcted to the occa51ona1 d1m1nlshed ‘> l;-fg
'seventh or Neapolltan chord, -or me10d1c leaps of the trltone seventh; :

or ninth' When exten51ve dlssonance and‘chromatlclsm are emﬂgoyed |
;they are usually 1n traglc arlas wh1ch expreSs sentlments of despalr'
~or angu1sh and are used in’ conJunctlon w1th flat mlnor keYs.and Largo
"tempo (for example, 1n the arlas ”Ch1 d1 v01 fﬁ p1u 1nfede1e" and B
J”Se'l mio duol non e si forte” in- Rodéltnda and "Cleca notte infidlp
'squardl” 1n Areodbnte)
' The melodic style in Handel's arlasvof lamentatlon 1s generally L ‘

'-characterlzed by short declamatory phrases separated by rests These ﬁ-if.
short phrases are often organlzed 1nto larger perlods creat1ng>the - |
;effect of long lyrlcal l1nes ] A favorite technlque of organlzatlon f{}l‘
15 to 1ncrease the phrase lengths gradually through mot1v1c extens1on
an order to create a sensexaf cllmax prlor to the cadence. The lament- f
"ilng melodles are also characterlzed by thelr general downward motlon

uand the frequent use of 51gh1ng flgures—-descendlng seconds——often 1n
h slurred groups of two 3 Coloratura is generally av01ded When it 1s
_employed 1t 1s relegated to a few brlef mellsmas wh1ch are exp101ted
f,ffor thelr expre551ve~rather than for the1r vrrtuoso qua11t1es.;éFor‘

“Vd‘example, of the thlrty-three laments under con51derat1on, one contalns

-
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i T
°°1braﬁura=Passages*andgfourteen cbntainrmelismas, With~thelremaindertp'
set syllabically throughout . ' o S SR

- In many lanents, he usual 1nteract10n between the v01ce and the

horchestra is altered; Wh1 e in the maJorlty ‘of Handel's arias, there
erists sone type of thenati relatlonshlp between the voice and the
;\"orchestra, in many lanents the orchestra is glven an 1ndependent part
In some laments, the orchestra prov1des a non - themat1c homophonlc accom;'
panlment.above wh1ch the vocal part unfolds ("Scherza 1nf1da" in Artodante
‘j‘and ”Ah' mlo cor” in. AZczna), whlle in other ar1as the orchestra 1s

"-g1ven 1ts own rndependent thematlc mater1a1 w1th whlch it concertlzes

-,1et5 d1 me non senti” 1n Gtulto Cesare and "Se'l

e

- mlo duol””ln Rodelznda) The orchestral accompanlments are character—'
.t 1st1cally allotted to the strlng orchestra whlch is usually lelded

% . [ .
1nto four parts.» ‘When thlS str1ng orchestra 1s expanded usually the

: nsolo transverse flute, -or’ the transverse flute comblned with recorders,
are added rather than theacustfmary oboes Of the th1rty thre 1 ents‘“h

under cons1derat10n;'e1ghteen are scored for strlngs and elght :>£§m~
scored for'strlngs and‘fluteS‘t Although ‘the- oboes are generally avolded',hw.“”
in. the laments, the bassoons ‘are occa51ona11y employed 1n short solo
"*passages 1n the tenor reglster._ Because of the prlmary 1mportanceu”
:‘Handel gave to the laments ,expan51ve formal structures are usually en-’
A»'ployedehlch comblned w1th the SIOW'tempos,.make the laments very
‘flong and accentuate the1r p051t1on 1n the opera 9

P

. L iy . N . B
'-‘/ B e . . LNl

L p 9For spec1flc examples of lamentlng arlas,,see the above dlscus— '
'3s1on on. the double affection ar1as.' In: these ‘arias, ‘one can observe - o
the various technlques Handel employed in'order to. deplct the contrast-:r“

" ing ‘affections of-sorrow ‘and vengeance. . See also the above: discussion.

"[:ion the thematlc development 1n the dria "Se p1eta d1 me ‘non, sentl'” ':,1 AR




Many of the laments are based upon the styllzed dance rhythms of

4

the Stctltano and the saraband " The stctltano ar1a represents an im-
lportant subd1v151on w1th1n the arlas of lamentatlon. Most of Handel'

operas conta;n at,least one-sacmltano lament: examples include ﬁSon

nato a s05pirarﬂ in‘Giulio,Cesaref'"Se‘non‘mi vuol'amar” Jin. Tamerlano,.
..

-'“Inv1da sorte avara" 1ﬁ Artodbnte and "M1 restano le 1agr1me” in
:AZC$nd These arias are ea511y d1$t1ngu15hed because of the1r charac-
terlstlc 12/8 metre Larghetto tempo, and m1nor mode ~.In addition,.‘

- the’ melodlc style of the szctltano ar1as 15 generally more conJunct‘
.:'and less chromatlc thxn it is in the other laments, and the melodlc"
phrases tend to be longer and less fragmented The-cantabtle vocal
ﬂmelod1es are often supported by 51mp1e chordal orchestral accompanr—h"

-

‘ments in four or- f1ve parts Because of the essentlally 51mp1e, lyrl—“

':-‘:cal style of the stcmltano, the sentlments conveyed tend to be melan—

: o :
) ChOllC or eleglac rather than traglc, and are ufually qoncerned w1th

the sorrowful aspects of love Unllke\the stctltano, the pastorale

can be used 1n a varlety of dramatlc 51tuat1ons—-sorrowfu1 amorous,

.or plctorlal E When the pastorale is employed as a lament Jit usually_d

- pconveys sentlments 51m11ar to those 1n other maJor mode laments—-the -

reslgnatlon or submlss1on to cruel fate (for example,:"Con rauco ;d'

”mormorlo” 1n Hbdeltﬁda and "Al sen t1 strlngq.e parto" ‘in’ Artodante) 0

The saraband arla 1s altrlple metre Iament characterlzed by the i

empha51s placed upon the second beat of the measure In the saraband }-f'

4 arlas, Handel employs the modern 3/4 and 3/8 metre rather than the

.1081rvart Poladlan,“"Handel as: an Opera Composer" (Ph D. dlsser-7

7f;fltat10n,.Corne11 Unlverslty,v1946), pp 187 96

/
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traditional’B/Z metre'assOCiated With’the.danCe.‘hAlthough the emphasis

on the second beat 1s created pr1mar11y through rhythm 1t is also . '
. ' “ N }F =
effected by melodlc, harmonlc, textural and orchestral factors Whlle

'.in'some arias, the saraband rhytth‘are clear and cbnsistent (as'in‘

1."Deh' 1asc1atem1 11 nemlco" and ”Padre amato“ in Tamerlano),,the rhythms L

o are usually so styllzed that only the effect of the' saraband with its

g

seri s and arlstocrat1c connotatlons 1ssuggested “In most/arlas, thls - oy
"effect is. created by the large proportlon of phrages that begin or end :

on the second beat of the measure and the admlxture of sa@aband mea—

’ '

sures. w1th measures 1n whlch the second beat is neutrallzed or av01ded
-creating subtle rhythmic syncopations.j.The saraband rhythm can be ob—
served to‘a”greater or'lesser extent infmostVOf'Handel's'triplefmetre

- laments ’ For example, thlS dance rhythm is suggested in all eleven

o~

',trlple metre laments in qulto Cesare, Tumerlano Rodeltnda Artodbntea

Ta

B and Athna W1th regards to other aspects of mu51cal style-—melody,

T~

) harmony, déchestratlon »and texture the saraband arlas do not greatly
hdlffer from the laments in quadruple metre.l'1 ‘“‘;ﬁ*”r"u R

- RN
oo

"Her01c Ar1as B '-aV_,Y o {f. :‘,.4_”7_- jif;‘i'_;"‘§3:'h‘5"
The second category con51sts bf those arlas expre551ng her01c e

"'emotlons Un11ke the f1rst and th1rd categorles, the arlas of thlS : '4.‘ _"3

|

”group can express -a great varlety of emotlons ranglng from vengeance, B

‘anger, and dlsdaln, to prlde her01sm, and trlumph ' Because of the

‘-A. R

~-W1de range of emotlons,ithS character1s¢1c features are more varlable
€n

"'_ and less spec1f1c._ In g ral th_ affectlons of these arlas are more T

e ;f?h'h',t"f-*f:t?;iig;avi .~,;'u-;"zf{. ;_.']-5ﬁ coe
) 11Slrvart ::‘porédifan,i _-,'_-."Handel."as an"OperQ Composer,'! PPp. |196-98. . - .7
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extrovert as opposed to the more 1nt1mate emot1ons of the f1rst and

th1rd categorles and thlS fact is reflected in' the music. In keeplng

' w1th the extrovert nature of thls category, most of the arlas are char- 4

acter1zed by fast tempos, AZZegro Jelng the standard tempo 1nd1cat10n

pf the forty four her01c ar1as in the operas Gtulzo C@sare Tamerlano

Eodeltndb Artodbnte _and Athna thirty- seven are glven AZZegro tempo

ndications. Coupled ‘with the fast tempos is a strong preference for

'

'q adruple metre. For example quadrup}e metre 1s employed 1n thlrty

vand a regular rate of chord change One of the most - charactérlstlc

y
fejtures of the arias 1n thlS category is the large quantlty of v1rtu-$

‘¢51ddratuon, of these th1rty n1ne arlas, thlrty one contaln three or

vfsome type of natuf&l phenomena The 51m1ﬂe prov1d1ng 1t 1s not too
';_colors it, g1v1ng the composer some type of concrete 1magery ' A master

'l:ferlng w1th the. 1nterpretat10n of - the overall affect._; I ?vff;'lL

7515 on sca11c and tr1ad1c melodles, strong tea1c/dom1nant harmonles

‘can

b "

P:of the forty four her01c ar1as 1n the above named operas The rhythms

1h both the 1nstrumenta1 and vocal parts are wr1tten 1n small note—

values and are usually very regular, w1th few rhythmlc subtletles,
\

' passages of contlnuous 51xteenth notes can be found in most of these

. ‘ ¢

: aqlas Melodles and harmonles are generally dlgtonlc, w1th an - empha—

l

e ~

oS

v

be found 1n thlrty nlne of the forty four her01c ar1a§ under con— o

'more coloratura passages.: Handel 11ke most of hlS contemporar1es
.asso-lated fast tempo coloratura ar1§s 1n quadruple metre w1th her01c

251tua ions. The extrovert nature of the heroic ar1as is: empha51zed by

: . 4
the fr'quent use of 51m11es in the aria texts usually concerned W1th

w °

. “unreason ble, does not destroy or negate the ba51c affectlon but rather.i]‘

c-‘\" : N

such as Handel usually succeeded 1n depzctlng the 1mage w1thout 1nter—

y A

T TS0 S e

s 1nstrumentally~conce1ved coloratura V1rtuoso coloratura passages,

175
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‘those expre551ng strictly her01c emot1ons such as bravery, triumph-

, and pr&de andrthose expre551ng Vlolent her01c emotlons such as ven-

Ly,

176 i
i e -

The arias of thlS category can be d1v1ded 1nto\two ba51c types,

2t Taes bl

\

geance anger and d1sda1n Thrg subd1v1$1on may appear even ‘more ar-

b1trary and art1f1c1al than the oy%rall categor1zat10n of fhe arias,

’.because the d1fferences between some of ?hese emotlons may be very

e

‘sllght ,rHowever, an analys's of Handel's heroic ar1as——espec1ally

_ mu51cal 1nterpretat10ns of the herolc affectlons whlch correspond with

\-mode; espec1ally ‘keys. w1th several flats such as G and C minor. {Of‘.
‘the n1neteen hero1c ar1as of thls type in Gtulzo Cesare, Iumerlano and

vRodeZtndb thlrteen arlas arejln the m1nor mode——f1ve 1n G m1nor and

ments to these violent her01c arlas,.ln contrast to the ar1a £ other

1n the orchestral parts perhaps‘suggest that Handel 1ntended the tuttz_

'_those from h1s mlddle per1od operas——shows two distinctly dlfferent

B

these two subd1v151ons C ‘ o

The ar1as expre551ng v1olent emotlons tend to favor the minor L L

‘four in C_mlnor. As in the’ laments “the m1nor ‘mode is employed in R

_order to empha51ze the strength and 1mmed1acy of the emotlon : In'the,

v1olent her01c arlas, the standard quadruple metre is often replaced T

by other metres/ elght of the nlneteen her01c arlas of thlS type in.

the above named operas areJthrlple metre.‘ The orchestral acce mpanl—g‘v

categorles seem to have been restrlcted t0’ the str1ng orchestra For;

§

example, flfteen of the n1neteen arlas under con51derat10n are accom—

pan1ed by the strlng orchestra of the remalnlng four ar1as, t e lack :b
«

of any tuttt/eoZo 1nd1cat10ns a%d the v1rtuoso v1011n15t1c f1 ratlon

scorlng to mean tuttz vzolznr, as Chrysander recommends in the publlshed

scores The orchestral accompam;ments 1n these ar1as are usually

-.l FEERN
\ .

4 N

e
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,\\’ o
dividedhinto two parts, as,ls‘the‘case in thirteen ofithe nineteen - o
‘arias under‘consideration' In sp1te of the th1n orchestrat1on the
textures of the v1olent her01c arlaz& lncludlhg those in later operas;y
are.strongly contrapuntal. The'vigorous‘and extensive‘thematic'devel#gz
opment characterlstlc of these ar1as accounts for the contrapuntal
textures.. The orchestra usually plays an act1ve role 1n the themat1c
development, and 1t usually maintains a concerto-l1ke 1nteraction with
the volce.12 These 11ve1y orchestral parts often exp101tkconcz£at0 o
f1gurat1on, such as measured trllls, tremolos repeated notes,:and
unison passages. *The.violent emotions of'thesedarias‘are'also enhanced
bk the extremely dlsJunct and angular s%?le of the melod1c llnes ThiSfa
un sually dlsJunct melodic style is common.lnvthe bas; ar1as ‘whlch are_

. oftlen .of this type because bass 51ngers were trad1t1ona11y g1ven v1l;
lalnou; roles. Rapld descend1ng scale passages are often 1ntroduced '
at the ends of|melod1c phrases in order to create further contrasts,‘
and perhaps for p1ctor1al 1magery IST These dlsJunct melodlc phrases
‘endlng in rapld descendlng scale passages are espec1a11y common in the
vengeance ar1as from Rodelznda such" as' "L'emplo r1gor del fato," ”Dlg
Cupldo 1mp1ego,” "Morra1 51, l'empla Rt ”Tlrannla g11 dlede,” and "Tuo
drudo- & mio r1vale."'f N | |

| The- her01c ar1as, wh1ch express emotlons such astb avery,_trl- B

umph and prlde,'are 1nvarlably set 1n the maJor mode w1th the keys

of C F ‘B- flat and D maJor espec1ally favored These four keys account

¢ TN
i

'

"'v"' SRR L ,3 ‘ - _ .g‘° o
12See the above analy51s of the thematlc development in the aria

5"Morra1 silh in sp1te of the" unusual key of E ma;or, 1t 1s an excellent'
example of the vengeance arla S /i

13Poladlan,.”Handel as. an: Opera Composer," p 180
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ifor flfteen of". the seventeen her01c ar1as ofzthls type in qulto Cesare,
Tamerlano Rodelzndb Artodbnte and Alcina. Although the thematlc

_development in. thls type of aria can be extens1ve .as in ;he v1olent
her01c ar1as more often it is rather relaxed. Y'Because of th1s more
'relaxed approach to development the contrapuntal textures and actlve

' orchestral accompanlments character1st1c of . the v1olent her01c ‘arias . 5

. are less common in these ar1as However these-arlaS'exhibit more

o N
N

' variety in orchestratlon and texture Theastrlngﬂorchestra can be

e

d '
4

.gd1v1ded into two three or four parts and oboes and bassoons are fre—
-_quently added t0ustrengthen and color the sound of the strlngs For
:,example n1ne of the seventeen hero1c arlas under COn51deratlon employ
";a tuttt orchestra of strlngs oboes and bassoons When the her01c
r-1nstruments the trumpets t1mpan1 “and horns ~are ‘employed 1n Handel’
‘farlas, they are almost always employed in’ arias .of thlS type-—hence the
'hpreference for the trumpet keys of D and C and the horn key of F maJor
'olEven when these 1nstruments are not employed their 1nfluence can be }: Jb %vfg
‘ heard 1n the fanfare 11ke melodles wh1ch are.often found in the her01c

'.\

'~ar1as of thls type These melodles usually beg1n w1th some . type of ‘_

: ascehdlng movement in order to convey a sense of rlslng energy 1mp11~f
cit in- the texts ”14- The numer us br1111ant coloratura passages wh1ch'

’fare exp101ted to create an 1mpre 51on of strength and her01sm make

"~th15 type of aria the prlmary vehlcle for v1rtuoso dlsplay in Handel' s

- o I
A L

operas Although these arlas are often cr1t1c1zed for be1ng maiely

“;‘fexcuses for vocal acrobatlcs, ar1as such as Glullo«Cesare S ”Al lamp0’«

poladian, "Handel as an Opera Composer," p, 177."
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rdell' armi," BaJazet s’ ”C1e1 e terra armi d1 sdegno," Arlodante s "DopO‘"

-

notte atra ‘e funesta," Pollnesso s ”Dover, glustlzla, amor," and

‘Amorous Arias. o o . -

\ .

Rugglero [ ”Sta nell' Ircana ' contradict thls cr1t1c1sm These ex—
cellent comp051t10ns sklllfully portray the her01c affectlons of the

text and contrlbute.greatly to.the characterization of the hero.

,'
The love 1nterest in the plots of opera serta is very promlnent

'and in most operas the characters are deflned by thelr love relatlon—

vashlps. ,For example at ‘the head of. many opera seria - 11brett1, the

\ -

" names of the characters are. followed by de51gnat10ns such as ”amante

®

d1 " ”moglle,dl " and "promesso sposo d1 " Therefore, the th1rd large’

category of ar1as con51sts of those expre551ng affect1ons of love

~ Mattheson stated that love 1s the . most 1mportant affectlon in an opera

5 wh1ch fourteen are de51gnated as And&nte Because the amorous arlas

and from th1s basnc affectlon are derlved many secondary affectlons
g : )

1 such as "Jealousy, sorrow hope pleasure frevenge, rage, frenzy, all

of wh1ch w1ll add var1ety to a work ”15 In add1t1on many of the arlas,’

N

:whlch fall 1nto the lamentlng or vengeance categorles are motlvated by;if

td
rl

:betrayed or unrequlted love L ‘-*,'_ . e 1_: .

.

A majorlty of the arias in thls category are- characterlzed by

. the1r relatlvely'moderate tempos Andante belng the most common tempo
- 1nd1cat1on For example, of the forty four arlas 1n the operas quZzo

-.Cesare, T&merlano, Rédelinda Arzodante, and.AZczna wh1ch could be

<

c1a551f1ed in thls category, twenty seven are in moderate tempos, of

o B S : o

. ’/\

L Lo .. o
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"hb 1'a1ma" from Rodéltnda and "Prendi da questa mano" from Artodbnte A

' courante 1n "Del mlo sol” from Artodbnte 'the corrente in "Tutto pubf
1.donna" from Giulto Cesare and the a11emande:u1'%ma sosplra“ from

o "Athna Unlike the dance a1rs 1n rrench opera, wh1ch are uiyaliy a :

Py

vd Aiit‘

B

'fare usually domlnated by plea51ng emot1ons, there is a strong prefer-
'ence for the maJor mode. The . range of keys employed 1n the amorous
arias is falrly w1de but G, A, and E- flat maJor are espec1a11y favored.

'Thlrty seven of the forty four amorous arlas 1n the above named operas e

are in the maJor mode, of ‘these’ thlrty seven twenty—one are:uxthe

keys of exther A, G, or E-fLat‘maJor. _1he Cholce of metres inlthese

i

',arlas is more flex1b1e than in the ar1as of other categorles, although‘ L
. 4 .

_ 4/4 is’ st111 predomlnant for example f1fteen arlas are in tr1p1e

metre (3/4 or 3/8), e1ght ‘are 1n compound metre (6/8 or 12/8), and
-three are: 1n‘duple metre S i; o 8 5 S
B RO R - ! . N 4‘ 9 o

The 1nf1uence of the dance can be observed 1n many of the zmorousf'

arlas tne m1nuet 1n ”Venere bella" from qulzo Cesare ‘"Pr1g1on1era :
LA : a4 oy

>

- \
'the gavotte-in "Se in florlto ameno prato" from Gtulzo Cesare and ”Se
¥ l

rlnasce nel cor" from Artodante the glgue in "Caro' p1u amab11e” and

'”Tu la m1a stella se1" from qulto Cesare andg"Volate{ amorl“ from

Y4

ST R
.'Armodbnte the Hourrée in ”Spero per vai, si” from Artodante and

]

‘"Efge1051a, forza e d'amore”:from.Alczna' the pastorale in "Par che S
mi naéca” from‘T&merZano and "Ritorna -oh caro" from Rodeltnda the;'

'_vocal parody of the precedlng dance 1n the dtverttssement the danceh‘ o

..rhythms 1n Handel's amorous arlas are,hlghly styllzed and generallyu7

' ?the dance 1s only suggested These styllzed dance rhythms are often'

' comblned w1th more homophon1ca11y concelved textureé and song 11ke

- " : e . .-’. ’ .
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i“vl employed often 1n conJunct10n w1th v1rtuoso coloratura Although “'«

- ,-tutes for them 1n certaln female roles,~they can be d1st1ngu1shed from B _?3“'\

”.}“Un1sca amor in n01 e

Rg

i ‘melod1es whlch create a certa1n 11ghtness and ga1ety su1tab1e to many ,7 o :Sl

: 16 .»'vf"’ L e
'amorous affectlons . .g~, RN

Coloratura is- treated w1th a fa1r degree of flex1b111ty 1n the N

'amorous ar1as In twenty four of the forty four amorous arias under . ~a'f
: _con51derat10n, c010ratura 1s é1ther gompletely av01ded or 1s restrlcted AT S
‘ Lio one or two passages ’ And when 1t does occur the coloratura is -17_4j

'generally more 1yr1ca1 than v1rtuoso 1n character As in the second * Q‘f“"

7 ;'type of her01d anias, the orchestratlon of the amoroUs arlas 15 rela—-;ufu e oy

-3,

,tlvely varled and no partlcular orchestral color}ng cavrbe assoc1ated e 'é.

: with, thls category The strlngs are.frequéhtly doubled by the oboes E: o "e , wé%
land bassoons (thlrteen ‘of the forty four amorous arlas under cons1der—'i ‘ég
"atlonjj'and obbrlgato ﬂnstruments are sometlmes employed (flve of the .f': éf
"forty four ar1as) Although four part accompan1ments are the most ~.if;fo5ly‘tf "'é‘
-;common, the accompan1ment does vary from one to six parts. ?7 _ | — ) ‘3
| wlth1n thlS category are two types of‘love arlaS whlch do not . (;jl' ‘5?

el r
conform to- all of the characterlstlcs llsted above In arias expres—'

i -

'Slng sentlments of joyous or tapF1c1ous love, fast tempos are usually

g

: ' DN
;these -arias. are 51m11ar to! the her01c ar1as and often serve as substl— ,_d

o . . )
e .

a,,

“

her01ewar1as by the styllzed dance rhythms homophonlc textures, and

~

e ‘
song 11ke melodles (See, for example the arlas-"Tutto puo donna;ﬂ -

. s ‘ R - b

: 16See Manfred Bukofzer, Muszc zn the Baroque Era (New York -m‘.; N
W, W Norton § Co., 1947), pp. 128-29. ~This author. d1v1des Handel's

'arlas into\ f1ve categorles of which four are hased upon dance rhythms
However, he does not provlde much ev1dence to support hls 1deas ‘

5

17For 5pec1fré examples of amorous ar1as, see the above drscus-
sions on the arias’"Di, cor. mlob" and "MlO bel tesoro,"‘and Lhe duet

6 T
e . PRt R e




.‘ . ” ",. . : s \\‘_ . ',,

7<”Se 1n flOrltO ameno pratoﬂ'and "Venere bella" from qulzo Cesare )
arlas expre551ng the palns of love de51re, or lust the m1nor mode is,

;frequently used in order to convey a sense of urgency When thls typev

[~

7‘of"ar1a has v101ent or. 51nister overtones, as when a tyrant 1ntends to

T

“satlsfy hls de51res by force, fast tempos are often employed creatlng

gfthe effect of a vengeance ar1a. (See for example Ty’ se1 cor di

'_tquestg core" from qulto Cesare and "Damm1 pﬁbe" from Tumerlano ) 7.

In Slrvart Poiadlan s dlssertat;on "Handel as an Opera Composer,ﬁ -

\ S an

"=Hande1's opera arlas are categorlzed accordlng to tempo. fast tempo e

- " f
.

and'slow tempo arias.» In splte of the‘““

SR

'_arlas, moderate tempp””rlas

e

‘

' e 51m11ar results are due to the clo%e relatlonshlp that

'The mus1ca1 characterastlcs of these categorles are also s"'
' 1‘..,,', "‘."'

:ffithose 1n the affectlve categorles descrlbed above. Becau e of the :f(;f1=ff“

.

.:lilarge numbqr of fastvtempo ar1as thlS category 1nc1ude$’a greater Lo :
; 4 . ° X / . . e

’range of. affectlons than strlctlyher01cones Thusthe ast tempoamorous

S .. : .. ']_é e

- arlas are categorlzed as, fast tempo arlas rather than amorous arlas. P

L —_i L

e P »
<

S T
ﬁHanels," HHndeZ-Jahrbuch 2: (1929) 50 156 whrch appears to be
wSOurce for Poladlan s theory

theff.

PO
- LR

See also. Bruno Flbgel "Stud1en zur, Ar1entechn1k in. den Qpern L

”ted between tempo and mood or affect durlng{the elghteenth century,””_
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LA S L
B, . .

T SR
'{:the Doctrln,\ﬂithe Affebtlons* although by 1tse1f 1t shoumd not be '?ﬂ ﬁ-fft”'

“<q ..

"4f‘t10n of:theventlre text the comp05er momentarlly séﬁ%es upon a, 51ngle5f.f:r' v

2 gy N .
w{~word or phrase and deplcts 1t w1th the appropraate mu51ca1 flgure

;; "volate" (as 1n "Volate, amorl"), "glorla"-(as in "DoVer glustIZIJ

fschestral parts, espec1a11y by the/bass, whlle the 1mage of the snake
"f §p1111ng 1ts p01son 1nto the blood of the v1ct1m 1s deplcted by the :"

»f’coloratura passages on the words "spande" (spill} and ”sangue” (blood)

-fDoetrlne ofAthe Affect1ons because 1t is’ concerned w1th the represen—.
- tat&on of certaln external detalls rather than w1tht%Pe b%ilc 1nterna1v

" substanc e

The muslcal flgures acqulred meanlng only by assOc1aegon wlth the tex-lw»
f.tual 1mage, and oftenethe same flgure could be used 1n a varlefy of
”ﬂcontexts 19 Word palntlng in Handel's ar1as 15 usually relegated fo ;

"_the*coloratura passages where certaln plcturesque words such ag

amor"),,and "glO]a" (as 1n "Dopo notte, atra e funesta" from Artodante)

_ally remaln as spec1f1c detalls in the overall affectlve framework of
;rthe ar1a ' One of the flnest examples of thlS t&pe of ar1a 1s "L'angue‘hmrk "v"ﬁ

;offeso ma1 rlposa" from qulto Cesare, 1n wh1ch Sesto compares hlS de--*ﬁ

b s Lk
o R ,‘,':‘. SRR £

’ﬁfmlstaken for the,Ddﬁtrlne. Word ﬁilntlng 15 a secondary adpeaxﬁpf the A

gl R A

-

f the ar1a text ..... Instead of deplctlng the ovenall affec- : ‘“'l7;A h
- ~ y N SRR

.4 : . -L,s

i e

et - 1"

st . SN 8 4\\_4

/ 1'«! . ) '?'

7are a11 deplcted by wgrtuoso coloratura passages. Word‘palnt1ng of‘ ' &?‘e;"_~f‘

more elaborate klnd is more common in- the 51m11§ arlas., Alsiough‘-

A "
1Hande1 probably enJoyed dep1ct1ng these plcturesqpe 1magés, they usu-

~

9

X B ‘gx '

re for revenge to the angered snake waltlng‘to strlke 1ts v1ct1m .

,v.,

The slltherlng movements of the snake are deplcted*By the actlve or-d

)\\

L

Jlee

s \ RS
4 .

~ Mhukofzer, Music in:thé Baroque Era, p. 389.".

P

P
H



'enhances Sesto s fanatlcal de51re for revenge.,

.11"_

7utic, and he requ1red strong affectlve dramatlc 51tuat10ns and aria. texts

_tlve,category

5 ¥is of thls type cannot g1ve any clue as to the depth of . emot10na1

oo

"M". :

=—F—%F ~
Cwel et
EERE N |
T
.y
2 RS T
e = -
A G S 8 e

Rather than detractlng from the ba51c affectlon thls mus1cal 1magery

h

However, sometlmes the

or 1s 1rrelevant—
$

to the dramatlc 51tuat10n and thus obscures the ba51c affectlon. In

‘@ .
51m11e of the afla text assumes too muchrlmportance

!‘.-

these c1rcumstances,‘Hande1 usually selzes uponsthe 1magery of the.

o ~

51m11e and wrltes a descr1pt1ve programmatlc plece\of mu51c.'

arlas are often very charmlng, espec1ally 1f the 51m11e is colorful
but w1thout a clearly deflned affectlon the mu51c tends to be of a

more convent10na1 mould Handel's approachtx)opera is; 1nherent1y drama—;

4

“in- order to create hlS most 1nsp1red mu51c. L f S i”g

B

Although most of Handel's arlas are based on one of three ba51c‘

<

affectlons, a large range of emotions s poss1b1e w1th1n each affec—

Some of the more obv1ous varlants have been 51ngled
1

“out- because of the1r d15t1nct1ve mu51ca1 treatment. However, an analy—-'

range and the subtlety of shadlng found w1th1n the ar1as of a g1ven

. . B o on

;fcategory, because»these are, conveyed through the mu51c 1tse1f——the

melod1es and harmonles, wh1ch at thelr best

R =

_seem to perfectly-match

. a“'

R

AN 189
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e it e



'v'atlon The Doctrlne of the Affectlons——llke the da capo arla——merely

"<who has studled these works can fa11 to be 1mpressed by the sk111fu1

’ and enhance the ba51c sentlments of the text and of the’ dramatlc 51tu— .

v thls affectlon acqulred any- sense of.: depth and shadlng

‘successful and unknown operas contaln at 1east one.character who is-

_opera serza, w1th most of the‘dramatic action taking,prace~in the

BRI »

/\ Ll

prov1ded the abstract framework .or" outllne _ It could convey the ba51c :

DR L NPT WP Sy

affectlon to the llstener but 1t was the mu51c which determlned whether

1
/

Musical,Characterization_»f - B S S

It is often:consideredithat musfcal characterization in opera is Vo

a product of the Romant1c1sm of the late elghteenth and the nlnetgenth o L

centurles apd is first ev1dent in the masterpleces of Mozart It is.

con51dered that mu51ca1 characterlzatlon was 1mp0551b1e in the "dark " f“
e , . )
ages" of opera because the audlences and the composers regarded opera
I Al

‘as a concert in _costume de51gned solely to dlsplay the talents of the

egot15t1ca1 51ngers Be51des the needs of the 51ngers, the academic ' ’ f

l L

'theorles of thenDoctr1ne of the Affectlons ruled out mu51ca1 character—D?

1zat10n because "the role of the character is subserv1ent to the con—'
‘ 20
31stent emot10na1 expre551on by partlcular textual and mu31ca1 factors "

B

Although this Judgment can be applled with Justlce to many elghteenth—

century operas 1t cannot be app11ed to the operas of Handel.. No one

musical characterlzatlon to be: found in’the- scores. Even the most un-

~ 3

B P

brought to. 11fe through the mu51c Because_of the.statlc“nature‘of

3
Cr

.

20Brenner,'"The 0peras;of Reinhardeeieer?”;p; 188. ..,

C o .

A 2N




S e

rec1tat1ve Handel concentrated on thls deplctlon of human emotlon and

N 9'.

'-personallty through the mu51c of the arias.

~-Most of Handel's charact@rs are based on, the stock types found
/" DY A " ¢
in a11 elghteenth century opera serma 11brett1 the brave conqueror '

(G1u110 Cesare), the lamentlng prlncess (Asterla), the falthful w1fe

(Rodellnda), the brutal tyrant (Tolomeo), the schemlng adv1sor (Garlbaldo),

., -

'and the loyal frlend (Unulfo) The characters, 11ke the emotlons they

express, were not 1ntended to be un1que and 1nd1v1dua1,.but unlversal
_—

and 1deallzed in keeplng w1th‘the c13551cal pr1ﬂc1p1es of the late
seventeenth and early elghteenth centurles, pr1nc1p1e$ whlch found thelr
most perfect expre551on 1n the’ tragedles of Cornellle and: Rac1ne" How~":
.eVer the characters 1n Ita11an opera never attaan the unlversal-gran—
deur of an Andromaque or: Phedre and usually remaln ‘little more than

:two—dlmen51onal sketches. Thus the effect of characterlzatlon in the - f}'
\operas/of Handel is achleved prlmarlly through the mu51c . In operas

such as G uZto Cesare Tamerlano Rodelznda OrZando Artodante, and

. o :

.Alctna the mu51c seems to- say much more about the characters*than<does

'the 11bretto. Through hlS mu51c, Handel succeeded in elevatlng these

-0

. : f.‘-'
- stock two d1men51ona1 characters 1nto ,

~

unlversai 1dea1 txpes of human1ty, mOV1ng and thlnklng on. a vast:j
scale, the analogue.in opera of the great .tragic pesonages of
‘Corneille. This quality is more than.the reflection of a certain . =
musical style or a consummate technlque it is’ the dlrect ‘emana-: S
tion of Handel's own" sp1r1t expressed in music: with an 1mmed1acy
that has no parallel out51de Beethoven, It is the 1ncarnat10n of
a great soul 21 ' c

3

Th@ mu51ca1 characte 1zat10n in Handel's operas stems from his

skillful and sen51t1ve*dep1't1on of the Doctrlne of the Affectlons////

» . A . -

v : . . .
» [ . . . e L t

k3

21Grout, Histo y of Opera, p. 167. = - .. o .. s L



‘”ﬂﬁ:Through hls mu51¢ the vague generallzed sent;ments expressed rn the

T B . Cp
P _ ) RSERR A J

192

3 u ".

‘aria. texts are transformed 1nto v1ab1e portralts of human emotlon The,; ISR

: v1ta11ty of the emotlons expressed in the arlas 1n turn anlmates the

3

o characters. These characters“emerge as the sum total of the affectlve-'
. S : RS

“‘thelr ar1as "Each character is presented one facet at" a_:ﬂ__"'

~ conte
‘tim‘: by ar1a3 unt11 he stands complete ”22 The mu51ca1 charac-,;
terlza -on 1n Handel s operas often con51sts of more than merely the =

sensrtlve reallzatlon of*the Doctrlne of the Affectlons Because theh

characters emerge as the total ofvali thelr ar1as, SOme type of relaj}.
- -5 .

;tlonshlp between the- ar1as of a glven character is often necessary 1nf_ﬁf>

'»'order for a con51stent character portralt to be created

—~—~

The conventlonsybf ‘opera: serta d1ctated that each role should

con51st of one or two ar as,of“each type to allow the 51ngers to dlS-E:
f'play thgar v01ces to the best advantage If treated carefully by the"nﬁ
o composer thls conventlon could a551st 1n characterlzatlon by show1ng:"

o a character in. a great varlety of moods In thls way the character g

C1a11y 1f the ar1a types were arranged so as to create the 1mpress1on

,Aa

. of character development\. The great character portralt of Cleopatra

o 1n Gtulto Cesare is’ created 1n thls manner.‘ However, thls conventlon IR

sult 1n a serles of contrastlng arlas w1th no*overall un1ty heg;””*VV

ERERAT

,characters would lose the1r 1nd1v1dua11ty and become puppets‘of the

vzdramatlc 51tuat10n One of the ways Handel avolded thlS typ:m',.ih

con51stent characterlzatlon was to allow certalnicharacters to be

f[;f??pean,1Haﬂdéz;éﬁdjthe:OperafSeria,‘p.343;a'y‘d‘




7h$é;the Doctrane of the Affectlons Thls mod1f1catron was facilltated by

'”f:hopera and by the type of mu51c the composer allotted to them

",ijmasters—-Mozart Wagner and Verdl——the eharacters:leandel's operas

":Hp”recelve much of thelr 1nd1v1dua11ty and 1dent1t"ﬁthrough the1r 1nter-f7

. \ters. It 15 therefore more prof1table to co 1der Handel's technlques:'fv'“wa'

”ﬂdomlnated by a 51ng1e affection. These Characters were glven a large

e

x4 '.’

';proportlon of ar1as of a 51ngle affectlve category, ahd Ln thls way

»ﬁ‘thelr mus1c was Set apart from that of the other characters. Thls type'"

-
s

”Jhof character1zatlon often 1nvolved the mod1f1cat10n or man1pu1at10n ofinf‘

Y

: . .7 Sl
”jﬁthe vague nature of many ar1a texts whlch could be 1nterpreted as rep-24

‘

fresent1ng several dlfferent affectlons. Thus, in hlS most SUCCessful

' peras Handel achleved a dellcate balance betwee“ the Doctrlne of

b

'the Affect1ons and the need for mu51ca1 characterlzatlon ‘_

; ;' Sl
In most of Handel's operas, one can dlstlngulsh tWO or three malnﬁla';f
4 R

;;gicharacters These characters are determlned by the1r 1mportance 1n thecf;-

RS

"g:maln 51ng1ng/roles the prtma donna and the przmo uomo,.need not neces-ﬁ';"

ot .,n

”dsarlly be the maln characters¢ For example,_lf the prtmo uomo is glven"'“““

. ‘e
e

“fa large but undramatlc role whlle a cadet s1nger is’ g1ven a small but

AR

M*fdramatlc one, usually the latter w111 emerge as: the ma1 “character
'Jsolely through the strength of hlS or her music. The relatlonshlps be-,f-ﬁf" '

'ﬁ‘.tween the characters in- Handel's operas has an 1mportant 1mpact upon

.

'meu51calf h racterlzatlon As 1n the works of the acknowledged operatlcfhifv

“

xf&Cthﬂ w1th each other.i In Handel’s flnest operas, ‘er;es of rela-yﬁ

: ;tlonshlps between the characters 1s created 7bften a dynamlc charac--' R

'ter 1s balanced by"a statlc or constant character, wh11e the other 745

f‘characters serve as f01ls to enhance the stature of these maln charac-;"’ SO

| fi;_-:t;ngn- ‘as isolated gﬁa‘ﬁ;@éﬁag.



”fgf.opera Ast

A SN

'”};her01ne All but one of her 51x ar1as, her duet and her arletta, areaf e f‘f

f;ln the lamentlng category Therefore, her musxc 1s characterlzed by

";i_*slow tempos m1nor keys, tr1p1e or:compOund metres chromatlc melodles”ﬂ

L role w1th 1ts consplcuous absence of bravura arlas;

_and the absence of v1rtuoso coloratura Thls‘unuSUaI

‘siand harmonles**

;s a11 the more

*f“surprlslng because 1t was concerved‘for the famous prmma dbnna _uz on1.“

The characterlzatlon in Tumerlano 15 compllcated because the

‘threne, Pr1ncess of Trab1sonda;;1s betrayeduby Tamerlano who has fal— e

%flen 1n love w1th Asterla, whlle;Asterla 1s.betrayed by Andronlco, who

is attemptlng.t Tsave the 11ves of both Asterla and BaJazet by comply-3;'

”7;1ng w1th Tamerlano s w1shes The analogous 1ove relatlonshlps of the

*Ef two her01nes 15 m1rrored 1n the common affectlve content to be found

ﬁllln many of thelr arla texts, several of these arlas could bei a511y

?,trayed love., In splte of the 51mllar1ties, Handel created two com“

..T'»



' fac111taged thlS modlflcatlonaa For exampIE' 1n Act I when Aster1a-$‘
A ._q_ N T ,.‘-.(,‘

«:learns of Andronlco s treachery, her arlas ”Se non ml.vuol amar"'and

"g'"Deh' lasclaxeml 11 nemlco" c0u1d hade been set as vengeanee arlés,

:-but 1nstead werevset as Larghetﬁo laments in the mlnor mode. A.51m1-jjf"“

:'1ar man1pu1at1on can be found in Asterla s ar1a ”Se potessi un d1

, placare" wh1ch occurs at the end of Act II after Asterla has been

e COI’

:1‘padre

-“jar1as a p1erc1ng sonorlty wh1ch 1s th generally assoc1ated w1th the

'fgg fffHandellan Iament j The only arla “in Aster1a s role wh1ch is not set as_

In Act III Asterla emerges as a traglc her01ne.u There are no.




and her duet with Andron1co "Vivo An te” are slow-tempo, mindr- mode

*_ kaments written in Handel s grand tragic manner. - The ‘tragic stxti\is
: _ i v o v .

also evident in- Asteria's two accompanled rec1tatives in this act. By |

way, of comparison, Gasparini's settings of‘Asteria's arias.in Act TII

ofhxs‘ver51on of TamerZano (1710) are both 13 the maJor mode in fast

to moderate tempos, and-employ a 51mple d1at0n1c style 23

“In Irene's ;\ias Handel chose to 1gnore the affectlons of sor-

L

\ .
row and vengeance and allotted to her role mus1c of an optimistic, if .

<~somewhat neutral cast. Most of her music.is-conceived'in the ''sereng'

g<key of G major, in common metre, and in fast. tempos Of'her five. set

1 L.

in G major, four are in common metre, and four are in fast tempos. " In '

this waf Irene is exp101ted as.a f011 to enhance the traglc stature

Y

- ;of Asterla -’ ' : ‘ o -

Inkcontrast to. Asterla BaJazet is. a dynamlc character whose rash

' P

and impetuous actionhs ;et the opera plot in~ motlon BaJazet is domln-

-

ated by the two contrast1ng affectlons——hls unbendlng prlde, and his

love for his daughter.-24 His prlde compels h1m to seek revenge for h15

hum111at1ng defeat and 1mprlsonment by thé usurper Tamerlano, but thlS

v

de51re for revenge is tempered by his love for hlS daughter who is

s " - .alsd a capt1ve~of Tamerlano. Although Bajazet does not fear his own

T N ~;.ﬁdeath he fears that the consequences of his actions may endanger the

€

"life of 'his daughter. Thevconflict between these two,affections is

, 23Excerpts from these two arias are quoted in Wolff ”Italian
- Opera .1700-1750," '°pp.. 94-95. d '

S -‘24Dean, Handeljand the Opera Seria, p. 68.

;h, ‘ p1eces—rthree ar1as an arletta/ and a duet w1th Tamerlano——four are

196
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presented in éaJazet s open1ng ar1a ”Fort% e lieto a mdrte andrei' in
wh1ch he tells Andronlco that he could march to hlS death with strength
and resolutlon were it not for his contgrn for - Asterla S safety These
\ confllctlng emotlons.are deplcted mu31ca11y by the two contrast1ng
themes upon which the aria 1s constructed -The first consists of shdrt
diatonic phrases .with dotted rhythms'and grills remlnlscent.of a
Frenchpouverture< while the sécond consists of a 51ng1e chromatic
_phrase in slurred groups of two with sﬂicopated rhythms ) During the
‘ r1tornellos, these two zhrases are furth&{ dlstlngulshed by de51gnat1ng fd.ﬁ(ffzg
the f1rst fbrte and the ‘second pzan; These two contrasting themes
are related by the contlnuously repeated elghth -notes- in the bass whlch

are perhaps 1ntended to represent Bajazet's march to é;ath

Examplean. Tamerlanq,'”Forte e lieto a morte andrei," meas._1-4.

e S Largo. . . - {
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The flrst theme is developed by both the voice and the orchestra while

‘

the second remains in the prchestra and is taken up by the voice only

durlng the melismas. vChromaticism in the major mode.in the music of
Handel is very rare, and in this heroic C major aria, it' is, spec1f1ca11y
,

exp101ted in order to depict BaJazet s emotlonal dllemma
The other arias present different aspects'of these two basic af-

fections. 'Ciel e terra armi ‘di. sdegno'.is.a heroic aria in which
N . ~ N .
. S L

BN .
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BaJazet scornfully rejects Tamerlano [ offer of 11berty in exchange for

_his daughter s hand in marrlage wh1le "Emplo per fartl guerré’ is a

e Do R A N G s D T

TVengeance aria in which he curses Tamerlano for his- 1nhumL?e punlsh-

ment of Asteria. The v1olent emotlons.of the latter-arla are empha—

sized by the. d1m1n15hed sevenths and unison passages. of the furioso. or-

A

chestral accomo;;ament whlch 1n turn ant1c1pates the mu51c of the fol—\;

lowing scend. n Act II,‘BaJazet learns;of Asterlan decisionvto marry

Tamerlano, and he reacts not with fury or anger as might be expected

but w1th despalr and angu1sh Hi;

frbm,the aria text, anger is re-

served solely for Tamerlano Although the arla is f the lamenting

categpry, it d1ffers from Aster1a s laments in its ex remely angular

‘chromatlc melodies and its And&nte tempo
These four arias of BaJazet a?e related by two unique. mus1cal

features which further contrlbute to the hero S mu51cal characterlza—'

. ’

tion. ,In_all four of Bajazet's a:ias, the voice enters on the .cadence

of?the openihg ritornello, and in three'of these arias, "with an em-

3

25
phat1c word that calls forth its own gesture, followed by a rest."
Example 50. Tbmerlano ”C1e1 e terra armi.di sdegno " meas. 6—10,

et —s Ine—lmmsl: ‘
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'BaJazet's grand scena, and the_arletta ”Su,1v1a,,fur1e'e m1nlstre”

<
w1th1n thls seena, begln in a 51m11ar manner w1th the voice enterlng

'before the orchestra w1th an emphatlc word or" phrase fodlowed by a rest

P2 Example 51. IUmerZano ”Freml minaccia! mi rido," (opening section to
- the grand scena), meas. 1-3. - Uy

' - 2 24 r 2

v " —fF—F—F+y—
mi rido del tuo fu_ror,  di teé wmi _

o~

{

an

d
n

e e . .
<.

This subtle détail perhaps was rntended,to'suggeSt.Bajazet's'bold,
.impetuous character; Another 1nd1v1dua1 feature is the’ dlsJunct in-.
strumental melodlc style of Bajazet's arias. Wh11e Handel's melodles‘;"
E are generally more dlsJunot and 1nstrumental than those of hrs conten- |
.poraries,.seldom do fhey'approach_such extremes. ,this instrumental
.style is esﬁeciallyhapparent inlthelcoloratura passages which often

'employ the pSeudo-contrapuntal style brisé of the French lutenists. =

Example :52. Tamerlano, '"Empio, per farti guerra,' meas. .21-27. .
1 s [llx
=== —coo
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P e
> ¥ / .
VI VA—
I‘”K / > tEE
N A
: :

In addition.to the four expansive da capo arias, the remainder of
BaJazet s music is- composed of free forms. a binary arietta two ac-

companled rec1tat1ves, a through composed trio which he shares-with

R T Y

s ot e s b8 ey



Asterla and Tamerlano and the c0nglomerat10n of arletias and accom—v'
pan1ed rec1tat1ves whlch make up hls f1na1 grand scena The large pro-
portlon of free forms employed 1n BaJazet’s mu51c (as opposed to the

\

other characters 1n.the opera) also eontrlbutes to hlS bold and uncon—

- ventlonal character. The confllct between BaJazet s de51re for re—

venge upon Tamerdano and hlS love for hls daughter culmlnates in hlS
death scena 'The' characterlst1c features of the vengeance and lament—r

1ng styles——whlch have h1therto domlnated BaJazet s mu51cd—are set 1n

vrolent opp051t10n as hlS threats and curses d1rected at Tamerlano al-"

ternate in raprd sucCessxon w1th hlS words of consolatlo and\farewell

.

addressed to hlS daughter : ',"hi_i : "_é_t

BaJazet S stature as a traglc hero is enhanced by the mus1ca1 ;g
. \"9‘\_

characterlzatlon of the other male roles HlS adversary Tamerlano is

a tyrant 51m11ar to Tolomeo in GtuZto Cesare Tamerlano s four ar1as

» ’ .

and two duets are characterlzed by thelr fast tempos, thin textures

regular forms and v1rtuoso coloratura;“ln additidn, five of these six

pleces are in the maJor mode andazuadruple metre. All'of-his arias

are composed 1n a rather rough unpollshed hero1c style Thus for
a oL

Tamerlano S attempt to W00 Asterla in the aria "Damm1 pace oh volto

°

amato, " Handel- composed a concerto 11ke AZZegro aria in G m1nor rem-
1n15cent of 1 vengeance arla, 1n order to deplct hls furlous de51res

rather than his- tender pa551ons. ‘ p‘jv‘;fQV f;:Vuldp,",‘:,pni

‘

In contrast tO‘Tamerlano‘ Andronlco 1s domlnated by amorous af—

‘/

‘fections. Throughout the opera, he langulshes over hlS love for

FOR

DR

Asterla but: is too 1ndec151ve and accommodatlng to take any p051t1ve
actlon to change hls unfortunate»51tuat10n. Although Andronlco s mu51c

is more varled than that for Tamerlano and Irene——he is glven a vengeance
. , B . A

i - - ) -
o B » .
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'Handellan amorous’ ar1a.‘ Both ar1as are trlple-mgﬁge Andantes in E flatvf

. R e ]
'i maJor and are characterlzed by thelriconjunct lyrlcal vocal 11nes and. - -

"fda capo forms and by 1ntroduq;ng.each ar1a w1th an. accompanled rec1ta-,
;ttlve The orchestral accompanlments to these rec1tat1ves cons:;t of
' 5.;pa551ve sustalned chords rather than of the actlve orchestrai Y;gura—
'uitlon found .in BaJazet's‘recltatlves Another 1nterest1ng deta11 ls
;ﬂrthat the head motlve to the ar1a ”Cerco 1n vano di placare" is: used
Aagaln as; the bas;: for Andronlco s arietta ”No che del tuo gran cor.ﬁ'lriff:
.The lyr1c1sm of theSe two arras 1s ev1dent 1n Andronlco s other ar1as. d }u,f"?w 3
, Even in Act'III when he f1na11y defles Tamerlano by protestlng agalnst é - h-- ;

-'h1s cruel treatment of Asterla, thls gentle 1yr1ca1 quallty glves - o e

) role of Andronlco appears to be even more unusual because it was con-.

Lo el

.

- ‘kla and shares 1n a lamentlng duet w1th Asteria*—hls character 1s mdst ’f‘

' perfectly realized in the arlas "Benche mi: sprezzl” and "Cerc0 in vano

w

N e '.

'v'1ntr1cate homophonlc accompanlments (see Example 53) Handel g1ves

',these arias a hlgh proflle 1n Andronlco s\role by employlng expaﬁ51ve

/.. ' -_»-\)

L gﬁﬁ;,\“,‘ e

K

'Andronlco s ar1a ”Se non mi rend1 11 mio: tesoro" more the effect of a

: plea rather than of aythreat Whlle BaJazet s coloratura is character— E

ized by its 1nstrumental contours and Tamerlano s ‘by 1ts vocal acro-v

'batlcs, the coloratura passages 1n Andronlco s ar1as are d15t1ngu1shed
. t

;,by thelr ornateznuidecoratlve quallty (see Example 53) The unher01c_

R

'celved for the famous castrato Sene51no who ‘in thls opera,was over-

. shadowed mu51ca11y and dramatlcally by the tenor Bor051n1 in the rolelv_“" v"‘_}

R . i

of BaJazet,and by the prtma dbnna Cuzzonl in- the role of Asteﬂﬁi

.
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“‘Characterlzatlon in Orlando

OPZando is one of the few dramatlc works by Handel 1n wh1ch the”
-»her01ne is completely obscured by the hero | Throughout hlS career

_Handel 11ke Rac1ne¢'seems to have spec1allzed in creatlng great female

e

.charactersx' Her01nes such as Cleopatra Asterla Rodellnda Fu1V1a

‘_A1c1na, and Romllda 1in the operas .and Semele Nltocrls DeJanlra,

Tl

’Theodora Irene, and Iphls in the oratorlos are among Handel’s most

_ endurlng creatlons Even in hlS unsuccessful dramas, Handel séldom

falled to brlng at . least one of the female characters to 11fe ' Perhaps

o

-hone of the reasons for th1s part1a11ty is that the herolnes 1n opera

\

o

~'ser1a were - allowed a. w1der range of emotlonal expre551on than the heros.‘c i

_The her01nes recelved a larger port1on of those arlas w1th strong emo -

: Y

tlonai content such as the laments._ However, 1n Orlando the hero is.
e i

RS

permltted -an exten51ve range of emotlonal expressxon ause»of hls ‘

Rl

N

l'ness and thls-lnsplred”ﬂanaei to create hls most remq;kab 2. caStfat%;f,

CEEt

role.\ L1ke~Ba3§¥2t«~0r1andobls”the y

1&0n§wthemPlotﬂ%evolvesz
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In hlS 1ntroductory ar1etta "St1mu1ato dalla glor1a ag1tato »

S

dall'amore,” Orlando is presented as the confused hero torn between the

‘confllctlng amb1t1ons of love and glory. Thls 1nner confllct 1s.por-.

4

,‘trayed 1n the accompanled rec1tat1ve "Imag1n1 funeste che turbate
’ quest alma " whlch c ncludes w1th Orlando s resolutlon to follow the

'Tpath of love rather than glory In- the subsequent ar1a "Non fa gla men

forte Alc1de " Orlando attempts to support his dec151on by c;tlng ex-
-amples of the amorous heros from ant1qu1ty Although thlS piece is a
’cantabtle love aria in Andante tempo and 6/8 metre the add1t1on of two

rhorns g1ves the aria a dlstanctly hero1c nuance.’ The hero1c aspects of

. Ofﬂando s character are fully asserted 1n the\accompan1ed rec1tat1ve

”Itene pur tremendo”yln wh1ch he rescues a dlstressed prlncess from
assa1lants. They also are present in his second aria ”Famm1 combattere
mostrl e tleI\” in wh1ch he boasts of the 1llustr10us deeds he w1ll
ﬁu1dertake in order to: prove hlS love for Angellca ’Thls AZZegro ar1a

in B- flat maJor and quadruple metre is an excellent example of the

. Handel1an her01c coloratura aria. The arla S second theme a rlslng

»

"fanfare motlve set ‘in 1m1tat1on generates an extraord1nary 1mpre551on

_of power and energy approprlate to Orfﬁndo 's character In sp1te of

‘Orlando s resolutlon to follow love 'S calllng, at ‘the end of Act I, he

‘emerges as a truly her01c flgure worthy of the hero of Arlosto ] eplc

_poem. Perhaps Handel wanted to empha51ze Orlando ] her01c qualltles to.
'preparehls fall 1nto maﬁness as an even more startllng development
In Act II Orlando goes 1nsane w1th JealouSy when Qe learns from "

— —

Dorlnda of Angellca s betrayal The"dlscoveryfgf the Secret love affa1r

N [
.,y\ ‘

‘betWeen Angellca and Medoro also effects Dord;da, ie;ause she is 1n love

-

'fw1th deoro" At*thls p01nt'1n*the opera, both. cha acters are g1ven love

oL - oo L ' f
T T .
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laments, although Handel sets these ariaskin_sharp contrast in order to

\ ' v N L
decht the 1nd1V1dua1 emot ions of these two characters The idea»of -

AN

"c0ntrast 1s suggested 1n the texts Dor1nda s 1ament1ng arietta ‘and
':subsequent ‘aria employ pastoral imagery, wh11e Orlando S lament “is in-
f'!troduCed by a rec1tat1ve in wh1ch e declares his deslrelfor re;enge

X Thus the shepherdess Dorlnda expfesses her grlef 1n a pastorale arletta

' and then in'a szctltano aria, wh11e Orlando, expresses. "his gr1ef in .an

AZZegro rage aria. The, furtoso style of Orlando's aria is not only

con51stent w1th hls character, but cleverly ant1c1pates the onslaught
_of madness. .
’ B L .. . ' ) » ‘ LS
The madness of Orlando is,fully realized in the finale to Act II

wh1ch serves as the mu51ca1/dramat1c cllmax to the opera ‘ When he was
-setting this libretto, Handel reallzed that-thls scene reeu1red some-
thing- extraordlnarg V1va1d1 was confronted with a slmllar challenge
- when he set Bracc1011 s version of the Orlanép:story.zﬁ, Both cpmposers
Y P
succeeded in thelr goals but thelr resnTts are very - dlfferent 'Vivaldiv
set the three mad scenes in Bracc1011 s OrZando as 51mp1e recltatlve
although the é%c1tat1ve is 51mo1e only because of . its continuo accom-
panimenty Instead of the secco style.of the elghteenth century, V1vald1

revived the affective style of seventeenth-century_rec1tat;ve._ The un—

usual moBtlations and chromaticisms and the numerous arioso passages’

-

recall thejimpassioned-recitatives in MonteVerdi's 1ate'operas.' Only PR

in a few important'p’ ages is the orchestra 1ntroduced elther to accom-

pany the v01ce or g,\grov1de 1ndependent flguratlon Whlle V1va1d1 s

settlng of OrlandoL\Jmadness ‘looks back ‘to Monteverd1 and Cavalll,_'

AN

Handel's seems to look ahead to,Gluck and Mozart Handel conceived his

" . oL L
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_A'i?QSee’the'recording Antonio Vivaldi, Orlando Furioso (Erato.STU 71138).
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'scena as a singhe large scale symphonlc structure . The" scena's un-

- usual form- and structure is worthy of ana1y51s

The scena con51sts of an accompanled rec1tat1ve of 51xty two

Y
¥ >

vmeasures followed by an expan51ve rondeau aria of 137 measures The

sceng beglns when Orlando s 1nsane attempt to pu'sue

i

lAngellca for her 1nf1de11ty is prevented by a claud achlne wh1ch des- -
cends and carries her off to safety A strange measured paSsage for

the contlnuo whlch accompanles thlS scenic dlsplay serves' as a tran51- -

[y

tlon between the 51mp1e rec1tat1ve and‘the scena The accompanled

v

rec1tat1ve tan be d1v1ded 1nto five sectlons accordlng toﬂthe ideas
'presented by the text In the f1rst sectlon Orlando curses the splrlts
. for preventlng his rlghteous revenge Hls anger is. deplctedaby the

concttato arpegglo flguratlon ‘that the orchestra 1nterpolates between

.«

the unaccompanled phrases of the voice. Then Orlando laments hlS bee‘
trayal by Angellca in the arloso passage ”Ah"mrsero e schernito 3 the
tempo changes to Andbnte, and the orchestra plays re1terated chords

‘ syncopated across the bar line upon ‘a descendlng chromatlc bass

' Example 54. OrZando ”Ah' mlsero e schernlto " meéas. 1-5. .'_' E

Anda_nte. : : e . —— -
: = . e Ee e e '
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In his madness, Orlando 1mag1nes that he is dead and that he crosses

“the R1ver Styx 1nto Hades. Thls passage of dlssonant sustalned

. : P ca ey
C . . P
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accompagnato is 1nterrupted by two passages for unlson orchestra 1n

5/8 metre

n;“E;ample'SS;vangndb "Mad Scena,” the use of 5/8 metre

T Bt . Andanla"
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Accordlng to Burney - '~, 5" s

Handel has endeavored to descrlbe the hero s pertur atlon of 1h—

tellect by fragments of symphony in 5/8, a d1v151on fvtlmelwhlch
can only be borne 1n such a 51tuat10n 27 :

1ng tormented by the furles The struggle between Orlando and the

furles is deplcted by therdescendlng sca1e~passages of the unlson or-‘

T

~

: chestra and v01ce and the short repetltlous melodlc phrases (seeti'

"Example 57) The arletta cadences unexpectedly in. the relatlve maJOr o

and is followed dlrectly,bv ‘an- accompanled rec1tat1ve beglnni?g 1n C

: maJor In thls f1nal sectlon of the 1ntroductory rec1tat1ve Orlando;$}7

v

VSearches for hlS r1va1 Medoro only to’ f1nd h1m sh1e1ded 1n the arms

e LA
'.of Pfoserplna, who was probably 1nten,ed to symbollze Angellca
‘ é»z;frfﬁ:f“‘ ,,vk S e e

ourtiey, 4 General History of Music, p. 778.
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S A

'f-?Proserplna Weeps,,and Orlando S fury is temporarlly abated The effect

"”ﬂhﬂrof Proserplna s. tears upon Orlando s rage is. deplcted mu51ca11y by . fl'~t' '5’fh§

":Juxtap051ﬂg a fbrte cadence in’ G maJor for full orchestra w1th a re-“. e fi"vg
.,lterated chord of" E maJorJJ1the upper strlngs marked pzano and Adhgzo *tﬁf.: {!frd

In a twelvewmeasure melody 1n F major de31gnated A tempo di

Ry

‘f#fa;gavotta Orlando comforts Proserplna (see Example S7) Thls completely ;ﬁp;

- -unexpected melody, thCh Burney found dlsapp01nt1ng becaUSe one always

~—

’ expects the key to be D m1nor," becomes the refra1n to an extended

"rondeau ar1a.28, The return of th1s unusual dance a1r, addressed to

A Angellca through the@person of Proserplna and amld these traglc sur—‘f bzﬁ

..;,

gf‘round1ngs has a strange, almost sardonlc effect ak1n to the recur—

-

‘ rence of the zdée fixe 1n Berlloz s Symphonae fhntastzque The flrst ‘ffﬂi S

“eplsode of thlS rondeau 1s a D mlnorLarghettolament uponjz chromatlc

. _.u

o ground bass wh1ch serves as ti

mu51ca1 centreplece of the scena LALl-

though the ground bass ar1a was a’ common feature of Itallan opera from

1t was extremely rare 1n opera '

the m1dd1e of the seventeenth centuryﬂ

‘:‘fserta.' In thls lament Handel demonstrated that he could equal the,

fmasters of the seventeenth century 1n the sk111fu1 treatment of thls

' obsolete technlque "~ The: ground 1s four measures long, but every s
~repet1t10n 1s dlsplaced down an octave creatlng a long descendln‘
whlch 1s repeated four t1mes (see Example 56) L1ke the recurrlng R

fixe The affectlngvocalmelody Whlch unfoldsHabovehthlsjgrOund_baSS~,;~’"

,415 accompanxed by a. chromatlc counter-melody played by t

- the h1gh reg1ster (see Bxample 56) After the return of the F maJor

. e B -

o -

“®irney; 4 General History o f Mugic? p. 778.
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arla), Orlando S“anger 1s deplcted by the rapld ascendlng scale pas-

'sages 1n/the v1011ns On the f1na1 return of the theme the text of S

”7Jthe prev1ous arletta is reﬂeated to the gavoéte melody creatlng an 1“" ﬂ

W1th antextendéd orchestra[icoda wh1ch develops materlal,fromnthe last

"-’..tWO sectlons Of the rondeau‘. .

The rapld scare passages derlved from the

arletta deplct the mag1c1an Zoroastro "as he drlves off through the a1r

-

. 1n h1s char1ot grasplng Orlando 5 body 1n,hls arms. 29

.l . . .r_‘ . Dl St . ' . 7: . ,‘ . " B . A . LU b ot e )
. ' '- " e R e | . . s Lt .

Do

o gEngllsh translat1on of theAllbretto accompanylng the recordlng
“of Handel's Orlando. i , S : . ;

- - . . -3
g ; : caby

”terestlng contradlctlon between the mu51c amd text The scena concludes .
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In splte of the v1olent muslcal contrasts whlch at times threaten»
--'to break the scena 1nto mu51ca1 anarchy,.the scena has. 1ts own very

: ‘conv1nc1ng organlc structure.

~

‘ 1serb e schernlto" ant1C1pates the chromatlc ground bass of the la-

i

w

a;

ﬁf}’varlety of subtle ways. the descendlng chromatlc bass

11ne 1n ”Ah'

»The numerous sectlons are un1f1ed in-a.

'»ment (see Examples 54 and 56), the descendlng f1ve note scale passage

',whlch recurs throughput the arletta "Gla 1atra'Cerbero" returhs as the

t

head motive. to the gavotte alr-thls mot1ve s flrst suggested 1n the.~"

.

Apassages for unlsoh orchestra 1n 5/8 metre——(see Example 57), the re— T

3

1n the orchestral coda.'

A d1ctab1e harmonles

LI

the purpose of depletlng the hero s deranged state of m1nd

"Example 57.

Orlandb

o relatlonshlps.,

A tempo 4 Gauolta

'mater1a1 from the flnal two eplsodes of the rondeau arla

melodles,,and rhythms ane sk111fu11y utlllzed for

,cufrlng gavotte a1r serves as the refraln to the rondeau arla, and the'

is developed G

he unusual form of thls scena and the unpre4

”Gla latra Cerbero" and "Vaghe pupllle," thematlc

»

‘Mr

1
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. far, mia deletta' are interrupted by the'dramatic action

uaqcompagnato in Act I:

all around him;”30 As in the grand scena‘ this madness is reflected

Q

in the unusual form and content of Orlando’ s mu51c

q g - :
the regularity of Orlando s first three da capo arias, his three arias

In contrast to

and two duets in Act III are characterized by their extreme irregular-

His duet with Ddrinda, "Unisca amor in noi" and his aria '"Per

while his
duet w1th Angelica "Finche prendi ancor 11 sangue” and his aria "Gia
1 ebro mio ciglio" are through composed, dramatically conceived pieces.

Contrasting affections are juxtaposed and ritornello structures are

altered in the aria "Gia lo stringo" and, the two duets, while the or-

Y

chestration and tonal structures are modified in the arias "Gia 1lo

Stringo” and ”GLa 1'ebro mio c1g1io=”‘-5 o *

. Orlando finally regains his senses at the end of the opera through

the supernatural 1ntervent10n of Zoroastro When he reallzes the effects

of his destructive actions, he is overcome with remorse and attempts

to %ommit suicide in the aria 'Per far, mia deletta." His'suicide 1s

”

preventéd by Angelica who risks . facing Orlando’svwrath a second time.

Her magnanimous gesture compgfs Orlando to forgive_Angelica and to offer

Orlando over—

his blessing to the couple By this act of forglveness
.. < “r ,g:.« T
d%mes hls amorous self- 1ndu1gence and returns to his foryer her01c

if T

state. This returt to glory is prdclaimed in the accompanied rec
: ' v :

v

- e

ita—

[

tive '"Vinse incauti, battaglie, e fieri mostri" which recalls His heroic

Thus, musically and dramatically, Orlando's

“dynamic character ‘has, come full c1rc1e. .

. P ) 4
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orlando is counterbalanced by the magician Zoroastre, a part con-

. ceived for the basso Montagnana. ‘In thisvopera; therefore, both‘the'

prtma donna and seconda donna are ecllpsed not only by, the przmo uomo,
but also by the basso who in opera serta was tradltlonally reg;_}cted

to singing stereotyped villain roles. Zoroastro receives fewer arlas

than the other characters, as was ‘the custom in opera seria, and thus I
his important'position in the opera is created solely by the quality

of music Han&el allotted t0'him;' Like most gf'Handel's bass roles,
Y, 1 Lone .

Zoroastro receives one aria in each act. In'his first aria, ”Lascia_
‘Amor, e 51egu1 Marte " he admonlshes Orlando to abandon his amorous
dalliance and resume hlS glor}ous conquests, while in hlS second and

third~arias ”Tra caligini rofonde” and "Sor e infausta una procella,"
g P g ‘ P e

e

he comments upon the action through poetlc similes. Klthough these

- aria eltuatlons are not very dramatlc Handel was 1nsp1red by the super- © -
natural god 11&? aspects of Zoroastro s character
ATl three arias are set in the grand her01c style. .They are¥
characterlzed by fast tempol v1rtuoso coloratura; strong contrapuntal

~

et i S A M R

PRETLA MR ST S g

i dabinz

PRI SRS

tekture extensive thematic-deyelopheﬁt ahd“concerto~11ke 1nterac¢10ncg-.;‘i}'fr

Yo wes R

: s | :
sbetwegn’the v01ce snd orchestra Ihese three arias. are unlformly T

ERE R A A

it - e e e N - e ue .
N - Py -

mscored for_ an orchestra of strlngs, oboes, and bassoons ana empon

tuttz/solo contrasts in two of the arlas, the oboes are glven Obbll—

Cm e - ..

:gato parts.' I *;oroastro s arids, .Pandel exp101ted the w1de range and

AR S i

~ xrich sonority'of Montagnana's extraordlnary bass v01ce and thlS fea—ﬂ'
ture greatly contributes to the magician's powerful and- awe-inspiring

character. Passageé'such,as the final phrase in the first section of

. ana'éaligini*profondeﬂ;fwith»its.octave-andeafhalf,plunge to'a:sustaine¢;,', .-




B . : .. - v . 1
- low A followed by the cadentlal phrase conspicuous for 1ts downward
leap of a twelfth—-lllustrates the way 1n whlch this unusual vocal

style Creates a sense, of. strength and power

Example 58 Orlandb,i"Traﬁcaligini profonde,'! meas. 71-80.
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ThlS is one of the ‘instances . where Handel llke Mozart, was able to

exploit the pecullar talents. of an 1nd1v1dual 51nger for the purpose

of characterlzatlon S

ZorQastro s character is further~dep1cted through\the three actom‘ R f: )

re-ea
w S e ! . . © ® *
qeenr

pan1ed rec1tat1ves whlch balance hls three ar1as Adl—three~rec1tat1ves o

S e e,
R - s .

are employed'in scenes of 1ncantat10n and conyey a. “w11d grandeur méfnzw -

of a very uncommon klnd " to use the word of Burney, well su1ted to the"
maglclan priest 31 "The most anusual of these rec1tat1ves is ”Glerog11f1C1
' eternl'" "in whlch Zoroastro contemplates the movements of ‘the stars

. This- piece wrltten in a fluld mlxture of rec1tat1vé and arioso styles

serves as a"v1v1devocat10n of the- scene descrlbed'lnethe stage d1rec~

1 - LT

tio "32

Praieeny LSt L S A R S
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31Burnex, A General stteryeof Muszc P 777 -

N 32Dean "Orlando One of the Masterpleces of the 18th Century
’ Theater- " . Tt -



T

DR

»-, e 213.

L

Throughout the opera, Zoroastro i's seen ramatically and musi- .-

'cally as a character set in Splendid isola on who, like a demigod,

oversees the actlons of the mortal cha cters, 1ntervqn1ng only in’ ex—

treme 51tuat10ns. This 1solatlon is enhanced by the sumptuous solemn
“and consistent music of his role. The obJectlve stab111ty of Zoroastro's
character and music. balances and contrasts well with the subJect1ve in-

stab111ty of Orlando s character and music. The 1nterest1ng relatlon-

ship between Zoroastro ‘and Orlando is aptly summar1zed in the 1magery
of the aria texts to Zoroastro 3 second and thlrd ar1as -the light of
reason (Zoroastro) "in deep and smoky darkness” (Orlando), and the - .-

. 33
"Star of good omen" (Zoroastro) in the ”threaten1ng storm" (Orlando)

‘On a. symbollc level Zoroastro can be seen as the benevolent force

wh1ch neutral1zes the destructlve tendenc1es unleashed when Orlando s

-

great power was corrupted by hlS 1nsan1ty, and allows this’pbwer'to

return to ifs former constructlve state

As 1n Tumarlano the other characters*ln thls opera——Angellca,

N

MedOro and Dor1nda—dserve as f01ls for the two ma1n protagonlsts Be-

e . -

Y e °~cause the opera takes place in - a pastoral settlng and Dorlnda is a

shepherdess these characters are glven a large proport1on of pastoral"”
music.... For example Medoro s ”Verd1 allor1 sempre unito" and ”Vorrel‘
poterti amar” and Dorinda’ s "Se mi r1v01go al prato” are siciliano

arias, and Dorinda's ”Quando sp1egh1 i tu01 tormentl”,ls a pastdrale

- ar1etta Handel even enforces the pastorale upon the accompanled re—

PR

@ e wIene T -

c1tatlve 1n’Dorinda?s "Quanto dlletto avea tra quest1 boschl" the ‘

. 3Eng11sh translatlon of_the-librettO'accompahfing*the recording'”.'
of Handel's OrZandb e S - .

B




'Medoro feels for h1s deceptlon of Dorinda,. IﬁfEEafral, however the

:.mu51c~of Angellca, Medoro. and Dor1nda serves as a pastoral background

'Orlando

e o . L 24

declamatory vocal 11ne is contlnually broken up by 111t1ng orchestral

1nter1udes der1ved from the openlng ritornello; the effect of compound >

metre in thls rec1tat1ve is created by the cont1nuous~tr1plets 1n the

\

v1011ns The frequent p1ctor1a1 1magery of the ar1a texts caused the‘

composer to 1ndu1ge in word palntlng, the nlghtlngale 1n ”Quando sp1egh1

i tu01 tormenti," thé wh1r1w1nd in ”Amor e qual vento " and the stream

I3

and dark clouds in "Verd1 plante erbette 11ete" are excellent examples
of Fandel's dep1ct10n of natural phenomena

But it would be inaccurate- to dlsmlss all the arias of these
characters as mere nature p1eces dev01d of any dramatlc substance

Dor1nda s ”Quando sp1egh1 1 tu01 tormentl”'and ”Se mi rivolgolal prato”

'are admirable portra1ts of pastoral grlef In- Medoro s "'Se 11 cor:mai

tu dira," the Doctrlne of the Affectlons is man1pu1ated S0 as to create
a dramatlc contrad1ct1on between the text and mus1c In this aria, ':fb
Medoro tr1es to conceal his .secret love for Angellca by telllng Dorlndai
that he. w111 always be fa1thfu1 to her. Thls consollng text is set as

Y
a slow chromatlc aria in A m1nor which seems “to: suggest ‘the remorséJ/

for the great symbolic. struggle between reason and reallty and 1nsan1ty

and 1llu510n which is represented by the characters of Zoroastro and

IS




| 'CON_C-LU_SION‘ |

In thlS the51s the author has attempted to \ace Handel's operas;
- 1nto a proper mu51cal/h15tor1ca1 perspect1ve When¢seen as part of a
1broad contemporary mus1ca1 developmenfﬂfone reallzes how closely the
bcomposer followed the operatlc convent1ons of h1s day . Handel's treat-[‘
' ment ofthe forms of opera serza does not appear to ‘be radlcally dlf--

ferent from h1s contemporarles. The maJorlty of the dramatlc act1on

" in Handel's operas takes place 1n the slmple re01tat1ve whlch was com-

. bosed in the restralned declamatory style that was latertermedsecco

'-Because the London aud1ences d1d not understand Itallan the passages

of" 51mple rec1tat1ve are. not as. ext1951Ve as in’ the operas of Handel'
Cont1nenta1 contemporarles.‘ In scenes of 1ntense drama such as soll—
‘loqu1es monologues; and profouncemehts. therestra1neds1mple recita-
» tive is Teplaced by the more affectlve accompanled rec1tat1ve '1The
‘main mu51ca1 element 1n Handel's operas as in the operas of his con-
, temporar1es 1s the da capo ar1a Only‘on occa31on are theé da capo
.arias replaced by arlas in other fOrms the most 1mportant be1ng the
’arletta By the t1me Handel had begun h1s career as a composer of
‘Itallan opera, the form of the da capo arlg had become hlghly stan—f'ig""f

s ,

-dardlzed and Handel




N R S TILLTTU Ly el

A modu—

3

‘;};j:;é;glatlon occurs at the end of the_flrst texl»settlng——to the domlnant o

.mlnor mode. Thls sectlon 1s framed by orchestral r1tornellos whlch e
f° rn ﬁonfraét'tb‘the' - ‘ﬂhv*f*’?

e e e o o w i s ow

"iserves as a’ tran51t10n between the'expans' e,flrst SeCtIOh and 1ts da

. capo repeat Instead 0f-rema1n1ng 1n a 51ng1e tonallty,.thls sectrbn

is modulatory——elther beglnnlng in. the submedlant and modulatlng to T ”}
V'xvthe medlant in arlas 1n the maJor mode, or beglnnlng in the relatlve

h‘,maJor and modulatlng to the domlnant 1n arlas 1n the minor mode

The examples of formal mod1f1cat10n and manlpulatlon 1n Handel'

“hda'capo arlas as in the other forms ‘cannot be regarded as unlque be—
canse most of these 1rregu1ar1t1es can be found in the operas of. his
'contemborarles and were oftentdetermlned or suggested by the 11brett1.,ﬁ
These 1rregu1ar forms ‘are’ perhaps more commonJJxHandel's operés be—
""cause he favored sett‘ng older 11brett1 from the end of {he seventeenth.
"aand the beglnnlng of t‘e elghteenth centur;eS"these 11brett1 tended

'_to be 1ess r1g1d 1n the1r formal strueture than the Metast351an 11bret—r

ti: favored by hlS contemporarles.f'Therefore<'oneh

Ls*reluctantly°forced R

71?35to the con01051on that

1y opera arias was the1
hand the qualjty ‘of hls'.'»lr_fventfml;_
‘ﬁs‘e “d-bortawed. m.jeﬁmonpla e . formula t
- arly. all’ great artists possess hls ﬁaculty,
33 Handei' v e 17 -

'{a bean “HﬁndblaaudAfhe Qgera Serza, p~-157




' 1Because the dramatlc actlon in opera serta is conveyed through the

Ai;mu51ca11yun1mportantrec1tat1ve the fundamental goal of the music in

1';h1gh11ght1ng the‘affectlve content of theﬂarlay The'arlasmrn Handel's-“:

‘fthree affectlve categorles are’ sorrow her01sm and love. However, IhlS

<capable of conveying personallty and character It is remarkable that

f; s X 217 ‘

L ThlS guperb mu51cal 1nvent10n and sk111fu1 trea}ment of common- )

N .

o place formulas ‘is pr1mar11y utlllzed in- the portrayal of human emotlon._‘

Handel‘s operas “is the deplctlon of the emotlonal states Or- affects

w1th1n the contemplatlve arias. The Doctrine of the Affectlons prov1ded

'.Athe composer w1th the commonplaCe formulas and the ba51c natterns for

e e

o \--mo,. ~ < P 4
& - .

g:,operas can be d1v1ded 1nto three categorres accordlng to the ba51c

;i“affectlon'of the ar1a text and its’ correspondlng mu51cal style these 5; ;L}:

R A

+ -

vabstract 1ntellectual framework could only be transformed 1nto v1ab1e ¢

portrarts of human emotlon replete with the approprlate depth and

shadlng, through the h1gh quallty of Handel's mu51ca1 1nvent10n The

1

.emot1ons expressed through these arlas are un1versal and t1meless lnﬁ

keeplng w1th the Cla551cal pr1nc1p1es of the Augustlnlan Age. vjAt_v, R

1

:the same t1me, these emotlons have a pronounced 1nd1v1dua11ty and are

N

although these operas are generally conventlonal Ain the1r formal struo-

‘ ture w1th1n these r1g1d forms Handel was able to deplct human emotlon

and characterlzatlon w1th an 1nten51ty wh1ch clearly ant1c1pates the
A . : :
o e . .
mature masterpleces of Mozart and Verd1 ' L : g
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