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ABSTRACT

Many writers have credited Giuck with the reform of opera
in Italy and have disregarded the value of eighteenth-century
‘Italian opera before him. This has.resulted iny @ neglect of early
end middle eighteenth-century Itelian bpera composers and their
music. The age that preceded,Gluck enjoyed a“thrivfng operatic

tradition which was based on the reformed seventeenth-century opera

and founds its expreSSion through the grePt'eighteenth- entury poet,

Pietro Metastasio. A host‘bf composers collaborated with#Metastasio

in act|ve r|Valry wtth Gluck. Perhapé the most ¥ited of theSe was

Johann Adolph Hasse, whose setting of 'Olimglade is the subject of
2 )

this dtscussion.

A 4

‘ The various forms of recitatives and arnas, the structure

of scenes, and the interactton of the stereotyﬂed characters whlch
make up the drama, reflect the socioeculture and aesthetlc_standardst
of the socnety for whlch it was written. The’caSual manner in'which

~ the orlginal manuscript of L 'Olimgiade is notated necessltated an

‘.organlzed Tist of Its contents and transcrlptlon into modern notav “,51?/7

' 1tlon with English translations of gepresentative portlons of t e
B The study reveals the klnd and quallty of elgh
(

century o yera serla and the stature of its Ieading com‘ Qrg\déhaﬂn //~7f’

E iAdrlph Hasse._v



. & | PREFACE

Study of the opera seria, L'Olimpiade, by Johann Adolph

Hasse was based primarily on investigation of a microfilm of the
original manyscrfpt which is located in the library of the Royal

] : L
Conservatory of Music in Brussels. This manuscript was one of the

‘
feQ of Hassefs'wofks that was printed Before the Dresden fire of
1760, in which most of his works were lqst. vais handwri tten, and

: v
contains many errors’and 6m{sslons. Instrumental parts that double

. other parts are not written out, and there are symbols sfgnifiing
the addition or deletion of certain wind instrhment;. The continuo
lacks figures, except ip twqulaceé. The text is wriften dn an old

style of Italian. -

- ~Two tables are included in’Appéndix "A.' The first is a

' Comple;é list of the operas by Hasse, indicating numerous works in

)

i

this genre, and'the §ecqnd Is an outline éf.theforgénizétlén of
.»"fL‘Qlfmgiéde. vPértiqng  ’L‘Ollmgiade‘are brovlde& in moderﬁ per;

- formfﬁginofat?op (Appgndi ‘"B“)}. Thése seven pieces'éré:repfesenta‘
.thelof tﬁe’mdsfc.dlséﬁs 8}"An.Engiigh_franéiatlop (Appendix "'¢'")
1,_-~1s'prov1dedkip orderfta fa;illt?;e Uﬁdgfsténdlng‘of'fhe'principlesﬂ'

-, underlying the structure of the opera.

fx}. D 1 ¥ PR f‘
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CHAPTER |

# © INTRODUCTION

3 -

Opera seria refers to the type of Italian serious opera that

evolved at the beginning of the eighteenth century. Stylistic conven-

) '

tions of opera seria dominated serious operatic composltion throughout
~ Western Europe (except in France where Lully and Rameau were develop-
ing opera in the French style) until the end of the tentury., It was
based on a rationalistic ideal of drama realized'through reforms made
to'seventeenth-century ltallan‘librettos by theiltallan poets, Silvio
Stampiglla,.Apostolo Zeno and PietrO‘Metastaslo. lt was Stampiglia
who orlglnatedtthe-tyoe' both Zeno and Metastasio’ekpanded it, and.

it was Metastaslo who eventually 7phleved the dominant posltlon as

~ the most representatlve author of] eighteenth century Itallan gggrg

seria. These poets -sought to e tablish.the prlnclples that opera

texts should be'clear, simple,/ rational and of unlversa:Jippeal.

'_lhey aohleVed their ldeals ellmlnating from the texts erratically

o/

motuvated plots, lrreleva t comlc eplsodes, the relﬁance onhzgper- .
natural lnventlons, and/the use of machlnes. By removing t
/

‘elements and by derlvlng the operatic characters and subJects prlncl-
5pally from anclen;/hlstory and legend the reformers created the-

‘unlfled close)y-knlt. three-act dramatlc structure known as ggera'

Arj/(

’ serla;'

——i— .

e

Pletro Metastaslo (l698-l782)

Durlng hls llfetlme Metastaslo was halled in. ltaly as the

=



greatest lyric and dramatic poet of the age., He held the position
of oourt poet at Viennavfor Fifty-two years, setvtng under thres*
monarqhs--Emperor Charles VI fron lZ30'to 1790, Empress Queen Maria
Theresa from 1740 to 1780} and Emperer Joseph |l from 1780 to 1782,
Because his'patrons preferred.operas to other literary forms,
Metastasio's work'consisls of twenty-seven serfious dramas;eeach In
three>atts. Smallet dramatic pleces make up the remainder of his
work., s

Metastasio called hils three-act operas ''drammi per musica;" -

they were considered to be modern versions of the dramas of the
ancients. The Italian intellectual of the seventeenth and eighteenth
~ C _ ' _ S . / v
“centuries regarded opera as a Iiterary as well as a musical fonn,,

and each drama was desngned wnth ‘the consciousness that it was noty

completé/until It was set to musuc and sung.

Dramatic poetry is not only the imitating the characters
and manners of men, but the imitation of another art®
that of music. As, according to Metastasilo, '"there is
no poetry without music: the arrangement of words, and
dafferent metres, 1s music ni

-~

For Metastasio, both the sense and quality of the drama were

»

important, and s; advocated that the twi!principal operatlc elements,

drama and muslc be in balanced relation hlp. each essentlal to. and

~

-suppodtingithe other. o o - _ sk "_ df‘.k e

Over a thousand muslcal settlngs of Hetastaslo 5 drammi

- Char!es Burney, _gnoirs of the Llfe and Writlng_;of the
ﬂpate Metastasio in which are Incorporated Translations of his N
Princtpa Letters (Reprlnt ed., 3:vols.; New‘Vork.. Da Capo Press,

»




> | 3
per musica appeared during the eighteenth century; some of them were
composed as many as séventy times. The popu[arfty.of Metastasio's
librettos was attributable, In Iangé part, to his ability to meet
the peculiar requirements of the form without undue sacrifice of -
dYami‘ic force and tontipuity. They were set by many eminent com-
posers; 3ne of the most imporlant of whom was Johann Adolph Hasse:
(1699-f783). of fﬂfty-four opera sefla ﬁhat Hasse composed,_thirty-
six were based on librettos by Metaétasio. Hasse'was able to
assimilate Me;astasio's dramat.ic ideaI; inio his music so suc;ess-‘

: fglly that he came to be regarded as the most representative
composer éf this type qf eighteenth-century opera, |

- L'Olimgiade was one of Metastasio!s most pogular.l}brettos.
A study of Hasse's éetting 6f L'0Olimpiade (1756) reveals the kind

and uality of the relatively little-known genre, bgera seria.



CHARTER ||

"JOHANN ADOLPH HASSE .

Hasse was born in Bergedorf, near Hamburg, oh March 25,
1699, and died in Venice on Decemher 16, 1783. Like many other
musicians of the time, he came from a musfcal‘famkly; his father '
was an organfst\and school teacher.’ HasSe's musical caneer com-
“menced when he went to Hamburg at the age of'e}ghteen. Through
,the influence of the poet,'Johann ulrich Koenig, he  secured a
position'as a tenor singer in the Hamburg opera whfch was, at that
time, under the Hirection of the famous bpera composer, Reinhard -
Keiser (1674-1739). After four years, Hasse left Hamburg for the
. Brunswick theatre where he held a position as a singér, and where
' he began to compose operas.’ lh°172| his first'year-at Brunswick,
Hasse s flrst opera, Antioco, was produced. lts ehthuslastic
'recepglon by the public encouraged him to continue studies of the _
\ . .

ﬁ of operatic composition. He went to Napl',es for lnstructlon,

first under Nuccolo Porpora, and then under Alessandro Scarlatti,

e At Naples, Hasse composed two operas grane m 1723, and Sesostratg
in 1726. lhese were. produced at Naples,oand were so successful that
?*, " his fame as an, opera composer spread throughout Italy

At: the age of twenty-elght Hasse went to Venice where he

5 . was appolnted professor at the Scuola de g 'lncurablll.\ Hasse s

Lo

a . . . ’ E ’ . E . . R k . R .
e . ! . . . \ ) - . . ) . ) Lo
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which he was thereafter known, 1] Caro Sassone (:he beloved Saxon).

In 1729 Hasse met and married the famous opera singer,
Faustina Bordoni. He subsequently composed many operas in which
the principal female role was written especially for her.

Hasse was appointed Kapellmeister and director of the
opera at Dresden in 1731 where he wrote many operas, and where
both he and his wife were successful in their respective careers.
Disagreements with other musiéians at Dresden caused them to.absent
themselves frequently from Dresden between the years 1731;1739,
although Hasse still retained his musical position there, They'
travelled to Venice, Milan, Naples, and London, where in an operé
company set up in rivalry to that of Handel, Hasse successfully

L)
produced Artaserse. In 1739, Hasse left London and returned to

Dresden. ‘ \
After defeating the forces of Augustus I1| at the ‘Battle
of Kesseldorf, a battle which was terminated by the Peace of Dresden,

Frederick the Great entered Dresden as conqueror in 1745, This was

the second of the wars with Austria in the War of the Austrian. Suc-

ceséion between Maria Theresa of AQstria and Frederick the Great of
Prussia, over the possessioa'of Sflesia. During his nine-da;s stay
iﬁ Dresden, Frederick heard a performance‘of Hasse's opera, Arminio,
with #austina'singfng the reading‘role. Frederick was-so impressed
that he substantially rewarded Hasse, and from that timé on, he and.

‘the king shared a mutual bond of friendship and respect.2 A later

2Furtherinformation'regarding' the polijtical situation in
Dresden at that time is given in Max Seydewitz, Die unbesiegbare
Stadt; Zerstdrung und Neuaufbau von Dresden (Berlin: Kongress-
Verlag, 1961). ~ ‘ !

&



attempt on the part of Austria to regain Silesia led to another

general European war, the Third Silesian War or The Seven Year's War

(1756-1763). In 1760, during the fifth battle of the Seven Year's

War, Frederick returned to lay seige to Dfesden. In the ensuing

conflagration, Hasse lost most of his property. The fire destroyed
nearly all of his original manuscripts which he had planned to have
published in a compiete edition of his works. The war was a finan-

cial disaster for Augustus, who, for reasons of economy; was forced

to dismiss his musicians. Hasse held no bitterness-toward Frederick,

who was responsible for the disaster, and he and his wife left Dresden

a .
for Vienna. L After visiting Hasse in 1773, Burney recounts:

It does not appear that Signor Hasse has at present either
pension or employment at Vienna. He had great losses dur-
ing the last war; all his books, manuscripts, and effects
were burned at the bombardment of Dresden, by the King of
Prussia, to a very considerable amount. He was going to
_print a complete edition of all his works; the late King
of Poland promised to be.at the expense of paper and press;
but, after M. Breitkopf, of Leipzig, had made a beginning,
and got together materials for the whole impression, the
war broke out, and put an end to all his hopes from this
enterprize, and to those of the public. - He, however, does
great justice to the musical talents of the King of Prus-
sia; and is even so candid, as to say, that he believes,
if his majesty had known that contingencies would have
obliged him to bombard Dresden, he would previously have
‘apprized him of it, that he might have saved his.eff'ects.3

vt

At Vienna, Hasse continued to write operas, and in collaboration

with Metastasio he became an active rival of Gluck.

3Charlés éurhey; Ag_Eighteenth-CentUry Musical Tour in
" Central Europe and the Netherlands, ed. by Percy A. Scholes (London:
Oxford University Press, 1959), I, pp. 108-9. = :

i
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Although German by birth, Hasse is considered one of the
most thoroughly representative composers of mid-eighteenth-century
italian ohera seria. Under the influence of Metastasio, Hasse and
other composers created a musical style as rational and refined as
any other new style in the history of music. Because his career
spanned a great part of the eighteénth century, his music can be
taken as fepresentative of major chénges in musical style that
occurred between the time of ltalian Baroque cOmposers like Ales-
sandro Scarlatti, and Austro-German classical composers like Haydn
and Mozart. - Hasse was renowned during most of his lifetime, and
e . . . . .
Was venerated by his contemporaries both as a musiciarr and a human
being. In a letter to Farinelli, Metastasio expressed his regard
for Hasse:

|1 Sassone (Rasse) left this place about two months ago.
He spoke much to me about you, arnd with that esteem that
is your due, However, he seemed extremely mortified,
that you had answered none of the letters he had written
to you. | suggested to him, that it was likely they had
miscarried, and he begged of me to inform you of them.

| fulfill my promise to a man who deserves as much con-
sideration for his charagter and manners, as for his
professional excellence.”" ‘ ’

Charles Burney described the;esteem with which Hasse was. generally

held:

The merit of Signor Hasse has so long, and so universally

been established on the continent, that | have .never yét
‘conversed with a single professor on the subject, who has

not allowed him to the most natural, elegant, and judicious
.'compdser.of1VOCal.musig, as well as the most voluminous now

alive. 7‘ e B :

S hﬂémbiré of the Abate ﬁetéstés[q,'il, p.'75; o
, e ~ \

. WSAn Elghieenthfﬁenturyfnusiéal Tour in CeniraltEUrqgg'
and_the Netherlan s, 1, p.82, ' - T .




Following his visit to Hasse in Vienna on September 11, 1772,

Burney wrote:

After this | made a short v15|t to Signor Tarussi, and then

a very long one to Signor Hasse, who today read the plan of
my history, in German, with great attention, and talked over
every article of it with the utmost cordiality. It was an
infinite satisfaction to me, | must own, to find my ideas
similar in almost all .points, to those of such a man as this;
whose merit hag been universally felt, and is now univer=-
sally allowed.

Jean Jacques Rousseau had great admiration for Hasse's’capabilities,
- as a musician. He copied by hand several of Hasse's operatic
criés for his own study.? Another colleaédé who admired\hlm,was
franz Joseph Haydn, who wrote in a ]ettcr of March, 1776:
| recelvec tht0ugh a kind friend, avtestnmbnial from our
great musician Hasse, containing many undeserved euloglums.

This letter | will treasure up like gold as |ong as | live,
not OWéng to its contents, but for the sake of so admirable
a man,

L ) During HaSse'c lifetime he Qainedvpfesttée as the leader

of the King of Poland's Opera Orchestra at Dresden. “In 1734 Hasse

was permanently appointed to the post of Kdniglich Polnishen und.

‘Kurfurstl|ch-Sachsischen Kapellmeister which he held until he left

" Dresden in 1763. While under hus charge, the Dresden orchestra was

Altbid., p. L;a;
: .

' 7One of ‘these Is Megacles' aria "Superbo di me stesso"
from L'Olimpiade, Act l, Scene 2, located in the Library of Congress '
(ML 9E7R 81% cEse) CoL . , Lo

8H C. Robblns Landon, ed., The Collected CorkespOndence
and London Notebooks of Josegh qudn (London. Barrie and RockcIfo

T"!b). p. 20
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considered one of the finest iﬁ Europe. Numerous contemporary
sources attest to the excellence of the orchestra. It was epitomized
as one of the finest in Europe by Jean Jacques Rousseau whb included
a diagram of the seating plan of the Dresden Qrchestra'iﬁ the article

“0réhestre”»}n his Dictionnaire de Musique (1768). The reputedly

high cajisre of the Dresden orchestra was partly attributable to the
large number of excellent musicians who pe;foréed in it under Hasse's
direction. A list bf members in the year 1734 includes such bromlf
o .
nent musicians as Pierre Gabriel Buffardfn and’his‘pupil, Johann
AJanhim Quantz. | .
' Hasse was a prolific cbmpbsér; and aithough he Qrbte .
severai instr@mental-work;, inglp ing symphonies.and ¢6ﬁceftos.
the greatest_broportion of his dek is vocal mqsic, 'Circumstancés‘ /
which“directed his interests towards vocal music included the
early influénceﬁ of qunhard Keiser, the instruCtionvﬂz feceived
under Porpora_and S?arlafti,vﬁis a;ﬁqciatfon Qith famous vocaligﬁs

of the day, especially his Qife, Faustina Bordonl, his appdintment

as conductor of the Dresden orchestra, and perhaps<the most sfgnlfl-_

cant single influence--his relationship with Metastaslo.

. ASFJtthér informatidn OJ3gpﬁtemporary,accouhtsvoflﬂasée‘s'
orchestra is given in Adam Carse, The Orchestra in the XViiith

Century (Cambridge: W, er_ff'e,r and Sons, 1950}, p. 31,

v *
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CHAPTER 111 - :

.- THE FORM AND CONTENT OF OPERA SERIA

.

Eighteenth-century' Italian opera serla evolved from

9

seventeenth-century Opéra through reforms achieved primarily by

-

.Pietro Metastasio..-fhe quintessence of‘Metastasiofs success was
his capacity to successfully iﬁcorpbrate‘the peryadin; philosophles
of his era, the Baroque, into his works.

dperés written to librettos by.Metastasio were constructed
according to a model formulated'bf him?-a quel which camé to. be
recogntzed as characteristlc of ogéra serla. 'The.pervading‘concepf
\ behlnd Metastasuo s logic was that of symmetry; preoccupatlon with

symmetry was a feature of the art of the Baroque‘era in general,

It is manifested”in all aspécts of Metastasio's dramas,‘On both

&

the external, visual level (acts, scenes), and on the internal non-, ,

)

"visual level (the deveIOpment of the dramatic actlon)
A. Visual LeVel

_-l.'.three acts, ‘the centre act balanced by a
' beginning and an end.

2. construction of "scenes uslng recitative and arla‘f
3. constructlon of lndivldual recitatives ‘and arlas

-B; Non-visual Level (portrayal of plot)

o ':l;',arraﬁgement of characters--always four characterso
~.two versus. two: In any one scene : 2

-2, division of dramatic action-~a1ways symmetrlcal A
: -between the characters  ?qf‘  R N 5,v

.

ln the broadeSt vlsual level, the outward symmetry of ogera

::fseria may be d!agrammed as fo!lomsx :"{::"79, f‘;;v,ﬂ- 3f

T E :.' \0’,

LI
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. mACII | ACT L1 | ACT 11
(beginning) :  (middle) (eAd)
scenes , scenes ~ scenes
B ) . "’?F;‘: .
Recitatives " Aria Recitatives Aria ' Recitatives Aria
dialogue and 8 lines
action is " in two
divided equal- Liline
ly between two _ stanzas. : ,
groups of . ~. ’ S , B 4

characters

Even though Metastasno himself said ”the number‘of acts'
/ o
in cvery drama _should more: depend on the business to be transacted

than-on‘ruie and Custom,”lo_ail twenty-seven of Metastasiofs dramas'

consisted of'three prescribed acts. These'three aCts formed a sym-

+*

-tmetricai plan wnth a beginnlng, a middle and an end Each act wFs"
composed of scenes of which there COuid be any number in a given

act.‘ The most conspicuous feature of Hetastasio s dramas was not
. " “‘ ! .
’_the drama within each act, but the structure of each scene. The

.

indivldual .scene constituted the principal agent in the deveIOpmenth]

".of the dramatic plot.  His basic ruie was to use the aria both to
terminate a. scene and to separate one scene from another,vso that
*veach scene was completed with two four-iine stanzas (an eight~line |

',éria). There are oniy a few exceptions in which an- arla is placed

: IOExtract written by Metestasio quoted in Charies Burney.
o Hemoirs of the Abate Netastasio, ill, p. 372.. : ,

I,. R
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"

in the middle of a scene, or in which an aria is less than eight

1ines long." Metastasio developed the whole of the drama through
. .4 : -

, : #
a series of recitatives (monologue'and dialogue) and arias. The
action of a scene proceeded in dramatic recltaflve, and was concluded
[}

by the aria which functioned as the character S personal reflectlon

on the drama. The dramatic archltecture of each scene was, there-

'fore, /pnstructedon the same basic geometrlc pattern, and in this

way Metaﬂtaslo created a total archltectural structure. Each scene
had complete meanlng within itself, whlch was yet an |ntegral part

r N
of the whole. Recitative and aria were symmetrical in .their balanced

relatlonshlp to each other. Ihevrhythm of action (recitative) and

repose (arla) which followed each other, was always the same, The.

"“language of the poetry was dlrect,and on close examinatlon, the

_ loglc of constructloneof every recntatiVe is one of thesis, antl-

. j.__vKlstner and Siegel 1925) - 2-M

thesls and synthesis. Metastasno had. established a formula of
dramatlc constructlon. " The dynamlc form was expelled through the

static kmage. ;Ihe.form created in. the mind could be visualized and

7

. would take on dimension. .

[\

Recltatlve

The action and the meanlng of the drama was passed from '

4

. one actor to another by means of recltatIVe, and Hetastaslo used

' language ln various ways to achleve thls.v ln monologue,'a sentence

was repeated once, or perhaps twlce. The lntentlon was to make the

SO
-

"For examples,refer to Rudolf Gerber ng;_ggg;ngxggg L
d... ne N ‘ ' g :0. (Le'pz'go
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flow of language symmetrical. The musical recitative was fixed-=-no
improvisation was permitted. In dialogue, the scene was divided

: !
into two parts. The number of ch®acters in a scene was four,

always divided into two gloﬁps of two. Each group was. supposedly
e | 7St :

unaware of the.other group. An extract from L'Olimpiade, -Act lll
Scene 1, |llustrates the proportlonal symmetry in both the duvi5|on

of dialogue and the portrayal of plot in-recitgzjves:

>

Plot: Megacles and Amyntas are on one side of the stage,
and on the other, Aristea and-Argene, each group
unseen by the other.

Megacles: "Aminta, 0 Dio Lasciamﬂ'
' (For God's 'sake Amyntas,
leave me) .

Amyntas: 'Non fia verl" ¢
: (No, never!)

Aristea: 'Lasciama Argene" ’
E (Leavé me, Argene)

Argene: 'Non lo spérar” (No, do
- not ask that)

- Megacles; ”Senz'Arlstea non
- ' posso non degglo
viver piu“-,
- (Wi thout Arlstea N
~ can no Ionger -
survlve) ' . _ v
i : S Aristea: "Morir'vogl'io dove
' ’ ' : : Megacle € morto" (Yes,
.1 will die without
Megacles) o

».Am‘v_nls;f1!"Attends"h(-sftaya>‘ B AR
" Argene:. “AScof:a!" f(Hear_ﬁe!)

| ‘Megacles. "Che attender?" o L : L , :
‘ (why shou]d ‘ stay?) . Arlstea: ''Che ascoltar?"‘ (What
‘ : : s o must b hear?) .
Megacles: "Non sl rltrova p! '-'_ N f‘“_'w;'ji S v73,_,.sf’
: ' “ conforto ‘per me' . L T o

(There Is. no cpmfort’ :
for'me) = -
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Aristea: ''Per, me nel mondo non
\ . » v'é il che sperar"
, - (I "have no hope on earth)

Megacles: ''Serbarmi in vita..."
(You are striving in
vain to prolong my
Iife)

Aristea: "Impedirmi la morte..."
(You are striving in
~ vain to keep me here
. . from death)
Amyntas: ''Ferma' (Stay)
' . Argene: '"Senti infelice'' (Hear),
: _ L

Megacles, on one side of the,stage,'wishes to kill -himself because
he believes his beleved Aristea is dead. Amyntas, nurse of}Lycidas,

undertakes .to restrain him. On‘the'other side of thjs first group,

and unseen by them, is Aristea with Argene, Aristea says that she
. N B ¢ . . . . Al : . .

| . willvkiil.herself because She believes Megacles to be dead. She is®

prevented‘from doing so by Argene. Thus,lthe'laﬁguage of'the dia~ '
logue and the dramatic action is symmetrically balanced between the
4two groups. . vfj . T
‘ _

_ Reciiatives, both mondlogue\and dnalogue, were expressed

muslcal}y In two ways, retftatlvo sempllce (recutativo secco) and
. ‘”

recitatlvo accom g gnato (recltativo stromentato) Thewdifference .

between theﬁ{ s ‘ih the am0unt of instrumental accompanlment fn*

~ge,n"g b'f: - -;~p:<‘,,‘g Arla o

ln the aria, Metastaslo put together the happenings of
the precedlng actlon In a hlghllght of lyrlc contemplatlon. Hls use
of the arla as a bestc structural unlt ln the development of ‘the S

TN R R TN

S



drama established the aria as the centre of musical interest in

Italian opera seria. Musically, en oEera-seria“was a succession
éfﬁer elements (recitatives, ensembles, instrumental ritornellos)
'ﬁereiy background. Thfs concentration on the aria resulted in’
both a high degree of stylization of afia‘types, and an emphasis

' on -‘the importance of the singer as aﬁ.interpreter of the composer’s
intentiens.' .

Ariasvuseq in opera seria were classified by_eighteenth-
century writers into five dlfferent‘types,yeach with its own
characteristics. The basis.?or this classification was founded
entirely on £he sentiment:epressee by fhe texts An eigﬁteenth-
ceﬁtd}y w;{ter, John Browﬁ,.exblains the method_ef cljfsification,
ahd describes the five types as follows: .

| The Airs: are'divided; By'the ltalians, into certafn
classes; these classes are originally founded on real
distinctions, drawn from the nature of the various
affections of ‘the mind; but musicians, who,vllke other
artists, are seldom phllosophers, have d!stingutshed

them by names relative to the practice of their own
.'profession. The principal are the following:"

-
L Aria Cantabile--by pre-emiEence s0 called as if It

_alone were Song: And, indeed, it is the only kind o
song which gives the singer an opportunity of displ

-~ ing at once, and in the highest degree, all his powers, -
of whatever description they be. The proper subjecits .
for this Air are sentlments of tenderness. '

_ Aria di portamento- a denominat&on expressive of the

- carriage, (as they thus call it), of the voice./ This
" kind of Air Is chiefly composed of long notes//such as

. the singer can .dwell on, and have, thereby, an opportu- o
- nity of more effectually displaying. thef;e/eties, and”
p calllng forth the powers of - his valce. or the beauty

of arias, and it was therefore sometimes referred to as aria opera--

k
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of sound itself, and of voice in particular, as-being
the finest of all sounds, is held, by the Italians, to
be one of the chief sources of the pleasure we derive_
- from.music., The subjects proper for thus Air rre ‘
sentiments of dlgnity.‘ '

Aria di mezzo carattere--Your Lordship can be at no

loss to understand this term; though | know no words

in our language by which | could properly translate it.
It is a species of Air, which, though expressive nelther
of the dcgnlty of this‘last, nér of the pathos of the
former, is, however, serious and pleasing.

Aria parlante--speaking Air, is that which, from the
nature of its subject, admits neither of 16ng notes in
the composition, nor of many ornaments in the execution. -
The rapidity of.the motion of this Air is proportioned

to the violence of the passlon which is expressed by It.
This species of Air goes sometimes by the name of aria.
di_nota e parela, and likewise of aria agitata; but

these are rather subdivisions of the species, and relate
to the different degrees of v:olence of the passion
expressed.

Aria di bravura, “dria di aglllta--ls that which is,com-
,posed chleflx |ndeed, too often, merelx to indulge the
~singer in the display®f certain pawers in the, execution,
particularly extraordanary agllity or compass of voice.
Though this kind of air may be sometimes introduced with
some effect, and without any great violation of propriety.
‘yet, in genera], the means are here confounded with the
end. ‘ .

Not only were the arias classlfied accordlng to type,

- but certa|n~conventions were established regarding their use ln_

ogera seria.

‘3 There was a prescribed order and dls ibution of

Sy

12John Brown, Lettérs upon the: Rpetry and Muslc of the = -

Itallan-Opera Addressed to a Friend (Einburgh [Stet} Bell ‘and
Bradfute,"T*BS) pP. 35-39.

Details af these conventlons are contained in George

Hogarth, Memoirs of the Musical Drama, Vol. |, pp. 323-48, Vol. II,

-Chapter 2; Grout,” A Short History of the Opera, Chapter lh and
Harold Powers, Pll Serse Trasformato,”_lg.‘ﬂﬁ (1961) k81 =92,
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the different types of arias:
i. Each scene terminated with an aria.
2. The same character must not have two arias in succession.

3. An aria was not to be followed by another aria of ‘the
same class, even though performed by a different operatic
character. o~ '

A

L, The prnncupal arias of the plece concluded the first
and second acts.

‘5. Subordinate singers must have fewer and less important
‘ , _arias than the ]ead slngers.

. |d>the second and third acts there was to be a scene -,
consisting of a recitativo accompagnato, an aria d'agilita, -
and a grand-duet sung by the hero and heroine.

c\\.

7. The musico-dramatic functions of the aria were:

1) “entrance aria

2) exit aria )

3) "medialaria (an-aria sung by a ¢haracter who
participates kn-the action both before and
after singing the aria).

8;' All arias were in da capo form enabblng the singer to f
improvise embellishments in the da capo. repetition.
demonstrating his virtu051ty.

The aria was an entity in itself, and formed the apex of
the dramatic content of a scene. Metastasio used the aria as a
. . . E ; . .
poatic point of rest, but the poetry in the aria created a new energ%
allowing the~tenslon in the aﬁtion after the aria to proceed without_

inferruption. The content of a seene strove toward the aria; after

nﬂe'aria it, needed a new surge of power enabling tension to return .

ias bf;ore, subsequentiy relaxing in another arla. The whoie action

P

’ration in scene foliowing siﬁne, diégrammed iike this, scene, scene\

f‘scene) scene§ but rather as’ a circuiar or round shape in which

14

’ . .- - - ©

~reach scene was as a Spoke in a wheei, radiating from the centrai hub,

[

wa “'herefore,not thought of as‘a straight Iine,o tension and reiax--.-

v
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(the essencé) of the drama and almnng outwards from that source:

$h

Each scene began with the‘essence of the drama and developed ina.
different dtrection to a new point of rest manifested in the aria.
. S )
This method of construction created a certain rebOund;in the’ drama-
tic development because .every scene returned to the same source,n
; no matter to what point the scene later prog(uised , v
| The development of the drama was not continuoue--there
’was a break between the scenes. This oecurred because each scene
was considered an entity in ltself Regarded in.this manner, the

scenes did not haVe to be presented in any partlcular or logically

prescrlbed order. For examp1e, Scene 1 could be as easily followed

’ ;” by Scene 8 »aS'by Scene 2. Although Metastasio dld not approve
\ r B

of presenting the. scenes in a haphazard manher and although this .

| pnactlce may appear incomd?Ehepsible to modern: audlencesl (t

_ dld gppeal directly to the lntellect of the elghteenth-century

A

‘ T o L : ) )

N Ilstenerzrhose inward vislon was perhaps much more awake
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and spontaneous than that of the nineteenth- or twentieth-century
® : «

Jistener. The eighteenth-century listener could identify with, and

Q%nnect the threads of the drama between the scenes because it was

3ﬁ§)perf6nned in his own language, and reflected thevlifestyle of his
e

" time. He was not only receptive, but at the same time productive

" in that he could complete in his imagination, the sketch-like pat=- '

e
‘““tern of a work of art, unlike the nineteenth-century listener who

was compelled to assemble the scenes in order.

‘Characters in the Drama

Both the order of presentation of scenes and. the sets had

A}

little dramatic meaning, and Metastasio left it to the audience to

associate the dramatic singles in&o a dramatic whole. The performers
A

of @Ee;a seria were expected to embellish and‘improvLse (except in
the recitatives) on the basié‘material. The aﬁtipn was madé spon-
taneous tHrdugh the acting §kill of the singers. This emphasized
the importance of their acting and performing abflities. ‘ln
eightéenth-century Italy there were numerous wellfknown oﬁeral
singers, both male and'female. Far surpassing £he female singers
in popularity Were'the castrati (male alﬁos a d‘ia?"*OS)’ who were

'«?

alsp known as voci bianche (white voices). ese fien were famous

.andkwealthy,»and frgquently held important posi jons In the house-

~hoids of European royalty. As the vocal interp rs of opera seria,-

the castrati virtually dictated (by the}r'improvisatqry.prowess)
the musical tastes df.th#jpub[ic.

The portrayal of the type of characters written by
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~

characters were stereotyped. They were not subjectivi& but allego-
[}

. b
rical; they were not motivated by an inner indegendent energy. ¢
] \

Using the charactefs as objects, rather than as subjects, Metastasio
totally excluded human conflicts, depriving them of individualism,’
The feelings expressed by the characters in the arias were not

exclusive or peculiar to tth character alone,but could be felt by

anyone.,

¥

Metastasio undertook to fix b’Lders within which the
characters acted (theif action was interlocking) and the plot and
complication of the action is reCognizéblp through the functions of

the characters which are listed in the-ﬁramatis-persohae, The

tension in the plot is retalned by their interlocking acttons and
this tensnoh increases to a cllmax not through the character S
action, but thrgugh'the reactions of the different types of charac~
ters--parts and counterparts. -The climex Is reached in a mechahical.
manner thtough theit complicated relationships to each othert One |
huét uhderstand'the pSych}c principles.ef the eighteenth-century
Italian soclety'tO'appreeiatetthjs. They were:not‘interested in
-the Oriéin of the passiOn; but ln the‘manipelation of it.‘ The
.dramatlc action was not seen as the development of a character,

but rather as the reactlon»ot/stereotyped chafacters to one another.

Metastasto put all the parts of the drama together with

an establlshed norm of six principal eharacters, three men and three
women, occasionally addlng a seVehth or an elghth mlgor character.lu

‘“Of twenty-seven dramas nlnteen use s|x principal c.prac-

ters, twe have five, five have seven, and one has eIght. See Rudolf o
Gerber, Det¥9perntypus Johann Adolph Hasses, p. 13.
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The part of the:principal woman was allotted to a high soprano, the
second and third, to contraltos. The principal man was a castrato
soprano, the second man éither a castrato soprano or a castroto
‘contralto, and the third man, a tenor. When a fourth male character

(called the ultima parte) was introdUCed, the part was most frequently

given to a bass.

The plot and complication of the drama is easily discern-
ible through the function of the people describeo‘in the dramatis
personae, These principal characters were: | |

‘l) a father figure

2) a orlncfoal pair o% iover§

3) ; secondary palr of lovers

k) an advisatory character (confldente)

5) a news bearer or messenger
in the relationchjp-of»these s Ix persons to each other, certain
| "grouos becomebimplicétcd’in an analogous manner, The dramatic
plots were based on elther ancient Greek Ilterature or Roman
'hlstory, and were speclflcally related to the life of - the court.
"~ Thé aspect thch made them dlfferent from one another took fbrm
only in the changing functions of the persons in the single dramas'~
no speciflc character or group became the centre of interest. The '
u\focal point of action in the dlfferent dramas varied in its place~
cment. The connection of the’ slx characters was as follows..itwo
palrs of lovers, who, through thelr relatlonshlps with the others,
"caused compllcatlons. Exemples of these intr!gues may be seen ‘in-

‘,‘sfour d!fferent operas, the two palrs of lovers and the other charec--‘,»

AR
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‘ters, which total six altogether in each opera,,represented gfaphl-v
cally as follows: ; .
1) From L'01impiade (the focal point of intrigue.is
. Arjsteai o ‘
x Re (Cleisthenes)

ARISTEA

amica

> Argene

Megacles | X amante €— _' ’ 'f‘>amant X Lycidas

x Confidente (Alcandro)
N - J . . .

-2) From Adriqﬁo E; Stria (focal point of intrigue
is a diffgrent character, in this case, Adriano)

Emirena X.|  Sabina

promessa

nemico -

-~
>

Farnaspe | X €= - ADREANO

X Aqullib
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3) From ntlgono (here the tension [intrigue] is wtth
the King, Antigone)
1 4
' X ANTIGONE ' .
0% Fr
SM '\ 9//e
o
Berenice- ' I smene
Demetrio Alessandro
' "
‘X Clearco -
4) From |1 Trionfo in Clelia (here the lovers are in
no conflict in relation to each other; Tarquinio,
the confidente, is the céntre of Interest) =
. X Porsenna
Larissa” i Clé)la'
* Mannio Orazlo -

- __\‘x’. TARQU IN10

' As these examples lllustrate, the bas]c structure Is the '
. same in each opera-—gne palr -of lovers is countered by 2 second palr,_~ '
'fénd domlnating both Is the klng, wltb either the king s conf!dente,‘5

;or one Or two persons of slmilar class further complicating the drama.'

Metastasio qreated his human conflicts through the emotlonsv_[sj;

_of love and prlde.' The characters sway between the two In an inner ,
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. . ' )
conflict, proving the virtues of a single character as superior to

the others. The principai characters are equal inlquaiityﬁ they are
- static, and do not create confiicts which have'unﬁoreseeableloone
sequences. In Metastasio's'dramas the eonfiict was pre-ordained
unlike the later German operas of Gluck in which the conflict devel-
'oped during the;course of the opera. Whenever there was an inerease
| of passionAwhich»might direct the'character'out of his predetermlned
‘ \\ fate, Metastasio stOpped the action by introdUcing a diversion, an
incident which was totally un°XPeCteq ThIS prevented a passionate
'outburst which might have impeded the deveIOpment of the dramatic
.'plot. An important’ characteristic of Metastasio s dramas Is seen E
-'here--he regulariy avoided a situation that would prevent a happy
ending (lleto flne), thus conformnng to one of the eighteenth-century

, ideais of. drama Only three of Metastaslo s operas end traglcaily,

~ Didone Abbandonata (i7210), Catone in Utica (1727). and Attliio Regulo'

4

.} (i7h0), and according to the reviewers of the eighteenth century,

these were not regarded as bad, but were less popular than any of his :
S

'other dramas.t Dr. Burney stated‘ o j'ﬂ',;1¥3F L '. S

. When Cato was first: perfomed in Rome,. In 1728, and. knied
himself in the third act, the piece was iilhreceived and
" the’ riext . day, an adverti int -was found on the statue of
,Pasquin, Minviting the comtany -of ‘death to the funerai of
n he Theatre sile Dame." 2

'L“_Catot who. lies extinct i

Neither e

en n the;mostaenbarresing situatiohs.
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‘they, nor the situations, were crude, rude, or undigpified, This

was typical of eighteenth-century societyAwhich'stfove to hide

ugliness under a veneer of gentility ‘and artificiality. The maxim

‘Is the equivalent of the mores of the elghteenth century in which

One strove to be sociaily poiished and elegantly pretentious.

Eighteenth-century society restrauned or avoided strong emotlons;

'Ail activities were maintalned within these restrlctive boundaries.

Metastasio s successfui transfer of the precepts of society into -

N

hlS dramatic works of art was- the reason for his popularity, and

contrlbuted to the: subsequent success of hls oEera seria.



CHAPTER 1V
HASSE'S L'OLIMPIADE

Metastasio wrote his libretto L'Olimpiade at Vienna in‘|733.
It became OneVOf.his most'popular'dramas, and‘was set to music by
- humerous composers throughout the eighteenth century.l - Hasse‘s
settlng appeared in 1756 and wa; f|rst performed at the Dresden |

/ .
Opera Theatre under the compo§:r s dlrectlon on February 16 of the

Y two ‘known revivals of Hasse s

.1

' same year, There have been o

-setting. The frrst of these occurred in warsaw In 1761, and the

second In Turin, in l76h 7. R ‘_r ; R .

The Characters '

- 1

The cast in 'Olimgiade conslsts of seVen principal charac-' o
'ters and a chorus.,‘ R '

CIlsthenes - King of SIconla and o o
' QfatherofArlstea............v.Tenor

'4}He§a§1es L Prlnce of Athens In
T love with Aristea , L
“and. friend of Lycldas . o .'. . .SOprano (male)

s

]6The first muslcal setting of - L'Olim lade was by Antonlo

_ Caldara in 1735. - The. many subseQuent 'settings inc uded those of

“Climarosa,’ ‘Donizettl,; Galuppi, “Jomelll, Leo, Hanfredini Mozart, “,
Palslello, Pergolesi, Plcéinnl JoF, &elchardt, Sacchlnl Sarti,
0. Scarlattl (slx settlngs) Traetta, Vlvald% and wagensetl.

v

 Mrguival dates of tatsa's Lioliglads. are Tistad by Alfredv', ’
LOewenberg, Annals’ of Opera (an edt,'uuw~;qg4zs Rowman and thtler 3
fleld. 1970). ;- B g SRR T Dl
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Aristea - daughter of Clisthenes, .
in love with Megacles 4 e e s s o s+« JSOprano
Lycidas - -‘supposed son of the King of
: Crete, in love with Aristea, } o :
former laver of Argene «.w o« o o Soprano {male)
Argene - Cretan girl, dnsguuse‘ a8 the
: : shepherdess, Lycorig, | A
with Lycidas. . . ‘ { + + . . .Soprano
_Amyntas - tutor of kycidds, . . . . . .. Contralto (male)
Alcandrd' - cofffidente of Clisthenes. ‘. Cohtraltdd(male)
~ Chorus ~ nymphs, shepherds and shepherdesses.
_ priests . :

The Plot
‘ Clisthenes, tbe monarch preslding over the Olymplc»games, :
has‘offered his daughter s/ hand as the prize. Lycldas, a vlsitor
to the. games, falls ln Ioue with Aristea, but becaUSe he is a ' |
Cretan he does not. know the Grecian athletic skllls. “He sends for
._ Megacles, whose Iife he OMCe saVedl and asks’ Megacles to take his f,
3 place In the contests. hegacles promlges to-do so, but dlscovers h'
that Arlstea, the prlze, 'is the glrl hé has Ioved for years. e
Megacles' 1Emlings are eciprocated Aristea, but her father wlll
not allow her to marry fn enemy Ath ntan." Ar!stea s distressed at E

the thought of marrylng'another. Lyc' who IOVes Arlstea, was. ff;\

fomeriy engaged to Ar.ene untll her fomi ly conmanded her to marry
- L SRR,
Megacles. Rather than_da so, she fled to Gfeece where sha n0w‘llvesf‘,tn;:=

1dlsgulsed as the shfﬁ share
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Lyeldas encounters Aroene and they quarrel, Through spite and
desire for revenge, Arpene reteals Lycidas' and.Megacles' real
identities to the authorlties. Alcandro comes to Lycidas with the
order from King Cllsthenes that Lycndas is to be banished for his
fraud. ycidas, angered about his banishment, attempts to klll Klng
'>Clisthenes. Nhen the opportunlty |s at hand he finds that 6; can-
not bring hlmself to do lt. He is subsequently arrested and condenned_
to executlon.. Megacles who is nowreconclled wuth Arlstea, sends
Aristea to plead with Cllsthenes on Lycodas' behalf. This gesture
‘being of no avail, Megacles then offers himself as a substitute.

Since: Cllsthenes wlll not relent Argene comes forward clalmlng tcﬂ
be Lycldas wife, and offers to take his place. To prdve she is

hls wife, she shows Clisthenes a‘gold chain that Lycndas once gave o
her. It is the same chain. that Cllsthenes had,once placed around '

hls son’ s neck many years before. Hls'son had'been called

Flllnto, and was the twin of Arlstea. Cllsthenes had heen.warned + f
byﬂby an oracle that one day his own son would try to klll him. He

- had ordered Alcandro to expose the chlld but Nlcandro gave him

-flnstead to Amyntas who, ln turn. gave him to the Klng of Crete to

_"ralse as a substltute for hls own dead son. Alcandro and Amyntas
4°1Hboth confess to thelr compllclty In the long-past deed. Cllsthenes 'f; ;

5ffrelents, Lycldns ls saved Argene marrles Lycldas, and Arlstea

‘ ““[marrles Hegacles.,;,
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part in dotted rhythm, a fast second part in imitative teXture, and

a third part which was either a repetition of the opening section or

a triple-time dance movement. Hasse's ouverture consists of four

sections which are designated Grave, Allegro e con Spirito, Tempo di
Primo, and Allegro, forming an alterhating pattern of slow-quitk-

glqw*qufck. Briefly outlined, the four sections ére as follows:

SECTJON | EY [|METER LENGTH' INSTRUMENTATION

Grave . D;.‘ L7y 216 bars strings, two oboes, continuo

Allegro'e ‘ | ' "

“con Spiritd D .| 3/4 -]104 bars |strings, two oboes, two flutes,|-

' o 1 - continuo

Tempo di = | D L/Y 8 bars 'strtngs, two oboes, continuo
Primo : I ' o

Allégro‘. D 3/8 109 bars |strings, two ‘oboes, two fldtes,

o : a : two horns ,in D, .contihuo

The éverture ié scored~basicalty for stringﬁ* wind Instru-n
]-ments (two oboes, two flutes, two horns In D) are used elther to
reunforce or to vary the SOnority by doubling the string parts. .

| o The opening sectlon of the overture (gzg!g) ref!ects the
prlnclples of the,French overture. It is lntroductory in character;
»_wlthout full development of phrases homophonlc in style, and based‘

_'on a dotted-rhythmlc motlva (Example l)

"_/ -

Example l Rhythmlc motlve. O {A :t  . S .
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This motive'isvplayed simul taneously by alternating gréups of

f

instruments, passing through a number of key centres in a transient

manner (Example. 2).

Exaﬁpfe 2. Overture,bars 1-6.
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——ee '_Y X ; 0 - % fro————
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_'_ - 1 - " X > p u
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et Guus N
My r e tr : )
: - J‘i :‘ - at "l. ll . ‘l; » | > am =
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:*o-'phonic stylc

The second section of the overture (Allegro e con Spirito) 

is:based on contrapuntal treatment of the theme (Examble’3);p

Example 3,

Theme,.Allegfo e con Spirijte,
: 7

This sectlon is symmetrical in its overall ternary structure.‘ It -

may be diagrammed as follows

,” A

. B

A

Opening Sectlon

(bars i8-2“) T

'theme is Introduced = - .

and ‘answered lmita-

~tively by all parts.

Middle !éetjon'

(bars 24-111)

contrapuntal expan-
- sion of material in

‘Part ”A"

'(bars\I}l:lzz)

|

Final Jectlon‘

identical to the
opening section with

addition of a modula=-

: .(bars>2ﬁ;§3)

“repetl'Ion of met-

 are writtcn 1

(bars 3‘69)

contrapuntal dev!cesg

in the area-of thé
subadomlnant and

other Felated kays SERERE

5_fepotifion"of(h}_
‘r_;malnly in the o

.
' . '

.o(bofs.63flltf2:;

omtnant

ting link to a cadence
on the domlnant _



Part "BV. the mlddle portion)of this section, treats the opentng

L

in part ''B".

Example 4.

Allegro € con Spm'\'o

Overture, bars 18-24,

the beginning

of Allegro e con Spirito

- theme cont rapuntal ly.

: antlphonal wrltlng.

There is conslstent usg_of_sgquentlag and

i

,;,,

:{ Oboes F —~ H: tF . -
j vdi’ _J—-} b ) & _A-é { 3 r
| lc:’lnid-u‘A e ' } Al f I
: SEISSES=E. T Rt =
1 -]
Db Vidiw LLJ- F
H = - — o4 = =
- —+ 1 JL -
fjabkt =
:jiﬁﬁi?§' - - yor -
T .
=15 —r— - . —
PR = . =
@‘t +e perpes ot "'f’
Was sppeepleprppps pEEELE |
- '%;; 1= = ‘“ = 3
: . ! S ! - %%Ff‘f_‘ ’
o teeetleeefenle |

The third sectlon of the overture, Tempo di Primo, is a

Tha four&h part, _marked Allgg"rb,’ I-s an’ad'diti:lbn to the

| 'repetltion of the opg,nlng Grave.

e

ing fast movement of thq ltallao slnfonla.

-Th.e text-ure resetlyglqs SRR
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Part "A" is imitative, but soon gives way to more homophonic writing

usual form of the French overture, probably lnfluenced by the clos—

-
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a dance movement with the melody played by the first and second

violins and wind instruments, and lower strings and continuo provid-

ing the harmonic support: It is symmetrically constructed in a

(»

modified or extended ternary form, outlined below:

Section A  Transition. B Transition A Coda
Tonality I - v - | |
Bar Length | 32 6 16 16 16 16 8

Example 5. Bars 130-146, Part "A'" of the Allegro.

Megro

b [ o) Py vy Fyy Fy &1 Y
s e s S o & o e o s S 2 2 S o e e e
. ‘ Lo ) LA I
o5 i}?:.\:’ et 'gi: = = Eetrnt
= S====c= =
] a“ V:A\nt’ ‘t')"- R M * _‘%’ ? % B
a,"% oA = =% =
vy{-%s i - ’ - i ‘ :
R SEsiissiiEiiiisSEsSeecoes=c =g
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A six-bar modulating link follows. The material is founded on the

g

main figure of Part "'"A" and mo

Example 6. Bars 162-167, modulating 1ink.

Alleqro

/

]

Horns in O

dulates from tonic to dominant.

I8

.

5—

"1sr Vidlors .

phrases),'djfferlng,lh charact¢f-from-Pgrt up

- Part ''B" éonSists»pfxslxte§n’bars-(two'Identi;alveight-bar

¥

o

‘
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Example 7. Bars 168-175, the first phrase of Part 'B'.,

o

2 s in O -t" t\' ' ' .
oK S t ==E =t
Ist Viss '
égw“ ’ [ '. b ) t’ ' ."‘ M
- ‘. 4 A g b ¥ “ J ‘ I j § iy 8 b | -
Ia";‘v‘nc . + *;P . tv B ) (]
- 2 -'—'F::F::F——::
e . 0 SRm— - X q »1,4 —‘V' : -—%:
Vielas . t g ‘Jgi e g | - o g i
Cells,bay |
Contines P S P
7= — > 5
gt C >
- ‘ ‘ Y~ V ) . A
. tv »‘. » ..- - p
ettt “"‘

There ls a sixteen-bar transitlonal‘passage after the )
 f|rst statement of Part g thch forms a modulating llnk to the
‘.reriatement of Part ”B" In the tonic: key. This Is followed by a o
_restatqment of thc first slxteen bars of Part HAY and the addltlon -
| of an elght-bar-coda based on: materlal from both Parts "A" and "B"' l'5

'_”all ln the toqlc. o
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The overture to L Olimglad is the only purely instru-
mental music in this 6pera aslde.from the rltorneflos of the arias.
Although the remainder of the'opera is.wrirteh fn the early classl-‘
cal style of the opera seria genre, the use of the somewhat archaic
IWFFEch ouverture rather than the more modern sunfonla or ltallan

overture,_illustrateS'a legacy nnheri;ed by Hasse from the Baroque
’ . o <« '
era. -/

Recitatives in L'0limpiade

.The function of the recitative in opera seria was to
portray the dramatic plot through the dialogue aof theyeperatic

characters. Recitatives were musically categorized as recitativo
N —_—

semplice (secco) and recitativo accompagnato (stromentato), each

_‘type identified by the amouht of its instrumental accompanimeht;

~ Secco Recitatlres ‘ ¢ ‘ |
in 'Olim iade, Hasse used both types of recitatlve, but

in quantlty, tha recitat|vo secco predomlnates (see Appendlx A, »

'pp.-75-79) The secco rec:tatives ln this Opera illustrate all thea_.
,.characterlstics of secco recitative generally associated with early
cla§§lcal gera serla, as well as several of the Innovatlons either
,_»associated wlth, or attributed to Hasse. o R
| The vocal part of the recitative followed the natural :
v"inflections of Italian Speech it contalns many repeated"hqtes, :
}and is usually shaped by stepwlse mot?on or by small Iaaps outlin!nd -
"the harmony. m phrasd }engths are irregular, the length depend- .
'“lng on the length of the poatlc llna.. vhey are punctuated by

*, y
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frequent rests. The range of the.entire melody seidom’exceeds an

The meter of &l the recitatives in L'Olimpiade, whether

Secco or accompagnato, is lndicated in quadrupie time, typical of

most elghteenth-century recitatives. This practice was probably

.used as .a convenience of notation, since performers were expected

to foilow the rhythm of the words and to vary the tempo of speech

as an actor wouid}xavoiding any strict or regular beat. Metastasio

';lnsisted that no melodic eiaboration by the performer be pennltted

in the recitative. The continuo part consists almost entirely of -

‘haif and whoie notes, many of them tied, Argene s recitatiVe from

B accidentais e}yﬁ

_Act 1, Scene 7 (Appendix B, page 8!), is a typicai example of seccoj

recitative.

.The secco recitatives are accompanied oniy by a hasso .

continuo, which though not specified hy Hasse, may be assumed to

pbe comprised of harpsichord double bass and cello. A figured bass.df

-

' .'to indicate the harmony is not. provided.

Secondary dominants used in such a manner t?at neariy

eVery second chord was the dominant of the succeeding chord con-

"'“stituted/a harmonic practice estabiished in oighteenth-century secco },5

recitative, The. use of secondary dominants accounts for the numerous_;.;. o

;ring in secco recitative.. The principai reason for.

ipthe.practice Is based o@‘the function of the vocai part--the voice

-.;,part was supposed to imltate the aite ‘"d;ng tension ’nd rciaxation
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Example 8., Act 11, Scene 3, Megacles' and Aristea's
recitative showing the use of successive

secondary domi

/. dts

nants.

LA RS
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Deh! s con-da~te, o nuwmi y
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ﬁC\n'\ o seil _ptdfe_, pe~tre i p\@c erd.
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Hasse dld not lndlcate a key slgnature ln any of the recltatives. I

-accldentals that to attempt to estabtish or remaln In any one tonal Amv“:

- *centre may not have been prsctlcul._&-' ):§ ff'i‘

'ifﬂThe use Gf so many secondary domlnants caused such.An abundance of




effect of.both the‘music and the meaning of»the WOrds. .An authentic
cadence inithe(continuo part whicbtfoiiowed the vocal cadence, ’
rather than accompanying“it, served to marh.the end of elther a
diaiogue’or an importantisection of epeech,.and Qac eapecialiyif
'effective when both the chords were in root pofition' it accentuated
the words which immediateiy preceded t. A cadence served a simiiar
:but less conciusive effect when one of the chords was in first inVer-
sion (V -1 or. V- i6)g. To emphasize any Surprising dramatic event such. }
.as the unexpected entrance of a character or a sudden deviation in p
the diaiogue, a deceptive cadence was used The cadence IV6—V appeared | .
in conjunction with thelasking'of'a questiOn. The—Phrygian cadence
f;(iv V) became a charaoteristic of Hasse s compositionai styie.'

!

3 There were four common melodic formuias uSed for questions-

|

a faiiing

&

third (Exampie 9ai,_and a rising perfect fourth (Exampie ; L -

"9b) were used frequentiy. S .-}5,5;'1, : fiy ~}.?i ,,.’f. Tt
S o IO ST

Emmpie 9a Act II Scene 7, Lycidas' recltative“
c showing a faiiing third. .
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Formulas lnvolvlng two intervals were a falllng fOurth followed

by a rlslng second~(Example lOa), and a fallung second followed by

N - .
’

a rosnng thlrd (Example 10b) .-

.Examp]e_loa; A¢t II Scene 9, Arlstea s recltatlve
' shoWung a falling fburth followed by

" rising second..

2 _
. ;\‘. . . "' A '
;ﬁ”' R :Example lOb. AC¢“ll; Scene 14, Lycldas‘ recltatlve B _
. =P o showlng a falling Segond followed by a. Lo
Aﬁ ST e rislng thlrd. S | R T
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Two devices which frequently combined to express Increas-

" ing emotional .or dramatic tension were a rising chromatic line in

ases, and a steadi]y climbing

a Voice part, often in §equentiai phr
| .

bass (Example 12)

Act I, Scene 3, Lycidas' and Amyntas' -
ecitative showing a steady rise in the -
volce part ‘accompanied by a chromatically

- A ' rising bass.

Example 12.

Luei JQ_:
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the second note wae omitted in the score but was to be_sung In
accordance with common performance practice.of the time. The fall-
.ing fourth Qas frequently preceded by a falling’diminshed fiith
from the subdominant degree'of the’scale‘down to the.leading note
(Exanole‘lB) The falllng dlminshed flfth emphasnzed the fipality
of both the falling perfect fourth and the end of the dlalogue.

- Example 13. Act II, Scene 2, Alcandro s recitative '

showing a fallnng fourth preceded by a
falllng diminished fifth.

"les lr"“. LR

nd

' Ch riumfcnca.;_'\ksre.\'b!

= ===
- i -
Y

The use. of these melodic formulas is related to the

- / B
a N

_structure oF Italian Jkrse. The texts of Metastasio s recitative

_usually concluded with a palr of.f” ] verses and, because the :
: jlast word of an- ltallan poetic line is normally accented on the -

penultimate syllable, a pltch accent (appogglatura) at a cadence -

: stressed the rhythm of the text. The appoggiatura functloned as

o an lnteg-rql element ln recltatIVe, jolnlng the rhythm of the muslc
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than downward. ones. Most'rarely used were falling sixths and fall-

ing sevenths, and th{ in conjunction with words dep1cting

either mournful or R ngs.

_ed Rec}tatlves

fon between the music and the text in

recitativo acc@iR pade this form the most important agent of

dramatic expres$ Jera serla. The use of recutatlvo accom=

" pagnato in ggeraf fegan in the early part of the elghteenth

century and was cd ited by Hasse. Initlally, accompanled recita-

" tives were reserv'  i3the_two or‘three most Intense dramatic
moments‘in the ope<3 it as the century'progressed; the amount of

acc gnato lncrea ‘?radually suepianting secco in opera serla.‘ o ;

There was no appreciable difference between the vocal part

of secco and accompa ng recltatIVe because all ‘the standard char-

"f’acterlstics of vocal‘ Hon in $ecco were a%so applled ‘to that
. ,‘: w

> of accompag¥ato. Tif .fctlon of the orchestrat accompanlment was -

_the only signlflcant dlfference between them.3 Recltatlvo accompagpato /

was always a monologue. The purpose of the orchestra was not to act as

:: a purely subordlnate accompanlmentnto the slnger but to more fully

. express, during the vocal pauﬁes. the emotlons whic& tbe words of the

".h  therofore, tbe'orcbestra was
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manner has been attributed to Hasse. He reserved it for crises in
. : ] y

action--viéions, apparitlons,'laMents, invocations and tumu 1 tuous
emotions. : *

There are fQ@f -accompagnato recitatives in 'Ollmgiade,
and all four occur at intense dramatic chaxes.18

 The first is sung by Megacles, Act |, Scene 9. It is

marked Un poco Lento, a tempo. commensurate with Megacle s mlsery.,

Megacles had prevlously agreed to enter the Olympic games on behalf
of his friend, Lycidas, and has just discovered that the girl he
loves will be given to the wunner. If he wins the games, Lycidas,

not he, will claim her.

Ye gracious powers! What tidings have | heard?
what unexpected strokeis fallen upon mel
Shall she | love become another's right,
And | resign her to my rival's ams? -
“But, O} that rival is my dearest friend! . ,
" How strangely for: my torment ‘fate unites - - o
-.,d?'IWO names SO opposite] Yet sure the laws ' k
of friendship never can exact so much;
Forglve me, prlnce, | am a Jover: t00,
- To.ask me to resign my Aristea, s
I's but.to ask my 11fe-~And does not then Sy
~~This 1ife ‘belong to Lycidas who’ saved it?7 G
Do | not breathe; through him?" And canst, thou doubt,
Ungrateful Megacles! ‘Should. Aristea
 E'er know-thee thus forgetful, of thy frien ip,
. Even. she mlghc Justly hate. thee., Never, . nesks
© Shall: she be witness ‘to this charge--the laWs Y f
. Of falth ‘and amity alone. 1) hear, ST
;Of_gratl;ude and. hcnour. AlT I dread T

DR ' 8Tno of these, Negacles' recltattve ln Act Ty Scene 9.‘ o
‘ "%q-and'CIisthenél'uin Act lll Scene 7, are transerlbed ln Appendlx B

it ALY L AR
e W e RN
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Is to behold hHer; let me shun the encounter

How shall | meet her sight! To think of It,

My heart beats quick, cold sweats bedewva face, .
1 tremble,-~1 am lost!--1 cannot bear {t. '

' The second acébmpégpato, also sung by Megacles, is in

Actlll Scene 9, and is marked Allegro assai, the tempo here con-

sistent wuth tumultuous emotions, Megacles has come upon Aristea,"

and mus t reJect her for Lycidas' sake. %

. Unhappy Hegacles! What do | see?
‘Her spirits sink with grief; my only Joy,
¢ My Aristea droop not thus: behold '
Thy Megacles is here--1 will not go
halt be yet--Whdt have | said? Alas!
‘She hears me not: and have ye, cruel stars,
More misery for me? MNo;. there rests but this,
Tis only .to sustainl- Where'shall | find
A friend to counsel. What must | resolve?
7 leave her thus were ¢ruel tyranny! ‘
But what avails my stay? . Shall | espouse her,"
Deceive the king, betray my.friend? 0! Never:
Honour and friendship both forbid the thought: -
Yet may 1 not at least defer this parting?
Alas! my ‘resolation then must meet
A second separation. (ruelty . '
. Is mercy now--Farewell, my lifel Farewell
~ My dear lost hope! On thee may. Heaven bestow -
The peace denied to me--Almighty powersi ‘
- Preserve your beauteous work,.and add to s.'
- The days that | may losel=-What Lyc!dasl ’
‘V'Vhere art th u- Lycidas? .

The thlrd acdompagpatq, sung by tQtidas ln Ac;

e

j IS, ls marked Presto.' He{e, Lycldas has just Iearned that he ls to
' -

_be banlihed. If he has not Ieft before sunsct, he wlll be executed i

;jngfextr%:ts are ;

~ff{trun5!atad by Johnvﬁnaler'Lbndﬂn.'"f”

4
«



Presumptuous man!
This sword shall through thy breast--what have | said?
Whom would my rage chastise? 'Tis | am guilty:
| am the offender-<Let me rather plunge
My weapon here--Die, wretched LYcidas!
Ha! wherefore dost thou tremble, coward hand,
What is't withhold thee?--This indeed is misery:
| hate my life, and yet my death affrights me.
My heart is torn in piéces! Rage, revenge,
Repentance, friendship, tenderness, compassion, -
Love, shame, all, all distract me: never breast
Was rent before with such contending passions!

- What can this mean? | tremble amidst my threatsl
| burn and freeze; | weep even while | rave;
| wish for death, yet know not how to die.

The fourth accompagnato, marked Grave, is sung by Clis-

thenes in Act 111, Scene 7. The situation is a dramatic crisis.
Lyctdas is kneeling before the altar, ready for execution,
Clisthenes, about to deliver ‘the axe to the priest, is invoking

the Gods.
0 Sire of Gods and men! Almnghty Jove!
At whose dread nod, earth, sea and Heaven are moved!’
Thou, with whose" power the universe is filled,
Thou, from whose hand depends the wondrous chaln
0f tauses and evenis! .Accept this victim

"Now..sacrificed to thee; and may 1t wrest.
1'The tﬂ{eatenlng thunder from thy awful hand!

LIRS

Each of thesg four recltat!ves is accompanled bnyull
J"string orchcstra and keyboard continuo. The Volce part ts elth

accanppn!ud by. or nltcrnatqs with théq;:;;:;lral part. In tho

altcrnatlng passaoas. tho orchestra portrays thc emotions of certaln )

3words'gy such éqvleas as rapld t5ANaQ§ndo flgures. repeated ;hords. |
",rhytmc mtim, suﬁdln mod and tompo cmmgas. and ahrupt modula~ "

]

tlons (ﬁxmples n m ts) IR

‘6 -4
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Example l4. Act I, Scene g, Megacles' recitative
showing orchestral effect of rapid scale
passages to punctuate the words Dei (God),
and colpi (sin).

/ 1 4 '
3 —
- - b A
= 2 =
v‘bh‘ : 4
1 =
— > = —
'%6&\65 , :
-t . . —Ta [
B == : _ '
e A — € " 4 - . e - - [
WS'QE" . o . q:‘g\g\me w--so_;ulmae m C?('
: ‘1 —t- v 4 h . s = e = -
| V ! s
.ﬁ T H s | .



49

Example 15. Act |, Scene 9, Megacles! reéltative
showing mood changes effected by orchestral
accompaniment to portray E_]_E_I_E_Q_ (passion).

,Png, soslo Hllejro . LLn‘oocoLenfo
31 Vi ’ ,
(il Be £ — =
- ‘P u ° .- . ’ .
\I;.\' — r )
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b4

Hasse's Aria_—Typ_es :

Muslé#l interest fn'bgéra'serla was ‘centered in the aria,
; 'OIlmglade cOntalns twenty-flve arIas (Ilsted in Appendlx A)

In the latter part of the eighteenth century, a new era
followed the earllor Neapolltan school of Alessandro Scartgttl. It
was regarded as the Hntastaslan epoch because Hctasta;lo was the. |

- ceﬂtre “of ltn%y S cultural llfe. Netastasio developed a flxed

Htorary fom for tbo arla ln g_o_ra urla, and the fom is assocl-.

/ ated ulth ﬂuu. th¢ conpour gho used lt mst. Metastaslo ) texts

cnnstlt.d of thrao atnophcs-~tno strophes of four Ilnes elch, folj
lmd by a repctlﬂon of tha first stmho as a ¢a capo. . Nasse -

lneomnzu s«runi's thr«-wrt qnn arh but expanded lts _

\ f?t, da mpo stmtuu. nmr l!asu. the
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da capo aria reached the height of its development; all Hasse's
arlas.Qere composed acccrdihg to the following scheme:

A the:flrst four-line stanza of thc'poem

a) first orchestral rltornello introducing the theme
in the tonic , ‘

a') fcrst vocal section with cadence on the dominant
or, if in minor, the relative major

b) ~ second orchestral ritornello l

~¢) second vocal section--development of ‘material of
the first section with extended coloratura passages
modulating back to the tonic, and often. followed by -
"the return of the theme of the first vocal. sectlon-

(a')

d)v cadenza

©

e) third orchestral rntorne]lo, In the tonic, Ieadlng
"~ to_the second part of the aria o

B second four-line stanza of' the poem ‘

I

- f). in one sectlon, shorter than A lp,é related‘key'ahd
:wlth thematlc materlal elther. L .

0 ‘(l) contlnulng and developlng the material of A

~ (2) materlal c0ntrastlng wlth A, endlng wlth a
° | vocal cadenza fo!lowed by: o

" g) fourth orchestra} rltornello (GSually the same as the :_‘
~‘b-flrst orchestral rltornelléI . .

A da capo, usually onltting fhe First orchcstral rltornallo o

 -and_contalning additlonal lmProvIsed co!oraturas and a RPRE

‘longer cadqnza S T = R o
Hassc consideroi ench orta a salf-suff!c!ent,nuslcnl

entlty. Although thcro ls mmlv!c lnur—-rclatlonshlp or tonal

-’&ntcrlecklng ef taq avlas. thns; orlas ware not mﬂilcclly haphazard'_
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one or more arias from one opera to another; the music remained |
intact:'oniy the text was changed. This‘procedure.was possibie
because Hasse did not write his arias.for, a specific situation,
that Is, hiS arias expressed a common ponnt of view or an “aFfect.”
The music was-of primary importance, the words were subordinate,
because the affect they expressed, not their individuai meaning,
“was_the only matter of importance. _The‘tonaiity of each aria had
'~.its source'in the cadence of the preceding_recitative._' ,
Aithough all Hasse's arias‘werevwritten according to:the
. same schematic frameeork'»four different types can be distinguished.
Lhe ciassification of these four - types is based upon the way in |
which Hasse constructed their themes, each of these four types Is

different from the others in its characteristic tempo, meter, and

rhythm

Aria-Type I =

¢

‘ The first type of aria, used to express strong emotions or
pessions, is invariebiy Mbrked either Aiiegro or Noderato. end the
distinguishing cherecteristic is its metric, rather then its
melodic structur:., The meter ‘Is either dyple er q«uedrupie. ih‘-' |

- reguier eight~hef phresee which ere subdivided into an. odd number
of bers. in units of three, that is, _three bars. in the proportions
of Uh e b b‘ - i ber i ber i bar._ These three bars are re.weted | - |
end then foiiewed by two bars of cedence mteriai. The besic S-ber |
p‘i'oportion mey be nded (in Ema\pie i6 &b' - 6 bers & hers 6 bers--"ﬂ'

| ubqn ', . rhythnic aapension of'&#Q : L R A I

. f.
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delayino the codence through a repetition’of the first part al! with-
out melodic or tonal change, but-with different words: o

motivic section - a b b' a'
SR length in bars ‘- l 11 1 = bbars

Two of these four-bar unlts may be juxtaposed then followed with a
coloratura in the vOcal part. If.the twoofour~bar units are COne
nected by a caesura (usUally an'ihohovisea 7voo§l oédénio)a the'first'
four-bar unit moves’ toward ‘the. domlnant and the second returns to
_the.tonic. Hhen four of these four~bar unfts are in contlnulty,

there is a short modulating link betwaen the flrst two Tton!s to
,domlnant) and the fourth four-bar unlt moves 'to the subdomlnant'“‘

before returnlng to the tonlc. Thls results tn two sgntences ln 8.

v \

flxed'tona]~pattern: .
| r-Exampio 16, Act ll, Scene 10. Megaciés' rla

. . clllustrating chaﬁicterlstics~of gi e
- R TYPG al']‘s._ T "“‘“V}‘ o v L B R -







N
. o - 5h
SyncOpation which is characteristlc of this txpe, ls
caused by changing a slngle note value (augmentatlon or diminutlon)
or by tying ra note across a bar”ne.;,s ‘ v |
Harmontc structure in the~themes is slmple, u;ually
centerlnggurqund~tb¢,tanlc. Ca@ences ar: stroqgly expresse@-ln_
'-snﬁp!e ;riif- 'c‘onvention;t' f‘é'muias.r Thé.f aece';it’-tvé cadenée (r‘v) v i
occurs frequantlern major kcys, seldom In minor, and it. ls gener—
;_ally accamp‘amed by a melodic dlmtnlshed fourth over the deminant

(Example 17)

LY

Example.l? ‘ The use of a: dlmlnlshed fourth over
S he domlnant of a deceptlvq cadehce._“




; }551,
A special type of the 3/8 Allegro ariq is one. jn whlch the

flrst bar of “a" contalins an ascending three-note melodlc pattern.

Y

: and the openlng five~bar gt is folggned by a four-bar "b " Type

(N arlas are usually sung by a bass, the vocal part doubled by.the

-

contlnuo. _

The agltated sfntimants expressad are sumilar to those

'-ln the first type, and are portrayed melodlcally in a SIMIla‘Emanner.

'S
oo R s . . PN
. N - N L -

‘; _Yit‘.' - - v j.' Arla Type IIIzo w‘“v°v‘ ’r v: .F.;

The thlrd type of arla marked elther Andante, or Ailggretto

<

: was always in trlple meter (3/8 or 3/%) Thc melody expressed gentlé-
‘ness., - To portray thqse feellngs, Hasse used metodic Intervals whlch.

‘at that time, were cons1dered especlally._pproprlate-~rtslng ordfall~-

o

tng consonant lntervals. especlally”perfect fau,ths and?ftfths,"
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,iv/o‘db arTe n v NA | i

!'5‘ "bhraba ls usually six bars lcng. but lt Is- occaslonany extended
. A
at the cadenc’e to form an elght-bar sentence. -

. ‘\.: e : Lo . “ Al’la Type !vz‘ L co , A
The fourth type of arla is aluays Lenw. in kﬂ! tlme, and

- _:usually- !n the vksy of"E major. It ls simlhr ln upelodlc construction




early elghteenth centuries. This resdlte from the doctrlne of
affections tn which the overall mood or affect, not the meaning

of»the lndividual word, 90verned the mood of the aria. The most

5\important aspect of the arla was the muslc., The vocal part alone
.
5 expressed the afﬁect. Although the indlvidual words had relatlvely

little importance in Hasse s arias, oppesing,affects sometlmes ‘

¢

f‘oécurred wlth!n the strophe. Hasse reflected this oppositlon by

N

.writlnq dlfferent thematic materlal for each affect and juxtapos-

] s’

,”'lng the two themas $O. that there was eJther a tempo or meter change»

i

}ahd perhaps a key change as well There are three arlas in”
'OIigglad in which this occurs. the duet between Ar!stea and
Jegacles In Act 1, Scene 15 Megacles‘ arla in Act I ‘Scene IO,
and Megacles' aria In Act lll Scene 3 (transcrlbed ln Appendlx B,
~#p. ns—m). .E | | -

| - B ‘ o
3, a ln arles of the flrst type, Hesse s use of festlets

L]

syncopeted rhythm eﬁpheeﬂzed dramatic{sﬁtuatIOns. Arias ln whlch
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unimportant word or syllable.

B ﬂasse associated certain intervals for the portrayal of
‘emotions; To ccnvey violent emot lons he used fifths, octaves, and
tenths, and to eXpress the more intense Hﬁx/ggntie emotions he used
diminished intervals, rising or falling. & o

The extensive use of Lombardic rhythm j;j jFS was
characternstic of eighteenth-century style. Hasse used it to
strengthen dramatic meaning and to Intensify coioratqra, both in
"arias that expressed happiness on_pieasant feelings, and in arias
expressing mourning. AnOther extension of the syncopation principie 4
was the weakened cadence which avoided points of. rest on the accented
-beats of the bar, Iending softness to the meiody-—an appropriate :
expression for sentiments of tenderness. Hasse.created a more |
l_ draultic effect in the meiody by using chromatic progressions, often
_.sequential.> He/further added dramatic expression through the instru—'

.;mental accompaniment in either one of two ways- (i) by expanding

fan instrumentaiﬂpart so that it assumed an independent roie equiva-'-

: ient to that of”the ”inging voice or, (2) by the addition to the )
G : 22 -
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freqqently added for special effects. ' oo~
| | Conventional §coring was generally oBsefvéd. -Thg,cello‘
doubied the. string ba§s part and.was seldom independent; the viola
usually played in octaves with the iowef ;;rlngsx(cellos and basses)

and the second violin added'an alto part (Example 20). ..

3 Examplé_zo.:‘Act 11, Scene 7, Lycidas' arfayshowlhg :
I violas in octaves with the bass and the
' - second violins playing an alto line.

1R K
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Occasionally, the second violin doubled the first violin; when this:

occurred the violas were given an independént melody (Example 21).

\
~ Example 21.

Act |, Scene 5, Clisthenes' aria showing
second violins doubling the first violins
while the viola plays an independent melody.

2
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“In accordance with the Baroque principle of the polarity of the

outer parts, the bass and the first violins were the most important.
The bass provided the harmonic basis and the first viollns provided
the melody, very often highly ornamented and melnsmatic, in the
ritornellos. The violins relinquished this function as soon as
the>stng|ng voice entered, playlng with it in unison. In arias of
the first and fourth types, the bass moved in a pattern of "ep-
wise repeated eighths (especially in Type IV) or quarter notes
(especially in Type 1). In the second and thnrd aria- .types . the
bass was slightly more active, although stll] subordinate. to the
singing voice. | | | |

1n§truments were used to emphas;ze important words. To

'give expression to éq affect, a single instrument, usually either

bviola or Violin; was given a figure which often persisted as ‘an

ostinato durlng the entire aria (Example 22).
// Example 22, Act III Scene 6, Cllsthenes aria showing

¢ an ostinato _figure in the viollns.
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Sometimes a single instrument declaimed on one note while the oiher
instruments played their parts abové»ahd below it. Flutes or oboes
reinforced the string parts in the ritornellos énd'in certain
episode§ with the voice. Has;eAused flutes, oboes, bassoons and‘
'horns as solo instruments. The fluﬁe%4and oboes blended well wltﬁ
the violins and'he.used-them in pqstoraj ;éenes. The bassb&n was
normally used when all the other‘woodﬁinds were incluéed.' Octagfbn—
ally it had a solo part (Example 23). | | |

Example 23, Act 1|, Scene S,vAmyntés' aria showing

bassoons with a countermelody which
continues throughout the aria. '

Allegro di 'me'a | o o ,‘
% 8"'-y ‘ =

~ :
- = : : — > -
M: g : . > > OA‘ .
| e 4 £ A — .
. . == = = ‘4§:,21 ‘EQE;===='
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Horns, trumpets and timpani were used Sparlngly to add to ‘the

~ harmony and rhythm, rarely assuming a thematlc ro1e.

1!?' | Ensembles and (:horuses - ;-
. ﬁEnsembles in Metastaslan oEra serla were . Hmited to duets .
between two Iovers, usually sung at the end of the second act. If a
duet occurred ln the mlddle of an act it was to be in the three-part
da capo arla form, and’ lf it occurred at the end of an act it was to

be a two-part arla (wlthout da cepo) The duet In L 'Ollggl-ade Is

between Arlsiea end Hegacles, and ls a. two-part form at the end of

- Hasse s settlng of duets flts tnto the cetegory /of hls

fourth erla type. The duet ln ' t: . type-four arla

(the vo' _» fj" enter tnluﬂvoly and continue cenenlly in thlrd: nnd

slxths~ emept thlt lt !s ln the key of D mior..‘ mmd T*",;;/:ﬁnjor. -
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There are three choruses in L'OFimpiade: e chorus of
_nymphs and shepherds inyAct l,.Scene_S. a chorus of prlests :3 Act
IlruScene 6-3and a final chorus thch closes'the-operé; Al three
are Iike the three-part, da capo. aria in their formal structure.
They have no dramatlc function, they sImply comment on the action.\
The chorus In Act 11 and the final chorus are homophonic In style.;
, the chorus»of shepherds in Act | differs in texture from the other

- tWO, lt has COntrapuntal Imltatloh In the vplces--ah exceptlon to

‘the usual homophonlc style of choruses In ogera serla.



CHAPTER IV

~ CONCLUSION -

| Johann Adolph Hasse s opera, “Olimglade, Is 3 representa-
tive example of elghteenth—century Italian opera s seria. Through the_
.study of -the lnteraction of the characters» the investlgatlon and
'transcriptlon of' examples of the muslcal media in whlch they speak,
-and the mus!cal artlflces which govern the dramatl¢ expression, an.
appreclatlon is galned of the ogera serla d%nre, gnd the muslcal .
stature of the composer most closely assoclated wlth It. g

| | The poet, Pletro Metastaslo, domlnated the cu\tural Ilfe.
of elghteenth-century ltallan soclety. He created a form of opera
'unlque In tts complezity of dramatlc and poetlc lnter~relatlonshlp.:
'_.So relevant was it.to contemporary thought that it supplantad all ‘

'-'other operatic types. The success of Metastaslo s dramas was attrl-:‘

: butable In no small degreo to thc muslcal expresslon g!ven tham -

has a'

.by Johann Ado!ph Hpsse.‘ ‘The. study of Hasse s LfOllm'lade
:'revcaled muslc of bcauty and charm uhlch,to a Iarge extent, lles

-i .7burlcd in thc sty‘lzcd forn of n bygone age.

e

é Pa
, cd e




'SELECTED B1BL1OGRAPHY.

Abért,.Ahna Amalia. 'Hasse.': Die Musik in Geschichte und Ge enwart.
Edited b Friedrlch B ume, 3 vols., Kassel: Barenreiter,

1949-19 |
. “Oper." Dle'MUslk‘ln'Geschlbhte und Gegerwart, Vol. 10,
14=35, N ~

]

Brown, John. Letters upon _t| the Poetry and Music of the ltalian 0 eca
Addressed to a Friend. Etnburgh_ Bell and Brad ute,

1789,

Burney, Charles. A General Hlstor. of Muslc from the Earliest Ages
to. the Presedigﬁerlod 1776 “Frank Rercer.

. An El.htéenth-Centur' Musical Tour- 14 Central aurqpe'
@nd the Netherlar d by Percy A. Scholes. London:-

x~0x?ora5unlvers|

( “belng Or. Charles Burney's Account of hls Musical
Ex‘eriences. Ed?ted Ey Fercy‘i Scholes. ‘London: - ]§7brd_"-

| Letta}s.{ Repr nt ' ; 3 vols. &cﬁiYorkfl‘bh“Capo !
Fress, !971.. N Co T o

Burt, Nathanrgl "Opera in Arcadtg,ﬂ ;:> ?,1}. L
o 1955). th*IO..’ S .

and. 1ts - Influence.




- 69

on the Music of the Classic Period." Sammelbande def._
' lnternatlonalen Husukggse]lschaft. XiV (1912-13), 500~09.

.' "The Nomenclature of Opera-l " 'Muslc & Letters, XXV
(Aprll 1944) , 432-\“0 ‘ .

"The Nomenclature of Opera-ii." Music & Letters, XXV
(0ctober, 1944), 213-226. - et T

- Downes, Edward Olin. "Secco Rec!tatlve in Early Classlcal Opera
: - Seria (1720-80).'" - Journal of the American Nusico[ggjcal
~ Society, XIV (1961)“’§b-69 ‘ ' _

Gerber, Rudolf Der Opernt us Johann-Adolf Hasses und seine :
textlichen Grundiagen. Lleipzig: K stner and Slegel, 1925,

Groat, Donald Jay. A Short History of the Opera. 2nd ed. New
- York: gﬁColumbia UnTversTty Press, 965.

S "Some Forerunners of the Lully Opera." 'MUSIc & Letters,
XXlI (January, Iskl) 1- -26.. : . '

q

Hansell, Sven Hostrup. "The Cadence in lBth-Century Recl;ative."
- Muslcal gyarter[y, LIV (April, 1968) 228-&8

o, works for solo votce of Johann. Adot

' Vol. XI1 of Detroit Studies in Music. Blbllggraghx; 'falted
by Bruno Nett). Ai'vqts, ‘Detroit: »ln?B t on ': o

Coordlnators, 1968._

Masse, Johann Adolf. La Conversione di Sant'A sttnd. Vol. xx.. '.;
| | Dcnkmiler Deutscher Tonkunst,. ted by A
' .- Breltkopl a '__rtel, 1958

: arpytptﬁ,qq, i
._ W"" andwam.»,

London' Lo

b, 2 vols.



70
Marcello, Benedetto. "] teatro alla moda, o sia metodo sicuro, e’

facile per ben comporre, E esequire. 1'Opre italiane in.
Musica all'uso modernd." Translated by R. G. Pauly,

‘Musical Quarterlx XXXV (July, 19h8), 371-403; XXxv
19 5-105. o . .

_ g
Mennicke, Carl, Hasse Und die Brider Graun als Slnfoniker.
Lelpzig Breitkopf and grtel 1906 '

. “Johann Adolph Hasse: Eine biographlsche Skizze," '
Sammelbﬁhde der lnternationalen Musigggsellschaft,

Metastasio, Pietro. Dramas and Other Poems.' Translatl‘ by John
Hoole. 3 vols. London Otrldge, 1800..
V A ' ‘ o
' e Tutte le Opere. Edited by Bruno Brunelll Vol. I.
“Milanh: Mondadorl, 1951. , o

Powers, Harold S. "Il Serse trasformato. Muslcal anrter[x, XLvit
(1961) 481-92; XLVIII (1962), 73- 9

. Studies In Muslc Historf' essays for Oliver Strunk.
Pr»nceton, New Jersey Prlnceton Un Vers ty Press, 1968

Rolland, Romain, vA Musical Tour thro h_the Land of the Past. New -
York Books for the Libraries. ress. lnc., \ 7. '




 APPENDIX A

- TABLES .

71



TABLE |

HASSE'S OPERAS
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OPERAS

Gerone. tlranno di.

- Sjracusa .-
Attalo, re di Bltlnia
Ulderica '

Ezlo

Artaserse .
it (New Version)
" (New Version)

' pallsa {(later La cost
|- anza vinqitrfcei
'Amln]o C L
| Cleofide -
] (New: Version called

Allesandro nell
Indie} o

’»EjCatone in Utlca
,.'Demetrlo
| (Later @crs ion‘

t Metastasio o

I Notastaslo A

Pietro Pariati
Aurelio Aureli

Sllanl
-unknown
Hetastaslo_\ o
Metastasio .
Metastasio,
MetastastO’ :
Nlccolo Hlnato

Antonlo Salvl

Hetastaslo )

“Metastasio (altered
by Michel Angelo
Boccardl :

“Metastasio

1 Nap1es, Nov.

_;vTurln,
-MVenIce, gar ‘va 1732

;M;j;f1763 | ”

T First ¥
Title | Libr9;tist Performance
Antiocod Apostolo Zeno. and ;Brunswlck,‘Aug.ll, 1721
: Piletro Pariati S e
Tlgrane Francesco‘Sllvani ' ﬂNaples. Nov. L, 1723
Sesostrate Angelo Caresale ~ | Naples, ‘May 13; 1726
',Astarto ~ Apostolo Zeno and - Naples, Dec., 1726

19, l727

“1-aap:e&, Spr]ng, 1728

~Naplgs, Carnival 1730

=&;Venlce, Feb., 1730

1740

'“1760 ' R
~'Venice. Sprlng, 1730

N omiran; aug. 28, 1730
. fDrgsden, Sept. 13, 1731'
1 1736

131,
LY
Rome, an. 12. 1732 e

13k

“Venlca. Sprlng, 1732
’Bologna,»ﬂ!yfz, 1733

‘ mv im:vi.-.; 7. .




73
TABLE | - continued g
i " First
Title Lfbrettl§t Performance

Atalanta ‘Stefano'ﬁallavicino_ Dresdén, July 26, 1737
Asteria Stefano Pallavicino | Dresden, Aug. 3, 1737
| rene Stefano Pallavicino | Dresden, Feb. 8, 1738
Alfonso - Stefano Pallavicino | Dresden, May 11, 1738
Viriate Metastasio's Silface | Venice, Carnival, 1739

(altered by ‘ A o

Domenico Lalli)
Numa _ Stefano Pallavicino | Dresden, Oct. 7, 1741 .
Lucio Papirio . * | Apostolo Zeno .Dresden, Jan. 18, 1742

L'Asilo d'amore
Didone Abbandonata

Issipile.
Antigono

lpermeétrav
" (New Version)

‘Semiramide-rlconosi .

NN

cluta
" (New Version)
Armlnio

‘_*La Spartana generosa,:

"OVVero Archldamia
Leucippo

| Demofoonte.

~}* (New Version)

111 natale di. Glove
‘I Attitio Regulo '
JCiro’ rlcon09cluto

. {Adriano.in. sirla
j;Sollmano -

-"‘tade

| achitie in sciro

" Metastaslo

Metastasio

Metastasto
Metastasio

‘Metastasio

Metastasio

‘MétastaSIo

Metastasio

Giovanni Claudto
Pasqulnl _

Giovannl Pasquini

' slovannl Pasquinl

,Netastasto
| Metastasio
‘Metastaslo
| Metastaslo

Metastaslo -

;aﬂetastaslo ,
,w;Glovannl Ambrogio

N!gllavacca

¥ '-Glovann Higliavacca
| Metastanio

| Metastaslo

| Metastasio.

|} Metastaslo -

ﬁMetastaslof;iJg

1743

{ Venice, Dec.

'foresden,«aune I,

' Dresden.

7Dresden, -
} Hubertsburg;, Oct. 7,1755]
- | Dresden, Feb. 16,

1 Venice, Jan., 1758

| vienna, Oct. 8,

‘Naples, Summer, |7b2

Hubertsburg, Oct. 7
1742

Naples, Dec.

Hubertsburg,

|9, 1742
‘Oct. 10,

Vienna, Jan{38;.|744
1751 o _ .

26, 17h4
1747

"Dresdeﬁ, Oct. 7, 1745 -]

I7h7

7Hubertsburg, Oct. 7,

1747

;.Dresden, Feb& 9, l7k8
| 1758

'-gHubertsburg, Oct. 7s I7h9 :
‘"Dresden, Jan, 12,

1750
Jan, 20, 1751
Jan, 17,1752
Feb 5) 1753

Feb. 6, 175“

Dresden,
Dresden.

1756

- 1759

Naples, Nov. &
’ 1760

}AlctQQ,‘] b{yjp - e

- .

B
e
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oy i First : ,
'-fltl.e Libre;tis; Performance &
|zenobia _ Metastasio Warsaw, Oct. 7, 176). .
Il trionfo di Clelia |. Metastasio ‘Vienna, Apr. 27, 1762
Egeria S Metastasio Vienna, Apr. 24, 1764
Romolo ed Ersilia Metastasio Innsbrack, Aug. 6, 1765
Partenope | Metastasio Vienna, Sept. 9, 1767
Piramo e Tisbe Marco Coltellini VIennﬁ,(&ov., 1778
Ruggliero, o vere Metastasio . Mitlan, W16, 177
“L'eroica : ‘ - |
- gratitudine «
g ° ’ Yy P
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, . )
TABLE 2
<
THE ORGANIZATION OF L'OLIMPIADE
OVERTURE
ACT | .

Scene Musical Form Dramatis Personae = |Meter |Length | Key
] Recitativo Secco Lycidas & Amyntas C 75 bars | -¥*
2 Recitativo Secco Lycidas, Amyntas & - C 30 bars | -

. ‘ Megacles
Aria - Allegro e Megacles C 136bars | F
~con Spirito
(dal Segno) 115bars
3 Recitativq'Secco Lycidas & Amyntas o 23 bars | -
Aria - Piu Sosto Amyntas C +99 bars | Eb
Andante
(dal Segno) 86 bars
4 Recitativo Secco Lycidas c 9 bars| -
Aria - Allegro Lycidas C 11 1bars
assal - o
(dal Segno) : 98 bars
5 Aria and Chorus’ Argene & Chorus 3/4 | 122bars | C
- Un po meno ‘
del-1'allegre=
tto
(subito recit.) ‘ A ‘ _
Recitativo Secco 1Aristea & Argene C 161bars] -
| Recitativo Secco Clisthenes, Aristea C Lobars| -
T ' & Argene
Arta - Allegro Clisthenes ¢ |79 bars¥ 6
(dal Segno) N ‘ 66 bars ’
L 6 | Recitagivo Secco Aristea & Argene C -9 bars] -
t | *Aria - Allegre- » U I
- tto : Aristea - 3/8 | 49bars| F
(da" capo). ' 129bars
7 | *Recitativo Seceo | Argene C -] 28 bars] -
- | *Aria - Andante - | Argene - c 129bars| Bb
~(dat Segno) : ' :

* transcribed in Appendix B.

%% key signature not indicated.
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Scene Musical Form Dramatis Persone Meter | Length | Key

8 Recitativo Secco Lycidas & Megacles c 128bars | -
Aria-Allegretto Lycidas bt 3/4 | 106bars| F

(attacca subito '
il recit.)
9 [*Recitativo Stromen- | Megacles € S50bars | =
tato (Un poco
lento)
(10) | missing (either missing - - -
~omitted by copy-
Ist or not
composed by & ;
Hasse ' o .
11 | Recitativo Secco Aristea, Megacles C 93bars | -
& Alcandro
Duetto Aristea & Megacles
- Largo ma non c 79bars 0
troppo 3
-Allegretto 3/8 | uW3bars| F
-Tempo di primo C é6bars] D
(dal Segno) : 113bars
, @
ACT/ 11 <~
-~y

1 | Recitativo Secco | Aristea & Argene c lhbars | -

2 Rec|tativo Secco Aristea, Argene & c 29bars | -
o : ' Alcandro ® 1
Aria-Allegro ma Alcandro c 63bars}] €

‘non  troppo . ' _ e
~ {dal Segno) A - B hibars] .|
3 Recitativo Secco Aristea. 5 Argene C lh4bars -"f ‘
| Aria-Non troppo - Aristea ' 3/h ] Vilbars) G

| Andante B R

, “(dal Segno) i - . " 9lbars _

L Recitativo Secco: Argene & Amyntas C | S4bars| = |
- Aria-Un poco “Argene - |'3/k }J126bars} Eb-

o - (dal Segno) | : 108bars

5 | Recitativo Secco - | Amyntas .. 23bars § ~
| Aria=Allegro di Amyntas g | ovbars| g-
molto : o N
(dal Segno) [ .17bars
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Scene Musical Form Dramatis Personae | Meter |Length [Key
6 Arl¥~horus) Chorus C .| Shbars § D
-AVlegro di ‘ ‘

- molto . :
7 Recitativo Secc Clisthenes, : C 50bars | -
-~ ' Megacles, Lycidas
: . & Aristea .
*Aria-Allegretto Clisthenes 3/8 {l16lbars | F
(dal Segno) : . ] 1l42bars
8 Recitativo Secco Aristea, Megacles, - c 36bars | -
- Lycidas (Lycidas
: leaves) ’
9 Recitativo Secco Megacles & Aristea C., 122bars | -
Recitativo Stromen Megacles ¢ 33bars | -
tato-Allegro :
. assai : ‘ .
10 Recitativo Secco Lycidas, Aristea & c lhbars |--
' - | - Megacles '
10 Aria-andantino Megacles . _ - £ 33bars | Eb
' -allegro assal ‘ : 2bbars
-~andantino S5lbars
~ =allegro come 30bars
prima - . '
(no da capo
-  nor da) Segno) | . 1
11 JRecitativo Secco Lycidas & Aristea C | 37bars § -
|Aria-Allegro JAristea (Exit) 3/4 | 99bars | Bb
: assal B N
: (dal Segno) N e ] 85bars
12~ [Recitativo Secco Lycidas & Argene 'C | 47bars | -
~ « |Aria-Allegro - Argene ' 4 123bars | D
(dal Segno) - , . To7bars
13 |Recitativo Secco’ Lycldas then Amyntas | C 79bars | -
oy ‘who leaves 1 2 B
14 JRecltativo Secco Lyclidas then: c k3bars | -
N R , Alcandro _ ; SRR I
15 - 4Reclitativo Secco Lycidas (solo) = C ¢ llbars | -
|Recitativo Stromen- [Lycidas : .C- 27bars ‘| -
| tato (Presto) - | IR P
- JAria-Allegro assal |fLycidas _ C- |OSbars | F
'JA {dal Segno) | . |-89bars- |- o

L~
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TABLE 2 - continued
Scene Musical Form Dramatis Personae Meter | Length [|Key
CACT 11
§ Recitativo Secco Megacles, Amyntas & o 43bars | -
« ‘ Aristea ' » _
2 | Recitativo Secco Megacles, Amyntas, o 106bars | -
Aristea & Alcandro ‘
Aria-Allegretto Aristea 3/8 | 118bars | Eb
(dal Segno) _ | 1N2bags
3 Recitativo Secco Megacles & Argene C 22bars | -
' *Aria-Lento Megacles 3/4 | l2bars | E
-Allegro di ) 4 2ipbars | E
molto :
~Lento 3/4 | 8pars | E
-Allegro. come g | 3bars | E
p";ima N
*  «Lento come ' g | 18bars | e
primo - S ‘
: (dal Segno) 3/4 89bars | E
b Recitativo Secco Argene then Amyntas ' C - 90bars |. -
Aria-Allegro Amyntas. : 3/8 | 178bars | Bb
; . (dal Segno) R “150bars |
5 | Recitativo Secco Amyntas (solo) C 1ébars | -
- -] Aria-Allegro di Amyntas . A 89bars.} b
molto - | 75bars
| (dal-Segno) - | 1 bars
-6 A,Arla-Allegro . Clisthenes ¢ | Wbars | c-
| ' {no.dal Segno | S 2
or Da Capo ' R 1 .
, xRecttat1V01Secc0' | clisthenes Aristea > 6lbarslf.v
. '§ Alcandro S I 1
. Arta-Andantlﬂo» CIlsthenes _ cC AObars4,*G '
o  (da capo dal” _ } -] 3gbars | .
7 _Recitatlvo Sacco ' ‘Megacles, Lycidas, c. | 6kubars| -
S L "Cl\.!.sthc'neg A S IR
1 <1 . Alcandro 3 IR (R
:Ar!a-Lento (attacca Lycidas - - 59/8~"'65bars, c.
511 Recitative) ] ST 18
| *Recitativo Stromen= ttlsthéncs ¢ _l7bars, c
| tato = Grave . : N | B I
-8 ;Rccitltlvo Secco | Argene. CIIsthenes. C '66bar3' -
' - Megnclas & Lycldas ; SN 1
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TABLE 2 - continued

Scene Musical Form , Dramatis Personae |Meter | Length |[Key
-9 - JRecitativo Secco Aristea, Argene, C | 37bars | -
- Clisthenes, Megacles] '

- : . & Lycidas e L
10 |Recitativo Secco Amyntas, Aristea, | C 10Tbars | -
| (Attacca 11 Coro) Argene, Clisthenes, | ,
R 1. Megac1Qf & Lycidas. | ' : e
Finale] Chorus :Chorus . ’
| = Allegro non o S _ 3/8 | 28bars | D
troppo 1 - o ' : o
=~ Allegro assal . - - L 2/4 } 22bars | C
.|l (da capo) . R " -
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Aristea's~Aria, Act 1, Scene 6
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Clisthenes' Aria, Act {1, Scene 7
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Megaéles"Aria, Act |11, -Scene 3
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Argene's Recitative, Act |, Scene 7, recitativo secco

Dunque, Licida ingrato

Gia di me si scordd. Povera Argene,

- A che mai ti serbar le stelle |rate!
Imparate, imparate,

Inesperte donzelle. Ecco lo stile

Dei lusinghieri-amanti. Ognun vi. chiama

Suo ben, sua vita e suo tesoro: ognuno |
Giura che, a voi pensando :
Vaneggia il d|, veglia le notti. Han 1'arte
Di lagrimar, d'impallidir. Tal volta

Perché sui.g]'occhi'vostri

Voglian morir fra gli amorosi affanni: !
Guardateri da lor, son tutti inganni.

~ Has then ungrateful, Lycidas so soon -

Forgot his vows? Unhappy Argene!

To what have thy offended stars reserved thee!
Learn, unexperienced virgins, learn from me:
Behold the practice ‘of. deceitful men!

Each Calls you still his life, his soul, his treasure;
Each swears the dear remembrance of 'your charms
Beguiles the day, and wastes the midnight -hours:
Al} arts aré theirs: “they can turn pale and weep,
. Before your sight seem ready to expire:

" But heed them not--they are dnssemblers all,

Megacles' Recitative, Act i, Scene 9, recutativo accompagnato
, Che |ntesi, etern: del! Quale improvvlso _ . .
~Fulming me colpf1 L'anima mia ¥ o . ‘ N
Dunque fia d'altri! E ho da condurla ia stesso '
In braccio al mio rivall Ma quel rivale
11 caro amico. Ah!" quale nomi unisce .
Per mio strazio la sorte. Ehl’ che non s50n0 -
Rigide a questo segno o
Le legg'l d'amists. ‘Perdoni i prence:
- Ancor io:.sono amante, |} domandarml
Ch'io gli ceda Aristea non € diverso
-~ Dal chiedenml la vita. E questa vita
Di Licida non €7 . Non: fu suo dono? L R
. Non respito per lyj? Hegacla lngratol ST

E dubjtar potrestl? Ahl se ti vede

?@Con questa in volto infame<macchla e rea,

~ "Ha raglion d'aborrirti. anche Aristea. -
- Nol -‘tal non ml vedrf. ' Vol soll ascolto,
L bbbllghl d'amist5 peghl di fede,
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Gratitudine, onore. Altro. non temo

Chel volto del mio ben. Questo s'eviti
.Formidabile incontro. In faccia a lei,

Misero! che farei? Palpito e sudo

Solo in pensarlo, e parmi .
Instupidir, gelarmi, - ™ - ' A
Confonderml, tremar,..No, non potrel...

_Ye gracious powers! What tidings haVe | heard?

" What unexpected stroke is fallen, upon mel

Shall she | love become another's right,

And | resign her to my rival's ams? °©

But, 0! that rival is my dearest frignd!

How strang\by for my- tornent fate unites

Two nams oppositel Yet sure the laws

0f friendship never can exact so much;

Forgive me, prince, | am a lover too.

To ask me to resign my Aristea, .

-1s but to ask my life--And does not then

This life belong to Lycidas whq saved it? ,

Do I not breathe thru M him?  And canst thou doubt,
da juld Aristea

ful of thy friendship,

) thee. Never, never

his change--the laws ‘

P11 hear, - - .

‘All | dread ’

e shun the encounter;

ight! 'To ‘think of it, .

jcold sweats bedew. my face,

~~| cannot bear it.

Even she mig
Shall she be:
0f faith and ¢
Of gratitude aj
I's to behold hé

" My heart beats
I tremble-=1. am {
. - N 1 A

ftivé, Actblll;AScene 7, récitéﬁfyo.accompagnato f?

Clisthenes' Rd

0 degli uomini pi f e degli del

Al cui cenno si mudve. o : ;
Ll mar; la terra, 1Bk clel, di cul ripieno. - -
E 'universo, e ‘dalla’man di cuf . e
. Pende - d‘ognl cagioue e d'ogni evento

La connessa. catena; . e
Questa. che a te si svena, '

Sacra vittima accogll ‘Essa | funesti

" Che- tl splendono fn man, folgorl arrestl,

¥

LS i



0 Sire of Gods and men!

128

Almighty Jove!

At whose dread nod, earth, sea and Heaven are moved!
Thou, with whose power the universe is filled,
Thou, from whose hand depends the wondrous chain

O0f causes and events!

accep{ this victim.
Now sacrificed to thee; and may it wrest

//- o

The threatening thunder from thy awful hand!

Argene's Aria, Act I,

Pid non si trquano
Fra mille amanti v
Sol due bell'anime >
Che sian costanti,
E tutti parlano
Di fedeltd.

- E. tutti parlano
Di fedeltd.
E il réo costume
Tanto s'avanza,
Che la costanza
Di chi ben ama
Ormai si chiama
Semplicita. . : B

v
|

3l ' -

" Tu di saper procurs

- Dove il mio ben s'aggira;
Se piG di me si cura,
Se parla pid di me.

Chiedi se mal'sospira
Quando: i1 mio pome ascolta;
- Se 1l profferY talvolta

L d

Nel ragionar: fra.se, -

A  Aristea's Aria, Act I,

Scene 7, Aria-type |

Amidst a thousand hope not e'er

One heart sincere to find; ' :
Though each, in preference of the fair,
.MJ)? boast a constant mind,

~

By custom now is grown despised

The faithful lover's name; .

And constancy, that once was prized,
I's made the lover's shame.

.

‘ScenéIG,VAria-type i

Ahl seek to know what land detains
The object of my care; ‘

If still his breast unchanged remains,
If | his converse share,

"Enquire if'e'er he gently sighs-
At-mention of my pame; - .
Af eler, when tender passions rise,
‘His lips his thoughts proclaim.

Clisthenes' Aria, Act 11, Scene Z, Aria-%ype 1l _ .

So chlé,fancluJJO'Amore;
- N€ conversar gl1 place
. -Con la canuta etf.~ .-
Di scherzi ei. s} compiace;
.81 stanca del rigore: *.

"E stan di rado ingpacé;“-: e

~ Rispetto e | Ibert

I know that Love's a boy, and flies _
The converse of the grave and wise; T
Delights .in gamesome toys, but fears \\'
Thé rigid frown of hoary years: . : S

- For distant awe can ne'er agree

With frolick mirth. and liberty., -
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Megacles' Aria, Act |11, Scene 3, Aria-type IV

Placa lo sdegno ormai

Non dir non dir ch'io t'abbandoni.

Se degli sdegni tuo?, io seguird fedel.
Se di vilta sl nera avessi il cor,
Fetondo sarea 1'orror del mondo.
L'orror del ciel sarei,

L'orror del ciel

"~ L'orror del! mondo.™"

Quieten your contempt henceforth &
Don't say, don't say that | abandon you. o
If of your contempts, | will follow faithfully,
I'f 1" had such a vile heart,

. Great would be the horror of the world,

| would be she horror of the heavens, &
The horror of the heavens, |

The horror of the world. ‘

’.



