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ABSTRAé% L

i , St
¢ ! '
-

Given .the acknowledged historical "importance_ of Agostino
Steffani's Hanover operas, it is surprising that no in-depth study of
any of them has yet been undertaken. ' It 1is the purpose of this

investiggtion, therefore, to examine 1in some detail one of these

»

operas, Le Rivali Concordi (1692).
- kphaptef 1 provides a brief summary‘of Steffani's caréer as an
opera composer and a lisE oé important éhpsequehﬁ‘éekformancqs of his
HapoVér dperas in the iate séventeenth and earlyAeiéhteéntH centuries.

Chapfer 11 describes tHe characteristics .of Ortensio Mauro's libretto

. » )
for Le Rivali Concordi to determine how it compares with general trends

in opera develdpment'of the time. Chapter III discusses the music of

“the opera, focusing in particular on the arias, their forms, and  the
n ‘, - R
expression of 1affections, to them. In addition, there 1is some
discussion of the instrumentation, orchestration, and musicalétexture
G ’ ' .

in the opera, as well as-a brief examination of recitatives, ensémbleSy
and instrumental music. ) , g
Appendix A consists of a table which summarizes the contents of

the opera. Appendix B contains a brief description of the sdhrceq:from

which an edition of the opera was made, a'stateﬁéntiof the editotafl

@

procedure, and substantial and representative excerpts \from the

) R v - . 9 .
edition, which are intended to illuminatethe.discussion of the opera. -
: N . v
) <
,
It concludes with critical notes which document editorial corrections -
« g

and other revisions.

44
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CHAPTER I ~ ©

AGOSTINO STEFFANI'S CAREER AS OPERA COMPOSER

» , . .
o ) <
v

Introduction .

v

Adostino .Steffani .(1654 - 1728) was a multf:faceted, very
* talenhedvman who, though Italian-born, was active for most of his life
in éermanyi He was prlmarlly a composer of vocal music, writing both
sacred .and secular works. He composed approximately 80 chamber duets
ror tmo uoices‘apdfbasso contihuo which were highly regarded ih‘their
time, and wrote‘fourteen-operas, five ror Munich (1681—87), Sig for
.Hauover (1689—95), and;three for Disseldorf (1707-09)} as well as a
number of miscellaneous dramatic works. He also had a most successful
career as a dlplomat, whlch frequently took precedence over his mu51ca1
career, and yet a third career in the Cathollc Church

Ip spite of his comparativelf small operatic output;'steffani is
considered to be an important fioure ;n rhe development of the history |
of opera in horfhern Germany.l ‘Colin Timms in particular.has‘pointed
out" the importance' especially .of the six Hanover operas -to German
" operatic history,? since they‘wefe transiated‘inﬁo German by Gohtlieb
Fiedler3 and Apergormed 'inv his 'translation (or occasiohally ih the
originalFIhalian)‘at various other German courts in the final decade of ; )
the sevenreenth and'early decades‘of the eighteenth centuries. Stillf\
no study of these six operas has yet'beeh undertaken. It is hoped that,r"'“"
thlS brief study .0of one.. of them,_ Le Rivali Concordi (1692), w1ll \\

o EUE 3
contrlbute some 1nformat10n about this 1mportant perlod of Steffan1 s

operatic output.y



Munich ,
Steffani's early operas were composed for the Catholic Bavarian

court of Munich, ruled over at the .time by tie Elector Maximilian II

LY

Emanuel. The Elector created a new muéical post;'"Dicector of Chamber
Music," especially for Steffani, effective 1 January 1681. On 12 and
13 Febfuary_of»that,same year Steffari staged his first opera, Marco

Aurelio. The libretto of this three-aet opera was wr}ﬁten‘by Ventura™
. f ‘/\u :

Terzago, Steffani's older brother, who was court poet at that time.

— .-

Dlplomatlc act1v1t1es durlng the. years 1682-84 occupled much of

Steffanlns time. 1In attemptlng to Elnd a suxtable wife for Max1m111an

-
-

II Emanuel, he travelled to Vienna, es well as to Hanovg; ;andp

Dﬁseeldorf; the two courts in which he would later be employed eIt.waS'

during these trips that Steffani first het.?rincesS’sophie Chérlqtte of .

1

Hanover, daughter .of Duke " Ernst August, and later aﬁ_étu@ent of

«

Steffani, anq Oftensio Mauro, Hanover court poet,T{whog wduld'”later

supply the librettos for Steffani‘SvHanover ope;as;,vsfeffaﬁi composed . -

no operas for Munich during theseé busy years, -

Once the negoéiations'were completed, Steffani-composed one operash;

G

per year in Munich.  On 21 February 1685, his eecond'ppera, Splone'ﬁ

~ B
B '

(libretto by V. Terzago) was per formed. In‘early'January 1686, Servio-

.

"Tullio klibretto by ‘V. Terzago) was perfdrmed in celebration- of the

marriage of Maximilian 'II Emanuel to Maria Antonia, Archduchess of

Austria,'ahd daughter of Emperor Leopold I (the negotiationsfwfth'which

Steffan1 had prev1ously been lnvolved) ; On’l8‘Jahuer.1687, Alarico ‘il

vBaltha cioé L'audace re de’ Gothl (libretto by Lu191 Orlandl, the, new

court poet), was perfotmed(*as part_iS Qf the 'birthday celebrations rf

Electress Maria Antonia. Steffani'sufipal'opera composed for Muhﬁgl

-~
4

¢

-
‘
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was Niobe, regina. di Tebe (libretto %y L. Orlandi), performed on 5§
January 1688. These operas betray some French influences (they open

with Lullian overtures, for example) attributable perhaps "'to a trip

Steffani made to Paris in 1678-79.°
Steffani's appointment in Municr ended amicably on 14 May 1688.

He then travelled, to Venice, where he had an opportunity to attend

v

opera performances. By August of the same'year, he was installed in

Hanover as court conductor.

Hanover
Steffani composed his next operas for the Protestant court of

‘ )

Hanover-. It was ruled over at that time by Duke Ernst August, who

e

hired Steffani on the basis of his proven abilities as both opera
composer and diplomat. Ernst August's magnificent 1300-seat opera
- ,

house, the nuovo te ...  was brilliantly !iaugurated on 30 January 1683

with Steffani's Esnrico ZLeone, one of the few Steffanri cperas to be

" based on German hi~' >ry -ather than mythology. (The subject for the

opera was suggested Ly the Duchess Sophie.) The 1libretto for this

- opera, as for all of Steffani's Hanover operas, was by court poet
: »

Ortensio Mauro, whom Steffani had met in earlier diplomatic missions to

Hanover. -

Steffani next composed La Superbia d'Alessandro, a three-act

opera with prologue, first produced in 1690, and again without the
) . . : . 4 :

prologue in 1691 :as Il "Zelo di Leonato. Orlando Generoso was also -

produéed in 1691, in December, and was repeated the following year.
° .



Also in 1692, Steffani composed Le Rivali Concordi, the subject

of this study. Scholars are not in agreement as to the date of‘the
fi;st performdnqe. Alfred Eoewenbérg gives ghe date as 20 February
1692,5 while Philip Keppler ;tates that it was not performed until
the following year on 10 and él February (Carnival). This opera was
subsequently revised, and this "second edition" was performed in

1694.6 Yet a third score of this opera, dated 1697, exists, although

there is some doubt as to whether it was actually performed that

year.7

Steffani's next opera, La Liberta Contenta or Alcibiade was

performed on 3 and 6 February 1693. His final Hanover opera, 1 Trionfi

del Fato or Le Glorie d'Enea, was performed in December 1695. Herman

Kretzschmar considers it to be especially remarkable for . its

accompanied.récitatives and obbligato arias.8
The opera Briseide (libretto by Conte Palmieri) was performed in
Hanover during the Carnival of 1696. Long thought to have been by

Steffani, the evidence strongly suggests that Pietro Torri, hired as

Kapellmeister for the year 1696, was the composer.9 (In one extant

score, for example, Torri is designated as the composer.) Steffani was
living in Brussels for ‘most of 1696,lo> engaged in negotiations
invo;bing Hanover's rise to Electorate;- it therefore seems doubly
uniikely that he w;s the composer of‘this opera.

Ernst August died on 23 January 1698,'and was succeeded by his
son, GeorgiLudwig (iaLer King George I of Engiand). Geqrg Ludwig did
not inherit his father's interes£ in opera, and consequently Steffani's

duties wuntil the end of his Hanover appointment were primarily

diplomatic in nature.  Shortly before Steffani's départure for -



/ ) . \
,‘, S

Diisseldorf in 1703, he was visited by Handel.{} Steffani introduced

him at court, thereby paving the way to some extent for Handel's later

appointment as Kapellmeister in Hanpvern

| It is the Hanover operas that primarily created Steffani's
reputatibn as an opera composer, and these sixxthat have been credited
with ipfluencing Reinhard Keiser, Sigismund Kusser and Johann‘Christoph

Pez. Table I (pp. 6-7). lists the performances in other cities in

Germany.

Diisseldor £
Steff#hi arrived in the Cgtholic courﬁ of Dilisseldorf sémetime in
the spring of 1703. " The Elector Pala;&ne Johann Wilhelm did not hire
Steffani as Kapellmeister, but rather as a privy éouncillor.and also as

-~

President of the Spiritual Council of the Palatinate. Steffani's

musical activities, then, were clearly secoﬁdary to his diplomatic
activities.

The first Steffani opera to be performed at Diisseldorf was
Arminio (Carnival 1707). It is clear that Steffani could not devote’
much time to composing, because this opera was in ;afge part a
| 13

pasticcio of excerpts from some of his Munich and Hanover operas.

Steffani did compose some original arias for this opera, but he

probat™ - had one of his copyists or perhaps Kapellmeister Johann Hugo

Wilderer prepare the compilation.
N . i

Early in 1709, Steffani{s final year in Dﬁsseldorf, two of his

operas were performed. The first was Amor vien dal Destino (libretto

o

by O. Méuro?), composed for, ' but never performed ihﬁ Ernst‘August's

£3
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nuovo teatro, possibly for the year 1694.l4 Steffani took advantage

of the opportunity to have it staged in Dusseldbrf; The second opera
was Il Tassilone (libretto by Stefano Benedetto Pallavicino), a
five—acﬁ opera performed soon_after Amor, probably on 17 January. It
was written to celebrafe an important diplomatic and political victory
of Elec;Or Johann Wilhelm (a victofx due in large part to Steffani's
talents and efforts in this area.) Paul Henry Lang has questioned the’
authorship of Il Tassilone, partlylbecause Steffani was occupied yith
aiplomatic actiéities; and partly’gecause of  what ge has called "poor
me;odic design."15 This has 1led Lang to speculate that Gregorio
Piva, oné'of bhis copyists; was ghe composer. However, as Sir John
Hawkins pointed out, although Piya was a living person, Steffani qséd
his name as a pseudonym, since he considered-that composing opera was
not altogether in line With‘his‘important‘diplohatic'activities and
Church positions.16 Colin Timms laid the controvers? to rest whe;.he
noticed that Piva, in other woras, Steffani,'was named as the composer
on the title page of Il Tassilone's harpsichord part.l7

Only one of’Steffani's three "Diisseldorf" oéeras, li-Tassildne,

was expressly composed for that city. It was to be Steffani's last

opera. He left Diisseldorf in 1709 to pursue a very different kind of

.

career.

After Diisseldorf

~

steffani's career in the Catholic Church began in Munich in 1680
when he was ordained a priest, and was fueled by his ambitions to rise

in the ranks of the Church. In September 1706, he was named Bishop of



»
)

Spiga, and in his zeal to become:a cardinal, tried tojconvert a number

of German princes, and apparently even the King \of Prussia, to
. . L < . / \

. . v \
Catholicism., He was unsuccessful  on .all couhlf, ?nd instead of

bécoﬁing a cardinal, left Dilsseldor £ to become postglic Vicar for

‘northern Germany. This pdsition left him virtually no time for either
music or for diplomacy. It was not until several year$ before his
. t ° B
4 ‘
death that Steffani began composing again. This sudden jactivity was

connected with his having been unanimously elected President of the

newly-formed London Academy of Vocal Music on 1 June 1727.18 He

composed a number of works for the Academy, including a Stabat Mater.

‘\
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CHAPTER II

DRAMATIC CONY;&TION IN LE RIVALI CONCORDI (1692)

>

¢ Intrdduction

In order to understand the place that Ortensio Mauro's libretto

for Le Rivali Concordi occupies in the history of libretto writing, it

is perhaps appropriate first to briefly examine the characteristics of

the -opera libretto in the second half of the seventeenth century.

The .librettist of approximately the thi;g“uquarter of the
seventeenth century took as the starting point for his book an incident
or incideﬁts from mytholoéy (less frequently from histofy), whic; he
could then embellish at will. As he was primarily qoncergéd with
aston;shing and overwhelming the audience, he created a compl;cated
plot involving a large number (up to twenty) of serious and comi~
éharacters, as?well.as deibdes. 'He.introduced two or more strong and
conflicting love interests into the plot, which provided the composer
with ample opportunity to. write qusic depicting the intense and

»
fluctuating emotional states of his characters. He frequently made use
of stock characters, such as the ;lé nurse, the stutgering servant, the
tyrant, the hero. He also employed stock scenes, such as slumber and

letter-reading scen- - and had one or more of his characters "change

their sex" through disguise, resulting in mistaken identities and

“further plot complications.l He designed his plot s0 as to allow the

engineer much opportunity to dazzle the audience with his stage
machines. (Understandably, he rarely created a logically cohesive
4

\

prpddkt!) He resolved all the conflicts of the story with a lieto fine
[} -_
Y



-

-

Ahappy ending).

",

The iibrettist ipéluded in hiS‘ book a section calleq "argomento™,
in which he chronicled the event;s leading up ﬁo Act I, and divided the
book into three or five acts, containing a total. of up to sixty 60‘
scehes (with the séene divisions coming at random.). He wrote
recitative .t.exts' in séven—-~ and eléven-syllable blank verse and aria

texts in rhyming stanzas. (The aria stanzas were identified in the

2

libretto by being set in from the left margin.“) He .wrote up to

eighty’ aria texts. which - he placéd anywhere in a s_cerie he deemed

appr:opx:ia}_te,3 but would try to include both aria .(or some other 1lyric

. R

. , . Kl

. number such as a duet) and recitative in each scene. 6
R 4

6pera audienc;es in thhe final decade or so of the seventeenth
century were more interested in the singers' powers of vocal display as
exhibted. in the arias, ‘L‘han in endless spectacl:e and aﬁ i_ntricaée
plot‘.4._ Accordingly, the librettisﬁ_ simplified his book by. ‘reducihg

the number of characters to. a maximum of ten (usuélly by excluding
, . . .

superfluou's comic characters and deities), ‘an'd .prpvlide'd. Athe'. engih;eer
with féwer but more dramatically m_otivated c;ppc;rt;xni?ies for
introducing his machines. . He changed”’ scenes _mo‘.re. coﬁsistentli ‘at
characters' ent.‘;énces and exits, fre@uently positioning the-'arias“jus.t

before a singer's exit. These changes also resultéd from Yibrettists

seeking to improve the literary quality of their product« _Tﬁe Arcadia‘n-

.

Academy, formed in 1_690 in Rome, which had as its mission the reform of
the opera libret:t:’o,5 was very ‘successful in purging the libretto of
its confusioﬁs .and e#ééssés._ Evén so, the I.tal:ian opera 1ibrétto.< was
not yet the rigid, bighly formalized product that bec_aﬁe prevalent

& ,
aFter 1720 or so as a result of the Arcadian refoﬁ‘ns. By then, each



singer in a male/female pair was allotted the same or almost- the same
number of arias, with fewer arias given to the 1less important
characters. In addition, no character was allowed to sing a second aria

in an act until all the other principals had sung their first.®

-

Le Rivali Concordi

-
[

Ortensio Maurd'(1633-?), court poet at Hanover and the librettist

"dramma"'the

of Le Rivali Concordi, took as the starting point of ' his,

7

-

Greek myth of the Calydonian’boar. In this myth,’ Artemis (referred

to in this libretto by her Italic name,‘Diana), upset at having been

. . . )
forgotten by the Calydonians at a .sacrifice, revenged herself on them

.

by sending a monstrpqs‘boar, which subsequently destroyed ;hé crops and

1

killed many. people. A hunt for the boar took place, during which
ﬁeleagro; sbnAof the Calydonian King, ~fell in love with Atalanta, a

virgin huntress.

J o ‘ -
Mauro created six principal characters, three minor characters,

- P

and five unimportant deities, all serious characters. He designated

'“Meleag;o as‘King of Calydon. To the love interest from the myth, Mauro

‘added two more: Teseo and Giasone, the remaining principal male
éharaéters, both harried, also fall in love with Atalanta. This plot

situation broduces stréhg emotions of jealousy and rivalry among the

princ;pal male characters (hence ';ivali“ in the title), as well as a

sense ;of betrayal, rége and revenge in the wives Arianna and Medea.

Mauro included one stock situation, the "change of sex" through
) ' : : . B : i

disguise: Arianna impersonates her brother Arsindo, the better to keep

an eye ‘on her straying husband (Meleagro, thinking her a man, believes

S
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-

Atalanta has yet another sui;or).

The plot provided ample opportunity for the engineer to dazzle

-

the audience with his'machines. The first three scenes of Act I, which

" include the offended Diana and the other three déities, are a kind of

prologue assimilated into the body of the opera. Though superfluous to

' the plot, this "pfologue" created opportunities for machines including

" created the opportunity to introduce a charioE \pu

>

a chariot pulled by two white stags, an earthquake, a chariot pulled by
two .lions, ahd another pulled by four horses. Medea's entrance, which

lled by £we

fire-breathing dragorns, was eméloyed by Maurb to spectacularly open Act

- II. Later in the..act when Medea asks the forces of darkness to foil

Ll B

- Giasone's plans to abduct Atalanta, ihey comply by sending a monster.

The obligatory lieto fine, too, yas‘§taged in spectacular style. A

dark cloud, ‘appearing amid thunder énd’ lightning, opened to reveal

Giove and the six principals; they flew to ‘earth,  and danced. to’

ceiebrgte the happy resolutiJn,offéhe:conflicts.
” Maurg inclgded'an argument_%nd in Einhalt in his -libretto (in
E ! . . - : .
other Qords, the 'érgoménto" was in French and Gé}mén, ;ather than in
Itaiiqp). He cast his séory in n%hree acts, .Aqts I, 1II1, and. I11

£

containing fifteen, eighteen, and fifteen scenes -regpectl\ely (which

"required nine éhaﬁges of set), and most frequently chang?d scenes at

"characters' exits and entrances. He wrote recitatives primarily in

seven- and eleven-syllable blank verse, and his'arias and ensembles in

8

a poetic meter. He wrote forty-eight very‘shOtt arias,

=

4'were set in ﬁfom-ghé left margin to identify them and which varied in

their placement within scenes: ‘eight cccuﬂfgd at the/beginnings of

' scenes, ten  at some point in the middle, and thirty at- the ends of

7/

whose texts
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7

scenes. Only seventeen of these thirty were exit arias. An deitional
nine scenes concluded with an ensemble (duet or laréer), five of which
'involved exits of all the participants (six, if one counts the final
cho;us). Forty-one of forty-eight scenes inciuded oﬁe or more arias,
five included other lyric numbers, and two consisted only of recitative..

Some idea of the relative importance and weight of each character
can be ascegtained by examining the number of arias and ensembles

allotted to each. Table II (p. 17) shows the distribution of these

musical nu&bers among the~§inging'rolg§.

Mauro, in'many @ays, created a\typical late seventeenth-century
opera libré;to. In keeping Qith thé‘trend towards plot simpliﬁication,
he focused attention on the importént characters. and furthef simplified
Vthe.plot bf having a;l three prinéipal maies iobe the same woman. Thé

appearance of deities is very unusual at this late date, but they are

<

14

knot allowed éo'intrﬁde’into the”plotisince they are restricted to the
"prologue™ and the_finairb;llet. _Similarly}‘the“lavish use of machines
in éhis'opera’(only ;ome'of which have been mentioned) is more typical
in‘operas composed between ;650 and 1675 thaﬁ in those in the 1690 's.

l _ o ) _
As a rule they add little to the plot, but are certainly appropriate

visually and conceptually in the lavish beautiful fuovo teatro, which
- was. itself a kind of spectacle at the Hanover court.

As can be expected, none of the early eighteenth-century opera

conventions can be. said to operate here. Although arias are frequently

= : o

positioned at . the ends of scenes, and although a number of these are
exit arias, one cannot say thét an exit aria convention is "in
operatidh. Similarly, although the arias and ensembles are distributed

among the characters in approximately the same way as would be done in
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LN
oo Table I1I
Aria and Ensemble Distribution
)

: Arias Da Capod puets Da Capo Trios Coros TOTALS
Atalanta 9 3 4 0 0 2 15
Meleagro 11 8 3 0 1 2 17

(Arianna 7 3 é 0 0 2 11
Teseo 6 2 4 0 1 3 14
Medea 5 1 0 0 0 2 7
Giasone 7 2 3 0 1 3 14
Acaste A’ 2 0 1 0 0 1 4
Linceo’ 2 1 1 0 0 1 4
Niso 1 0 0 0 0 0 1
Diana 3 1 0 0 0 0 3
Cibele -1 0 1 1 1 0 3
Nettuno - 0 0 1 1 1 0 2
Apollo’ o1 1 0 0 0 1 2

. .

the early eighteenth-century, this ié still“not as rigidly approached
here. z(It would be unlikely in the e;ghteenth century, for example,
that Teseo, who is in the second most important pair, would have fewer
arias than G{aéone, who is in the third.) There |is, s{milarly, no
riéid convention requirihg -each character to.‘;ing one ar@a per .act
before any other, sings a second. (In Act I, fog example, both Meleagro

and Atalanta each sing a second aria before Giasone has sung his

first. Medea does not even appear until the opening of Act II.)

<
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CHAPTER III

¢ MUSICAL STYLE IN LE RIVALI CONCORDI (1692)

I
t

Instrumentation

o

N

Thé Hanover Court Orchestra

When Duke Ernst August came to power on 18 December 1679, he
reorganizéd the court.chapel, as other rulers before him had done. He
dismissed almost all of éhe musicians, and proceeded to hire French
instrumentalistsi ~ They included .the concertmaster ¢ Jean Baptiste
Farinelli, é violin virtgoso who, 1in spite of - his lasgl name, was
French, three French oboists, as well és six other French musicians who
were previously in Ernst August's empioy at Iburé bei Osnabrﬁék.l
Although there wérg occasional changes in personnel throughout Ernst
Augusg's reigﬁ, the orchestra femained primarily french. In addition,
eight trumpeters, two kettieérummers, and at least two oboists from the
regimental band were available for -orcﬁestral duty. (It Dbecame
necessary to utilize the regimental band's ‘oboe players fof the

inaguration of the nuovo teatro in 1689, for example, as the three

orchestral oboists had disappeared some time previously).

Le Rivali Concordi

-

The -Le Rivali Concordi MSS contain very few. indications for
\

[N

instruments throughout the score, and certainly do not contain a

convenient listing of all itﬁe instruments fequired for the perfor-
3 .

mance. Nevertheless, by compiling a list of instruments referred to in

°

19
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the score, one can arrive at a reasonably complete idea of the

instrumentation. The instruments referred to by name are: fleuste (or

fleute), hautbois, basson, violon, and basse de viole, (recorder ,2

oboe, bassooﬁ, violin, ahd bass viol). The names of the instruments
(and dynamic markings) were provided in French, since the musicians
were French. The parts for the first violins, recorders, and . oboes
were written in‘the the French violin clef (G clef on the lowegt ling

of theEEtaff). The parts for the second violins, recorders, and oboes

were written in the soprano clef (C clef on the lowest line of the™

staff) for tutti passages, and in the French violin glef”fbr solos.

The ®Bass viol, bassoon, and continuo parts-wére written in the bass

clef.. The third staff received no instrumental designation. It is

safe to assume that this was a viola part because viols other than the

bass were rarely used so late in the century, because it was written in

.

the alto clef, and because at that time the Hanover chapel included one
Johann Anton Koberg, court organist and viola player.3
Other references to instruments occug"in the libretto. The

heading to Act I, scene yiii reads "Strepiti di Cacciatori e di Corni,

i
. In this scene, which involves the Calidonian boar hunt, court
N

~ .~ /J . :
horn players certainly could have played the upper three "instrumental

etc

parts, which restrict‘thgmselves to the G major triad. The heading to
Act III, scene X reads ". . . marciano a suon di tamburi, e piferi per
la piazza.“5‘ The word piferi normally referred to shawms; here their

parts were éléyéd,by oboes(.as indicated in the autograph. Tamburi

‘were side drums, whpse'parts could have been improvised.
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Steffani used a maximum of four instrumen;ral staves in his

autograph as Table III shows:

Table III

‘Instrument Distribution

4?
Clef Instruments ’
17 \ ' ’
___4§?___________ violin I, recorder I, oboe I -
n n . : .'
[ Y ‘'violin II, recorder 11, oboe II, tutti or solc
or - : : .
viola ' .
Y- bass viol, bassoon, continuo
7

»

This arrangemertt sufficed for all possible instrumental combinations,
from instrumental solos, to tutti passages where winds doubled the
strings, to concertato textures with tutti/solo alternation. ' Ideally,

there would have been two instrumentalists for each vipolin and wind

part; but if the  inaugural performance in the nuovo teatro is ahy
indication (if not for the regimental band players, the orchestra would
have numbered five men6), there may yell have been only one

instrumentalist per part.
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This instrumentation:for the most part was not atypical of late
seventeenth-century opera scores.’ While parts for three and five
string parts did occur iﬁ some of theée scores, four parts were more
common. (The bass viol, which was the preferred bass string instrument
in both France and England, is to be expected in this score, since the
orchestra was Frénch). Not all of thése scores‘containea parts for
recorder§ and oboes, sinée the constitution:of oréhestras varied from
place to place, but when they did, these instrumepts occurred in pairs,
as found in this opera (and were often performed by more than one
player per part). In those orchéstras which contained a bassoonist; he
would usually ﬁiay the continuo line (rarely, an independent part).
Some late seventeenth;century opera scores c&ntained parts for trumpets
and kettledrums, which would play in scenes of a military character,
but their absence was not'considered unusual. Horns appeared rarely in
orchestfal scofes before the eighteenth century, however;sitheir'use

here is called for by the hunt; their use would have been confined to
-

Act I, scene viii (No. 22).

Orchestfation

Just.as the instrumentation of Le Rivali Concordi is typical in
several ways for the late seventeenth.century,.sq too is the scoring.
(Table IV on p. 23 charts the statistics on scoring for each category
of musical nﬁmber). All of the recitatives are accom?anied by basso
continuo. This was the usua; vaccompanimentv %or recitati&és in the

seventeenth céntury, the full orchestra - being reserved for the

accompaniment of extremely dramatic moments. . Arias and duets in the

LN
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late seventeenth century, oﬁ the other h?nd\\ were accompanied in a
great variety of ways: by basso continuo wifh perhaps an intréductory
or conclﬁding ritornello for full orchestra throughout. In this opera,
especially if one treats their associated ritornellos as part of them,
arias and duet favor ‘accompaniment by either~bass§ continuo or fﬁll
orchéstra. In addition, a low but nevertheless significant proportion
vof_ the arias are accompanied by obbligato instruments with basso
con;inuo (with woédwind obbligatos strongly favored). The trios and
coros in this opera. are aéqompanied by“qul orchestra; in,étﬁér scores
they mighﬁ als~ have been accompanied by four-part strings. The
indepen@ent instrumental numbers, usually scored in the late
seventeenth century for strings or full orchestfa, are scoredlin this
opera for full occheﬁtra, with one 'exception: No. 107, designated

: \ . . . . ;
"Retraite--pour les hautbois qui sons sur la scene,” is scored for a

trio of two oboes and bassoon.

~

Only once in this opera, -in” the duet, "Ne l'anime amanti”
‘(No. 93), does Steffani indicate that woodwinds are to double
strihgs.lo. Nevertheless, gi?en the scarcity of scoring indications
in the opera apd the fact that such doublings were common practice in
the latg;seventeenth and early eighteenth centuries, and thereby did
not need to be indicatgd,ll it is reasonable to assume that such a
doubling was the fule in this oéera. The string parts in this opefa
are generally not technically difficult; théy would have presented nb
problems to wood;i?d players.

The presence of trio sonata sco;ing. invq}ving two oboes "and
bassoon lhas a;readyj been noted in feference to the "Retraite" (No.

107) . Such a trio. was often used by composers in the seventeenth
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century to provide a contrast in timbre and texture to the full
érchestra; Steffani frequently employed sugh a group in other musical
numbers in this opera. In the opening ritornello of the area "R che
‘serve"‘(No. 57), for example, a concertino of these same instrume?tsiis

e

in dialogue with the orches;ral tutti. Balanced con;rast is createé4by
giving each separate sohority equal time. ° One bar of concertiﬂo is
answered by oﬁe bar of tutti,' then three bars of concertino are
énswered by thrée bars of tutti. In‘the duet "Finisce in conténto"
(No. 77), oboes and bassoon alternate with another trio group of two
voices and basso continuo, and an orchestral tutéi without the jvoices.
In the duet "Arianna & di Teseo"™ (No. 118), a different instrumental
‘ &
trio 1is associated: wgmh each singer: -two violins and bass viol
accompany Arianna during her solo.sectioh, while two oboes and bassooﬁ
accompany Teseo during his. When the singers finally join in a true
duet, their separate trio groups also combine. In the final éhorus,
"Timori, ruine" (No. 124), these same trio groupings are uséd as
_concértino; in a-full orchestral setting. bboes and bassoon accompany

: )
Arianna and Teseo, violins and bass viol accompany Medea and Giasone,
' .

~ 3

and the full orchestral tutti accompanies both Atalanta and Meleagro,
as well as ;liﬁthree couples in the final bars.

Steffani uses a similar arrangement wiﬁh two recorders and basso
continuo. The da capo aria "Occhi miei" (No. 47), is accompanied
throughout its "A" sectioh by this grouping. (The "B" section is
accompanied by basso continuo). In the aria é 2 ggéi "Che feci ahi
misero® (No. 120), the orchestration underscores thé dramatic

opposition between Niso, accompanied by two recorders and basso

continuo, and his mother, Medea, accompanied by full orchestra. (Medea

.r\
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is threatening Giasone withaaNiso's death, and Niso 1is extremely
frightened). In the aria "SoiH 4 me risponder tocca®” (No. 87), the
recorders and basso ccntinuo coéstitute one of two concertino groués
which contrast with the orchéstralitu;ti. |

In addition to using pgired gboes, recorders, or violing for the
upper two parts of a trio sonata %coring, Steffani occasionally uses
two dissimilar instruments. The “%A“ sect;on ‘of the da capo aria
"aAtalanta, dove sei?" (No. 59), for éxample, is accompanied by a trio
consisting of.recorder, violin, and basso continuo.

Steffani »prefers the oboe and bassoon trio to any other,
utilizing it in both instfumental andZroal numbers, while the recorder
_trio and violin trio are heard only in vocal numbers. The vioi;n trio
ogcurs.infrequently; it seems that Steffani uses it.to either contrast
of blend'with one of the other trio groups.

Steffani, like Purcell and Scarlatti, accompan;ed somé of his
arias with solo inséruments and basso continuo. The aria "Che folgori
il cielo™ (No. 13) is- accompanied by bass viol obbligato and basso
continuo; the Qiol part 1s quite virtudsic in ﬁhe "B" éection of the
aria, requiring thevplayer to execuﬁe several4quick runs. The aria
;Serbi di gelosia™ (No. 72) is accompanied 'by bassoon obbligato and

26 though not to the same

continuo. The bassbon part is quite active,
extent as the viol solo in No. 13. The aria "Deh tornate" (No. 73),
accompanied by violin obbligato and basso continuo, the violin echoes

Giasone's coloratura, producing the most virtuosic solo instrumental

writing in this opera.



Texture
By far the greatest proportion of operatic music in the final
quarter of the late seventeenth century was written in a contrapuntal

texture in which the melodic motion of the orchestral lines was an

important feature.l? This is certainly true of Le Rivali Concordi.

"Se 1l'mor mi éorOna"~ (No, - 99), a brief eleven-bar duet for
Giésone and Teseo-acgompanigd by basso continuo, provides ah excellent .
example of two of Steffani's approaches.to contrapuntal writing. One
approachvis seen in the opening, (Example 1), in.which there is a brief

point of imitation between the vocal parts, involving the opening three

8

pitches; this suggestion of a contrapuntal texture gives way in bar 2

to a string of parallel sixths between the voices-—a harmonically

thickened unison.13 ~ The contrapuntal. aspect of the passage is
maintained by the basso continuo: while it does not imitate the

’hglodic line of the opening, it does retain much of the rhythm.
o o . '

]

Example 1. steffani, Le Rivali Concordi, "Se 1l'amor mi corona"
(No.,-99) , bars 1-4 '
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Another approach Steffani's takés to contrapuntal writing is seen.in
the  remainder of th$ duet (Example 2, p. 29 ). The second melodic
phraée is sung by Giasone in Dbars 51-7? 14 and - is closely
imitated by Teseo a twelfth higher at the bar. Befdré Teseo hés
completed the‘imitation; Giasone has begun the final melddic‘phrase in
baf 81; Teseo imitates it again a twelfth higher, but "within a
shorter time span at the half-bar. The imitation is maintained until

just before the final cadence. A third approach. Steffani takes to

coﬁtrapuntai writing is to avoid.imitation éltogether, as in the égig a
3 gggiﬁfsoffri spera".(No. 75) (seé appendix B). |
gith0ugh one nogmally does not see contrapuntal writing in a
recitative, Steffani occasicnally make;\ﬁse of it in thg arioso portion
of his recitatives. . In "Son av§ezza ai martir" (No. 83), for exampie,
ghe basso continuo imitates the vocal 1line dnéil\ the third bar:
Althougﬁ the imitation ceases, the continuo iine rem;igs_melodically
and rhythmically active‘and distinct ffom Ariahna's line.' In bar 6, in
which Arianna's vocal. part becomes flérid, the bésso continuo ié‘nog"
made to compete with her, but provide; a discreet accompaniment.-
Steffan} wrote some musiéal numbers in a homopéonic texturé. The
égig a 2 gggi "Bellezza ﬁi?anna" (No. 34), for example, opens with a
étatement of the motto by Teseo, accompanied b{ the basSo conti wuo; it
is ﬁhen restaﬁed in the first instrumental part, with the.rest of the
" orchestra assuming én accompanying role. Once the aria propér begins
in bar 3,:;he orchestré pla§s §unctuating <hords while| Teseo sings,
while Atalanta is accompanied by thﬁ ba;so.‘continuo. (Additiqnal_

examples of homophonic writing in a chofdal style can be seen in the

"Marche" (No. 106) and the "Retraite"“(No; 107) both in Appendix B).
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An example of a combination of imitative and non-imitative
contrapuntal wgiting and homophonic texture can be seen in "Finisce in
contento" (No. 77), a duet for Atalanta and Arianna accompanied by full

orchestra which features a  trio group of two oboes and bassoon.

A
v

Steffani has three contrasting bodies of sonority in this number

(voices with basso continuo, solo oboes with bassoon, and £ull

orchestra without the voices) which alternate with one another,

creating an antiphonal effect. Thematic material is presénted first by

the voices, and subséquently restated (sometimes. partially, sometimes

cdmpletely) by’one of the other groups; (the‘exc?ption occurs in‘bars

1-8, in wﬁich both the qBoe trio and the tutti restate the opehing
. ) . '

material). The sections written in\}mitative‘counterpoint‘exhibit_a

. ) N M ; . s U,
variety- of contrapuntal techniques. Strict imitation occurs at the
‘ | 2

~unison 1in bars 1—4l and at ‘the fifth below in bars 141-16 . At

other times the second voice imitates the first at the unison, but

alters crucial intervals, creating a more individual response to the

first voice: in bars 82—111, the rising minor sixths in Atalanta's

a

Q

part are answered by rising minor sevenths in Arianna's, and in bars

182—212, Atalanté’s rising fourth and fifth are answered by

Arianna's rising fifth and sixth, respectively (See Example 3, p.31)..
The non-imitative contrapuntal passéges involving voices and basso
continuo or oboes awnd bassoon generally consist of .a melody in one

voice or instrument doubled in thirds by the other, with the continuo

or bassoon, as the case may be, providing a counterpoint to them. The
: ’ ’ "y
tutti passages are predominantly homophonic. v

2 _ o

Tens



Example 3.

Steffani, Le Rivali Concordi,

31
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‘"Finisce in contento" (Nb. 77), bars 18-20
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"Spirti del Tartaro" (No. 65) is an aria for Medea accompanied by

full orchestra in which Steffani introduces a homophonic texture based

on reiterated agitated sixteenth notes (Example 4, p. 32).- This is an

. .
example of an . approach to homophonic writing that composers were

I . . L s
Cexperlﬁentlng with in the late seventeenth century--one that utilized

repeated

notes

or

figures.

15

(Additional

examples

| .
of - this newer

homophonic writing can be seen in the "B" section of "“Atalanta, dove

o
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sei?" (No. 59) and the "A" section of "Un bel sen" (No. 95), both in

Appendix B) .

Example 4. Steffani, Le Rivali Concordi, "Spirti del Tartaro"
(No. 65), bars 1-2~
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~ The majority of the non-recitative items ihv this . opera are
written in a c;ntrapuntal texture. Thirty-eight of forty-eiéht arias,
fourteen of(ﬁifteen ensembles (Quets, trios, coros), and threé of si#
instrumental numbers are written in a predominantly cén;rapuntal
texture. Imitative passages, kusually confined ‘to pairé of vocal or
instrumentaliparts (not the continuo, és a rule)‘occur in twenty-one of
the arias; onlyrseven of these cén be said to be written primarily in
imitatiye counterpoint,b however. .All of the contrapuntal enéembles
contain imitition to some degree;_‘seven of these are- prgdominantly
imitative. Although the opening of ﬁhe ;econd section of the Sinfonia

- begins imitaﬁively, one cannot say that most of it, or any of the other

contrapuntal instrumental numbers are predominantly imitative.



One of.the important developments in operg in the second half of
the seventeenth centu;y was the® decisive differentiation between aria
and recitative as regards stylé and function. It bégan in the works of
Cavalli, occurred to an even greater extent in the works of Cesti, and

was complete by the end of the century. The arias emerged as the

musically more important numbers, charged with conveying the emotions

t

and passions of the characters, while the recitatives;>primarily

\

functioned in quickly advancing the action. As the arias increased in
musicai importance, so too they increased 1in length.lﬁ" (They often
contained a motto beginning). While the majqrity of them were solos,
in the works of some Italian composers, among them Scarlatti and
Steffgﬁi, they were occasionally. written for as many as seven
singers,l7' each of whom sang in turn rather than in ensemble

fashion. (Such arias are referred to in this study as ensemble arias).

The separation of recitative and aria is complete in Le Rivali

Concordi, with the arias being by far| more important musically than the:

recitativgs. Only in two instances does recitative "intrude" into the
aria. In the da gégg aria "Atalanta, dove sei?" (No. 59), a brief
twcvbar'recitative for anpther chéracter is interpolated at thé end of
section "B". In ‘the da capo aria "Che misero stato" ' (No. 101),
recitative constitutes the entire "B" section. The arias range in
length from 14 to 97Abars, with the aQerage length less than 40 bars.
Although se&eral of them are fairly long, they are still conservative
in length, in comparison wit? the more extensive eighteen;;—bentury da
capo arias. Like Scarlat?i,'steﬁﬁani wrote a number of ébsemble arias

in this opera--five for two singers (the arie a 2 voci), and one for

o
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‘three singers (the aria a 3 voci). (See Nos. 34, 109, 120, and 75 in

-

Appendix B). Like many late seventeenth-century opera composers, he

frequently used ; motto beginning (in 22 of 48 arias).

" Iﬁ the early.seventeenth centhry, due to the guestionable moral.
character of many female theatrical performers,' the Roman Catholic
Church banned them from the stage; instead, castrati were employed to
sing the female "roles 1in opera in many cities. Cohposefs took
increasing advantage of the availability of these powerful, agile and
well-trained soprano voices, frequently wfiting the male parts in their
operas for fthem as well.18 (In the Vatican Chapel, afterl 1687,
castrati were élso‘used to sing contralto parts. It is quite possible
that this was aiso the case 1in operaf. Due to the popularity of the
castrato soprano voice with “composers and audiences, most vocal parts
in seventeehth and early eighteenth century operas were soprano parts,
with fewer alto parté, infrequent tenor parts, and rare bass parts.
(Towards the end of the seventeeﬁth cenﬁury, particularly in cities ﬁot
under cont?ol of the Roman Catholic Church, women too, sang soprano
roles though there were as likely to sihg ﬁale as femalev sopréno
roles. Composers (Cesti and Scarlatti, for exaﬁple) wrote increasingly
more virtuosic arias that exploited the cast;ati'svapparently unlimited
technical-ability. |

From cast lists available for a nﬁmber of Hanover opera
productions, one can see that women did perform on stage in the nuovo
teatro.d? If one assumes that the ideal situation existed--that the

Ll

women sang the female soprano roles, and the castrati sang the male

singers, all sopranos, and five castrati (four sopranos and one alto),

sébféﬁém and alto roles, then this opera would require five female ~
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and one tenor and two baritones. (It is of course entirely possible
that women sang some of the male soprano roles, and ;hat castrati sang
some of khe female roles). Tayle V (p. 35 ) shows the distribution of
voices .among the singing roles. Of thirteen singing roles, nine are
for éoprénos, one each for alto and tenor, and two for baritones, both

minor characters.

Table V

Voices Required in Le Rivali Concordi

Atalanta soprano
Meleagro soprano
Arianna soprano
Teseo soprano
Medea .soprano
Giasone tenor
‘Acaste ’ alto
Linceo ‘baritone
Niso soprano
Diana soprano
Cibele ‘soprano

= Nettuno baritone Moy
Apollo soprano

As Sir John Hawkins pointed outy Steffani writes out or otherwise

indicates (+) all the ornamentation needed20 (a French trait:2l of

‘his music). The MS is therefore a reliable indicator of the degree of
coloratura that Steffani desired. While the arias of this opera do no
generally contain the high degree of coloratura demanded in Italian

operas written for public, as opposed to court, consumption, some are

' nevertheless ‘quite virtuosic. " Section "B" of "Atalanta, dove sei?"

(No. 59) requires the singer to perform .a substantial amount of

coloratura, and also 1includes ;;iadic leaps; these two technical



challenges are juxtaposed in such a way that the singer must switch
back and forth from one.té the other. "Deh tornate" (No. 73) and "Un
bel sen"™ (No. J9S) are remarkable fog' their extensive .coloratura
writing. The 1longest coloratura passage that Steffani wrote in "Deh
tornate” lasts eighty—four‘notes, while in "Un bel sen" the longest
(but not by any means the only) passage oé coloratura encohpassés
one—hundred-and-seven notes! The extremely virtuosic voc;l wgiting in
these arias is ali the more rgmarkable when one notices that they are
not written for a castrato voice, ag one might weil expect; but for a
tenor. |

Sﬁeffani generally took care that even in quite virtuosic
passages,; singers were generally nqt asked to negotiate extreme ranges
ver& quickly, either in leaps or runs. Thié is exemplified in the
excerét from the aria "Un bel sen" (No. 95), (Example 5, p.37), a
coloratura passage, while fequiring an excellent vocal technigue, only
spaﬁs the range of a ninth. 1In addition, Steffani gives the singer
three bars in wﬁiéh to sing fro@ the G in bar 16 to the high A in bar
18: he reaches only as far as high F in bar 16, allowing the voice to
drop to B in bar 17, and works up sequentially to high G, finally
arriving at> high A in bar 18. The melody falls quickiy» to a more
comfortable register and cadencing, givés the s;nger time to breathe
before the next éection of coloratura in bar 23.

Some in this opera contain no coloratqra. These are usually
ariég wriﬁten in dance rhythms, such as "Ama infido col mio core".(No.

53), which is a menuet. Except in these few arias, Steffani caters at’

least to some extent to the singers' understandable desires for
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Steffani, Le Rivali Concordi,  "Un bel sen" (No. 95), bars
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opportunities for vocai display. He is nevertheless careful to keep

the coloratura within tasteful limits.

A

The increasing pPopularity in the later seventeenth century of the

as called of to embellish the "A"

da capo aria, in which the singer

section of the aria upon its return, to some extent may be attributed

to the availability of skillful castrati\performers; by the 1690'5 the

da capo form of the aria was the most popular form. These arias were
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"brief da capo" ‘'arias with a straightforward ABA structure, and were

not as extensive or as formally complex as the grand gg.gggg arias of

the eighteenth century. They often contained a longer "B"™ than "A"

section,22 in contrast to earLy eighteenth-century arias in which.the

reverse was true, Not all arias were wriiten inAgg capo form, hqwever;

étrophic arias, in which each stanza of the text was sung to the same-
music, still appeared from time Eo time. Ostinato arias, born in the

1630‘5,23 were still associated with laments. The gé capo popularﬂpy

‘was strong enough though, that ostinato arias were sometimes written in

da ggég form. In adéition, there were a;iagjin binary form with litfle‘
thematic contrast between sections.

‘Exactly half the arias in this opera are in da capo form, a
rather low Proportion given the da capo form's popularity at this
time.24 This may be due to the fact th;t six arias are ensemble
arias which by their very nature (dialogue) preclude a da capo fq;m;
In tpe majority of cases thé "A" sections of these arias are longeg.
than the "B" sections, as they would,ﬁome to be in the early eighteenth
century. In some da éggg ari;s the ABA structure is modified. 1In
"Atalanta, dove sei?" (No. 59), for example, a brief passage of
recitative is inserted after the "B" section, and a: considerably
abridged return of the "A" section is written out in full; 1it'is just
long enough to state Meleagro's éuestion "Atalanta, where aré:you?“.
"Chi mi piace" (No. llé) has virtualiy the same music fo; its second
"A" section but the text is different. .

"M'abbandona, hi~sprezza, m'inganna" (No. 19) combines a ground
.basg with da capo form. Steffani'é.ground is a running bass involving

some chromatic inflection; it has an unusual opening-—one could almost
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say that it has its own motto (Example 6, p. 39).

Example 6. Steffani, Le Rivali Concordi,'"M'ébbandona, mi sprezza,
m'inganna" (No. 19), bars 1-51, opening statement of ground.
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The . ground is heard nine times in the course of the aria: Table VI

(p. 40) shows the structure of the aria. Qﬁe can see the fiexibil%ty
\,

with‘ which Steffani treated the ground.—_vﬁt modulates to different

_keys, changes' its melodic character (even whilé maintaining its

contour), and also is extended through partial repetition.

The "B" sections of the da capo arias exhibit varying degrees of
contfast'with the "A" sections. Frequently, there is little melodic
contrast between the two sections, with section "B" borro@ing and
.sometimes reshaping material from section "A". In "Fortuna. assistimi"
(No. 63), for example, the openihg of thé vocal part in."A" becomes the
primary material from which the bass line of "B" 'is constructed as

shown in.Examples 7a and 7b, p. 41l.
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‘Table VI

Formal Plan of "M'abbandona'

Ground
da capo Statement Bar Numbers

Keys and Comments

A 1 1- 51
2 52 - 92
&
3 101 - 341
4 141 - 391
B 5 1192 - 232
6 - 231 _ 262
A 7
8
9

P

e

minor; heard without the voice

minor; voice enters; concludes with

a brief S5-note "false start" in e
minor

minor

minor; last bar of the ground is

repeated (an ‘octave lower) to
allow the ground to cadence after
the voice, thereby providing a
more satisfactory rounding off
section "A" of the aria '

major; chromatic character of e ¢
minor version eliminated; final
note "missing” in this statement

major; concludes with a 4-note
link to "A" ‘

L

opening statement of ground not in-

cluded in the da capo; this is the
same as statement 2

same as statement 3

same as statement 4
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Example 7a. Steffani, Le Rivali Concordi, "Fortuna assistimi" (No.

63), bar 6
v
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Example 7b. Steffani, Le Rivali Concordi, "Fortuna’ fissistimi™ (No.
63), bars 21-24 .
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Thg "B" gection of "Occhi miei® (No. 47) is musically linked to the "A"
section through a sequential non-thematic triplet c~loratura figure
heard before the cadence in séction "A".

When the melodic material is different in "B" than nAn (twenty of
t&enty—four arias) the rhythmic character of "A" is retained (éleven of
twenty arias). A number of the.“B" sections are aistinguisged from
"A" by their reduced instrumentation. "Sol i me risponder tocca" (No.
87) for example, is scored for obbligato recorders 'and violins in "A"
and basso continuo in "B". . (One aria, “Aﬁ;laﬁta, dove sel?" (No. 59),
has a richer accompahiment in "B" than 15"). Occasionally, "A" and "B"

-

sections also differ in. metre and texture, and in one instance ("Che
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folgori il Cielo™ (No. 13), differ “in tempo. The most consistent
distinction between "A" and "B" sections in da capo arias, however, is
that of key. "B"nsections of major da capo arias are most frequently
in the relative minor (ten of fifteen arias) or‘the doﬁinént (five of

L
fifteen arias). All of the "B" sections in minor da capo arias are in

the reléﬁive major.

The majority of the remaining arias in this opera are
through-composed,‘ that is; they depend on the text, a, modulation
scheme,};ariations in. musical texture, or combinations of these, for
their structure. [See Table VII (p. 46 ) for thé use‘of ritornellos a§
a form-building device in "Spirti del Tartgto".] The Fhrough-composed

8

arias each generally modulate o two distinct key areas (rarely,
tﬁree). Six of' the eleven major4 key arias modulate to. both the
dominant and the relative minor, while all seven of the minor key arias
mcduléte to both the relative major and the dominant minor; one of them
also modulates to the subdominant. In additioh, some of the non-da
capo” arias make use of’auground bass (No. Qlf, or aré in binary form,
and asséciéted with dance rhythms; these are in the minbrity.
‘ ¢

In the later sevéﬁteenth century orchestral fitornellos of
several types were associated with the éria. The external‘ritornéllo,
a self-contained orchestral item, designated “"ritornello" by- é
composer, was usually thematically associatéd to some degree with ité
aria (frém whiéh it was nevertheless_segarated by a double bar); It
occurréd either before an éEI;——?;;E;;E;;;;;;f—;I;;rnellé or “after
{summarizing ritornello). (In a da capo éria, anticipatory.rigornéllds
were sometimes repeated élong with the "A" section of the aria.25

Some late seventeenth-century arias contained internal orchestral



ritornellos. « These were instrumental passages which occurred at the
beginning and end of an aria, and sometimes between vocal phrases in-

the body of the aria as well. This more sophisticated use of the

ritornello foreshadows the use -of ritornello form in opera arias.in the

early eighteenth century.26

’ . . . T ’ " :
Seven arias in this opera have external ritornellos. Four are
anticipatory ritornellos,. three are summarizing ritornellos. 1In all

cases, the thematic relationship between these external ritornellos and

their arias is gquite strong. Anticipatory ritornellos provide the
thematic material for the aria while summarizing ritornellos repeat
/ : .

material from the aria, often condensing it.

Many arias in Le Rivali Concordi contain short internal ritor-

nellos (in keeping with thefcomparatively conservative length of the

arias at this ‘time) whose purpose islﬂto frame the aria with brief

.

statements or restatements of thematic mate;iali The "A" sections of
da capo contipuo arias in this opera are frequently opened aﬁg closed

by such br = passages, as the excerpts in Example 8 from "Perira

1'ingrato Regno" (No. 1) indicate.
The first' ritornello contains both the motto that becomes an

important rhythmic _element in the aria and the descending perfect

fourth as it is heard Laﬁer‘in the voice part. The second ritornello,

hta 7N, bar 9 ih Diana's part), is a repetition

after section "A" (fe

. . :,b—"'""
of the operning ritorneiﬁﬁh?

with a Change in the register of the final
"p*, and another "statement® of the characteristic rhythmic

‘motive. ofj j‘ . This ritornello separates the "A" and "B" sections

of thevaria; and also concludes the entire aria upon the repeat of
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Example 8. Steffani, Le Rivali Concordi, “Perird 1l'ingrato Regno"
(No. 1), bars 1-2 and 9-111
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section "A". Such a framing of the "A"™ section of a da cagotgria also

: i

-~

occurs in more richly accompanied arias, such as "Occhi miei"™ (No. 47), .

aécompanied by two recorders and continuo. The aria opens‘ with a
four-bar ritornello containing theﬂthemalic mater@allfrom which~mqst of
section "A" is constructed. Tgé oéening thee notds of each recorder
iine are absent in the final ritornello &bars lZ—lAlf, and Steffani

has condensed the remaining three bars of the opening ritornello into

-

two, retaining enough of it to establish the thematic 'relaﬁionship

3
/

between them.

‘The aria, "Atalanta, dove'sei?" (No. 59), in addition to contain-

ing'orchgstralﬂritornellos at the beginning and end of section "A",
also contains ritornellos which separate vocal phrases in section TB'.

The'unusual.form of the aria, with its mddified writﬁen out da capo,

creates a rare situation in which the final ritornello at the end of

the first "A"™ section (bars 182-201) occurs in the dominan;.ggey (A

-
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‘major) to prepare for the "B" section. Section "B" begins with its own
brief ritornello (bars 201-21%) which is heard again briefly

-

throughout the "B" section between the vocal ‘phrases (bars 271—281,

14

302-312, a2t-43l, 442461 482501, and 582-59%) .
The written OJ; da capo of the "A" section includes the opening
materiél of the aria, but Steffani has omitted a con¢luding ritornello
(which'would give the aria a strong sense of mus%cal conclusion) in
ordér to heighten Meleagro's unanswered question, "Atalanta, dove sei?"
("Atalanta, where are you?").

Steffani also used internal ritornellos ih through-composed arias
to separate the lines of text, thereby helping té articulgte the poetic
form. Nowhere in this opera did he do this more flamboyantly"than.in
Médea's 'Spirti del Taftaro" (No. 65). The aria contains -~ nine
o;chest;al ritornellos which separate the vocal phfases and hglp‘to
establish E major as a secondary key area. The vocal phrases,

. o . ' -
accompanied by cdntihuo, occasiohally inﬁrude into the ritornellos, but
a§ Table VII (p. 46 )'shows, to a large extent the form of the aria is
created by this consistent alternation between orchestral ritornéllos
and vocaf phrases--phrases which sound all the more like solos in a
ritornello form,'because of their reduced instruﬁentation. This opera
also ;ontains ritornellos which are instrumeﬁtal versions K of arias;
thése occur only in arias- written in dance ;hythﬁs. This type of
rito;nel}b is usually inserted into an aria to provide music for

dancing, as in "Dea Triforme" (No. 42), and is typically‘French;27



Table VII 0

<

Formal Plan of "Sbirti de Tartaro"

46

Verse. Section Bar thbers Key Area
T Ritornello 1 1 - 2% A major
|
Vocal motto 22 . 3l A major
Ritornello 2 3} - 52_ A hajor ‘ §$f“
Vocal phrase 52 _ lll A major - E major
Ritornello 3 gl - 112 E major
2 1 iar
2 Vogal phrase 11 - 15 E major
Ritornello 4 151 - 162 V of E major
2 1 .
3 Vocal phrase 16° - 21 E major
2 <. Ritornello‘5 19l - 212 E major
3 Vocal phrase 212 - 24l E major
Ritornello 6 24l - 261 V of A major
0
2 Vocal phrase 261 - 282 A major 4
Ritornello 7 282 - 292 V of A major
, 2 1 :
< .Vocal phrase 29° - 34 A major
Ritornello 8 321 - 342 A major
3 Ven ni. 342 - 371 A major
Rite... 1 9 371 - 392 A major
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Since arias evolved into the most important vehicle of musical
expression in the opera, it may be appropriate’ to consider just what

‘they were to express. Throughout the Baroque era composers and writers

on music, from Giulio Caccini in his Le Nuove Musiche (1601)28  to

Johann Mattheson in his Vollkommene ‘Capellmeister (1739),29 stressed
the importance of the expression of the affective or passionate content

of a vocal text--whether it be ‘love, -anger, sadness, hate, jealousy.

4

All the musical means available to the composer were enlisted in
achieving the ‘goal o£ successful affective expression. Differing
tempos, time signatures, prevailing note values, vocal styles, énd
accompaniments were used to this end. The increasing preference for
major over minorvkgyswin the late seventeenth century invested the less
freéuently heard minor keys with increased powers of expressiAg sad
emotional states. while a grouﬁd bass still signalled a lamené aria.
In addition, the composer introduced into h;s music any of a numbér of -
musical-rhetorical figures which either expressed a general affective
vstate,A sdch. as sadness, or depicted a particular word,30 suéh as .
. . : ‘ &N
"ascent" or "descent".
. Affective expression in the arias in this ope;a'is created in a
variety of ways. | Sadness is portrayed by the use of minor keys.
"M'abbandona, mi sprezza, m'inganna" (Né? 19),‘for example, an aria-iﬁ -
which Afianna laments being abandoned, spﬁrned, and deceived by hef“
husband, Teseo, is in E minor. (Folldwing_a long-standing tradition,
Steffani uses a ground bass with chromatic motion to portray her
féelings). Arianna sings of sadness associated with love again in "Ama
infido: col mio core®” (No. 53) in @ minor.. In "Che misero statoQ—(No.

1

101) Meleagro muses "What a miserable state is that of a King," in ¢



48

minor. In addition, the aria begins (first in the continuo line, then
in the vocal part) on a note outside the tonic triad, A flat, which
acts as a dissonant non-harmonic tone. As Example 9 shows, Steffani

also uses three expressive leaps in bars 5-6 (diminished fifth,

diminished fourth, and perfect fifth) to underscore Meleagro's sad

emotional state.

Example 9. Steffani, - Le Rivali Concordi, "Che misero stato" (No.
101), bars 5-6 : . ‘
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Happiness in Steffani's arias receives a . rather neutral

o } . N\
treatment. Teseo ‘expresses his thoughts on love in the area "A che
serve"™ (No. 57), in which he states that theQ purpose of beauty is

pleasure. Steffani chooses B flat major for this . ., writing it in a

very placid style. The only expressive touches are two " extended-

dissopaﬁt'hazmonic 4ths on the word "piacer" (deligi:it' 1in bars'6—7 and
8, and a brief melisma on the word "goder™ (to take pleasure in) in
bars 18-19. |

“-Ariés expressing anger or rage or military sentiments are always
in major keYs_and are accompanied by-full orchéstra. .In "Spiéti ‘del
Tartaro“v(Nof.G;) Medea calls on the forces o{‘darkness to help her

overturn her perfidious husband Giasone's plans to kidnap Atalanta for

himself. (They graciously oblige iﬁ the next séene)ﬂ_ The angry
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character of the aria is established in large part by the agitated
repeated sixteenth notes of the orchestral ritornellos. In addition,
Steffihi underscores the importance of the word "furor™ (fury) with
coloratura, and of the words "perfido cof" (perfidious heartj with text
repetition. At the same time, he portrays the .strength of Medea's
anger.and wrath by having her‘5ignore" the ritornellos at times, and
sing her coloratura and text ;epetitions right through them; at thése
moments it.is as if her emotion cannot be contained within her .sgctions
of the form.

Giasone's aria "Un bel .sen™ (No. 95) illustrates how Stéffani
employed a variety of musical means to portray a dramatic change 1in

affect within an aria. Extensive coloratura and the use of the newer

homophonic accompaniment patterns in the orchestra in section "A" are

Q

used to express war-like affections. The "B" secfion expresses a
completely different affect; Giasone sees the possibility of death, but
affitms that his love for Atalanta will 1live beyond even that.
Steffani depicts this change in mood by shifting from F major to d
minor, and by réplacing the newer homophonié writing iﬁ "A" by a more
\ h : )
traditional homophonic writing in "B". He also lengthens the note
values in "B", and introduces expressive leaps ;n important wo;ds; in

bar 36, for ~example, there is an octave leap up to the word "bel"

(beautiful), and in bar 38, there is a leap down a perfect fifth to the

" word "estinto™ (dead). vSteffani changes the style of coloratura to a

more lyrical type, using it on the last syllable of "adorerd" (I will
adore) in bars 40-41. He utilizes dissonant harmonies on important
words: the word "vivo" (I 1live) in bar 37 is ‘harmonized by a ii°5

chord, which creates a dissonant harmonic major ‘second between
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)

Giasone's vocal line and the first violins; the word "estinto" appears

for the last time just before the end of the "B" section in bar 42,
¢
harmonized by a Neapolitan sixth chord.

3

Ensembles

Because arias were the most important musical numbers in later
v .

seventgenth—century Italian opera,. these works contained comparatively
few ensemisies. Choruses, prevalent in early seventeenth-century opera,
disappeared almost completely from Italian opera by mid-—century31
because of the increasing popularity of solo singing. (By the early
eighteenﬁh century, in the operas of Handel, for example, thg
aesighation "coro" referred not to a chorus (which did not exist) but
simply to a large ensemble for ail or most of Ehe principal singers).
‘Duets were the most frequent type of ensemble. In the earlier
seventeenth ceﬁtury, "they .were contrapuntal in te#ture, but in the
works of Cesti, began to exhibit more homopﬁonic traits. By ﬁhé'
” 32

eighteenth century in the yorks'of Handel, they were frequently in

Ve

da capo form, as were thqr;ajority‘of the arias.’
. / -

@

Steffani's Le Rivali Concordi contains ten duets, two trios, and
three 92595; All of the dpets are written in a contrép;ntai té#tufe,
in contrast to the prevailing' trend towards lhomophonic writing 'in
duets. Only one' of the duets is in da capo form. Form innmany\ofvthe
epsembles is detérminedkby the alternation .of contrasting sonorities,
as in the duet "Finisce in contento” (No. 77). The trio "Al ferro a
1'iré" (No. 113) also uses contrastin§ sonofities.to giye form to ﬁhe

ensemble, as ‘well as to differentiate Meleagro from his "rivali" for

[¢]
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the love of Atalanta."The final coro "Timori, ruine" (Nb. 124) 1is a
coro in the Handelian sense already referred to above, that is, it is
51mply an ensemble for all the principal singers; here too, the formal

structure is created by the juxaposition of contrasting sonorities. ‘
-de irregularities in the duets are noteWorthyg The ffﬁst

involves "Se l'emor mi corona" (No. 99). Ortensio Mauro wrote this as

a recitative, using one seven- and one eieven—syllable line; Steffani

chose to'set the words as a duet. Although composers of the earlier

part of the century showed much flexibility in the setting of such

lines, this is an unusual procedure at this late date. The second

irreqularity involves "Occupata é la Reggia" (No. 110)}. Just as there
.. . <7\ . . ) . . L

is an occasional /example of recitative occuring in an aria, this is one
case in which ra&citative is not separated from the following duet by a

double bat, but leads into it without a break.

Recitatives
As the arias in late seventeenth-century opera took on the

functioh of expressing affect, so the:recitatives functioned mori as a

,means of rapidly advancing the action. @ Although ' they still

o

occa51onally contalned expressive lyrical ‘passages, generally these

w -

~disappeared from opera at the end of the .seventeenth andjthe'beginning

of the eighteenth centuries.33

Although the arias are the most mhsicaily expressive numbers in
this opera, the recitatives are not entirely devoid of expressive

touches. While- the majority of them are rather perfunctory, such as

®"Calidonia espugnata™ (No. 108“,‘a namber of them are on a considerably
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higher plane of musical expression.

Steffani provided his most virtuosic singer "Giasone" with

coloratura both in his. arias and in the recitative "Al fulminar del

\

ferro" (No. 68). The coloratura is tastefully restricted to important

words, just after/"fufia" (fury) in bars 16-17, for example, and on the
word “duol" (grief) in bars 27-28. Steffani makes this second
coloratura passage especially expressive by using the note D"flét,
which 1is not 1in the key of ¢ minor, and by concluding it with an
34,

. . . « I3 kd ' .
expressive leap of a minor sixth. Meleagro's recitative "Armatevi

di sdegno” (No. 86), which also contains some coloratura and
indications (+) for ornamentation, makes particularly effective use of

pauses35 towards the end of the recitative, as Meleagro implores
Atalanta to speak. The text concludes with a question; Steffani
underscores its "unresolved® quality by replacing his usual conclusive

«

v - i cadence witﬂva more dissonant V g} /v - V. In‘addi;ion; he
concludes the vocal line with an ascending, rather than a descénd;ﬁg
melodic inferval,36 as can beiseen in Example 10. (The resolufi;n of
the question andvthe final Vv chora comes in Atalanta's subsequent D
-major aria). ‘

-Two ‘of the recitatives, in”addition to containing'foné or?méod
painting through coloratura and expressive intervals, also vaéquire
formal structure through  the ;insertion of portions of arioso; : "sSon
”ayvez;a ai martir" (Nd. 83) épens‘ with an eigﬁt-bar arioso ‘Which
) repgats 'in its entirefy after :a passage of recitative, creatihg an
A (arioso) B (recitati;e) A.(arioso),C (recitapive) struéture. “Vénﬁi a

perseguitar™ (No. 45) also contains sections of arioso, but here, in

addition to providing a formal structure of sorts, the arioso is used
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Example 10. Steffani, Le Rivali Concordi, "Armatevi di sdegno" (No. .
86), bars 53-56)
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primarily to distinguish Niso from Medea. In the recitative portion,
there is also one importént repetition.of music and ﬁext:' the music of
bars 142f18?, containing Medea's message ."Se non paventi il Ciel,
temi Medea" {if you do not fear the Heavens, fear‘Medea), is restated
in ba;s 292—332. Melddic‘ repetition of this type. is unusual ip

recitative, and would add much musical emphasis to that text.

Instrumental Numbers
Late seventeenth~century &talian opera contained two categories
of indepen@ent iﬁstrumental numberé, the overture and the ballet
music. The.oberture would be one of two. types. The’F;enéh or Luliian
'type:consistéd of a slow homopﬁonic section in do£t;d rhythms followed "
Bg a quick’éolyphonic section, while the Italian overture, creatgd by
kiégsgndro.Scarlatti,_was in three sectioné——fést/slow/f;st, tﬁe first

section in a somewhat contrapuntal style, the other two in a homophonic

texture. - Ballets in opera created spectacle; Although they were



54

i

especially  prominent in: French opera, théy also appeared in Italian

opera, principally to provide a more spectacular conclusion to an act.

A}

The French overture which opens this opera 1is designated

"Sinfonia"™ and is in two sections, each of which 1is repeated. The
{ .

N

texture of the first section is predominantly homophonic and the
characteristic dotted rhytbms are prominent. In fact, tbe contrapuntal
second section also is writteJ almost entirely in dotted rhythms.

., Steffani concludes Acts I and II of this opera with a
ballet-37 The end 6f the first act contains a gavotte.which is part
of Meleagro's aria "Dea Triforme (No. 42). It is followed by another

dance-like air. Act . II closes with a sarabande associated with

1

Atalanta's aria "Nume implacaﬁif‘(No. 81) , followed by a gigue (No. 82). .

Two insgrumental numbérs in this opera, the Marche (No. 106) and
the Retraite (No. 107).provide music to accohpany the spec£aclé éf an
army marching across thebstage. The ritornello which openébAct II (No.
44) provides music to accompany a spectacular scene with spirits ana

monsters, and also to accompany -Medea and Niso's entrance in a chariot

pulled by two dragons.

Conclusion
Examined against the background of late seventeenth-century

Italian opera, one can see that Le Rivali Concordi exhibits both

progressive trends and conservative elements, a not unusual situation

in works of this time.

Its libretto does not suffer froﬁ endless plot complications, nor

from the intrusion of superfluous comic¢ characters. In this it
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exhibits the later seventeenth century's progression towards libretto
simplification. The early eighteenth-century exit aria convention and

rigid distribution of arias among principal singers was not vyet

o

established, sa this opera, of course, does not display them. The

degree of spectacle is surprisingly high for this time period.

s

Steffanih MSNE a four-part string orchestra is the normdfo{

that ~time. =7§atioh exhibits many of the characteristic
B ot BN . '

features of G “ﬁ'w;itiﬁb of the time. His frequent use of

P e

3

obbl;gatb ‘i s both géﬁsq&os and especially as part of a trio

"are notable. He sliCcessfully used concertato texture in his arias and
duets, introducing antiphonal effects for tonal contrast. He

skillfully utilized the orchestra to help differentiate“chéracters in

. Bt

" ensembles and ensemble arias, and experimented succéssfullyﬂwith newer
apéroaches to homophonic texture by enlisting rhythmic accgmpaniment
figures 1in pértraying the more military affective states of his
characters.i His preference for contrapuhﬁal‘texture; however, is the
norm for this timé.

There are fewer da capo arias in this operavthan one would expect
at'this time; they do, however, very consisténtly contain ‘longer "A"
than "B" sections, which came to be the rule in the early eighteenth
century, Steffani wrote: two ground bass lament arias, one of which was
combined with da capo form..‘He wrote some extremely virtuoéié'arias,
and included some coloratura in mény of the_remaining onés; in all
cases, though, it was used as ;n<expressive device ;p_gcéentuate key
words in the text. Reqitatives,vtoo,‘while not generally éxpressive,

did also utilize coloratura and ‘musical-rhetorical devices to heighten
)

. : ES I
the emotional impéct"ofqﬁﬁéﬂtéxt.
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The French influences in the opera can be seen in the use of a

French rather than an Italian overture, in the incorporation of ballet

N

music into the arias, and in the written out ornamentation in the
. _ . v
arias. (The musicians of the orchestra, too, were French).

Scholars agree that Steffani's Hanover operas in particular are
historically important. This study confirms that one of them, though
containing soime anachronistic features, was still in the mainstream of

o

operatic composition. If the music of Eg' Rivali Concordi is any

. ' ,
indication of the quality and style of his other Hanover operas (and

there is no reason to suspect ‘otherwise), then they certainly deserve

to be studied, edited, and' performed.



57

Notes

o

. 1 Hans Schrewe and Friedrich Schmidt, "Das Hannoversche . Hof-und
Opern-Orchester and .und seine Mitgleider,". Hannoversche
Geschichtsblitter, Neue Folge XI, (1957), pp. 1-12.

2 Parts designated "flute" as obposed-to "flauto traverso" or

sométhing similar usually ihdicated a recorder (before l750)ﬂ See
Jeremy Montague, The World of Baroque and Classical Musical Instruments

(London: David & Charles, 1979), p. 39.

3 Schrewe and Schmidt, p. 64.

4 Ortensio Mauro, "Le Rivali Concordi."  Opera in 3 acts.
Facsimile of a 1692 printed copy. Italian Opera Librettos: 1640-1770,
Vol. VIII/2. . Edited by Howard Mayer Brown. (New York: Garland
Publishing, 1979), p. 20. . ‘

LY

5 1Ibid., p. 66.
6 Schrewe and Schmidt, p. 6.
\ 7  Por more information on instrumentation at this -time, see

Adam Carse, The History of Orchestration (London: Kegan Paul, Trench,
Trubner and Company, 1925; reprint ed., wa York: Da Capo Prss, 1975).

_ 8 Horace Fitzpatrick, The Horn and Horn-Playing and the
Austro-Bohemian Tradition from 1680 to 1830 (LondoQ: Oxford University
Press, 1970) , p. 53., : : ’

!

: 9 Included in the statistics for arias are solo arias ensemble
arias. -There are many da capo arias in which one section will have a
different orchestration from the other. In these cases, it is the
maximum forcés on call in the course of the aria that are noted. There
are arias and duets which are accompanied entirely by basso continuo,
but which have an external ritornello asspciatéd with them. The table
'is designed to show the change in statistics ‘when one does or does not
take this ritornello into account in the scoring.

10 The upper two staves are designated "pri{emier] hautbois‘et
violon" and 2. Hautbois et violon. See Appendix B.

11 Adam = Carse, The Orchestra in - the XVIIIth Century,
‘(Cambridge: W. Heffer & Sons, 1940), pp. 120-122.

12 Carse, p. 104.

- oy

G, - L :
#Piston, Orchestration (New York: W. W. Norton, 1955),

13 Waltet
p. 362.
5, 14 Superscripts numerically identify the beat;» is considered

; to have two beats per bar.



58

. | - .

15 -Carse, p., 104.°

16 See Alessandro Scarlattl, Massimo Puppleno, Opera in 3 acts,
The Operas of. Alessandro Scarla;t;, vol., V, edited by H. Colin Slim
(Cambridge: Harvard University‘?ress, 1979), which contains a ninety-
two-bar aria "De fulmini armati®™ (No. 70), which 1is one of the
lengthier arias of: that opera.. See also George Frideric Handel,
Agrippina, Opera in 3 acts, edited by Fr. Chrysander (Leipzig, 1874;
republished, Ridgewood, N.J.:, Gregg Press, 1965), which contains a

two-hundred-and-sixty-eight-bar aria, ."Se .giunge in dispetto™ (Act I,
‘sc. 21). In the elghteenth century, Steffani, too, wrote wore

extensive arias.” See 'his Tassilone (1709), Opera in 5 acts, Denkmaler
Rhe inischer Mu51k Bd. VIII, ed. by Gerhard Croll Diisseldorf: schwann,
1958), which contains a two-hundred-and-forty-nine-bar arla, "Bella

- calma nell'alma torno" (No.v22).

-17 See' Alessandro Scarlatti, Eraclea, Opera' in 3 acts}_ The -

Operas. of Alessandro Scarlatti, Vol. I, edited by Donald Jay Grout.

(Cambrldge. Harvard University. Press, 1974), wich contains the aria a

i "Che maesté“ (No. 12).

}& For more 1nformat1bn on the castratl, see Angus Heriot, The

Castrati’ 'in Opera London: Martin Secker & Warburg, 1956; reprinted.

ed., New York- Da Capo Press, 1975).

o \A \ ;
I AN

19 ‘Georg Fischer, -Musik in Hannover, 2nd ed. (Hannover &

Léip21g7 Hahn'sche Buchhandlung, 1903), p.i22. -
. 20' Sir John Hawkins, ™"Life of Signor Steffaﬁi, a Céiebraped
Mu51clan,“ Gentleman's Magazine (Nov. 1761), p. 490. i

4

321 Johann Joachim Quantz, Oon Playing the Flute, translated by

_‘Edward‘R. Rellly (New York: SChifmer‘quksy“l966),vp.,335.

¥

22 Mlchael F. Roblnson, Naples and Neapoiitan Opera (oxford:
Clarendon Press, 1972), p. 103. ' ’

23  Harvard Dictionary of Music, s.v. "Aria".

24 Two other operau by steffanl contaln a greater propoxtlon of
da capo arias. His Alarico, Opera 1n 3 acts, Denkmaler der Tonkunst in
Bayern, Bd. XXII "(xi/2), ed. by ‘Alfred Einsteip and Hugo Riemann
(Leipzig: Breitkopf & Hartel, 1910, containg sixty-six arias,
fifty-six of which are in da cago form. His. Tassilone contalns forty—
thre® arias, thirty-five of which are in da capo form.: ' .

25 Leland DYe Bland, "The }thrumental rltornelld in selected
vocal . works .of Italian compose# ‘ca. 1670 to ca. 1710, Ph.D.

~dissertation, University of Iowa, 1973, passim.

Q

26 Ibid:, pp. 154-55.

27 Robinson, pp. 161-162.

A

4
L
ks
% %
X

4
PO

\

-~



m.
28 Giulo Caccini, Le ‘Nuove Musiche, ed. by H. Wiley. Hitchcock.

Recent Researches of the Baroque Era, Vol. IX (Madison: A~R Editions,
Inc., 1970), p. 46. .

29 Ernest: C. Harriss, dJohann ®Mattheson's *"Der vollkommene
Capellmeister;" a Revised Translation with Critical Commentary.” (Ann
Arbor: UMI Research Press,:198l), p. 444.

. 30 For a description and examples of many of these figures, see
George J. Buelow, "Rhetoric and Music," The New Grove, Vol XV, pp.
794-800. oy

A

31 Grout, A Short History of Opera, p. 80.

. 7’32 wWinton Dean, Handel and the Opera Seria (Berkeley gnc os.
_Angeles: University of California Press, 1969), p. 8. ’ . .

33 Robinson, pp. 73-74.

34 This is the strict serse of the rhetorlcal device calledA
exclamatlone. See Buelow, "Rhetcric and Music," p. 798,

35 This is an example of the rh=:orical figure ﬂhbruptlo. Seeupl

Ibid., p. 800. - , sy

36 This is an example'of the rhetorical figure "interrogatio.™
; g g

g

See Ibid., p. 798. N L eqﬁw

o

37 Ballet muszc to conclude Act III is prov1ded only 1n the 1694
version; it include$ a chaconne .and gigue



x

% .



b 61

Books and Articles

Baxter, William H. Jr. "Agos ino Steffani: A Study of the Man ahd nls
Work." Ph.D. di. ‘on, University of Rochester, 1957\‘,fw,

Bland, Leland Dye. "The Instrumental Ritornello in Selectedlﬂ!é§$ Works
of Italian Composers ca. 1670 to ca. 1710." Ph.D. d1ssertat10n,
University of Iowa, 1973. o

Buelow, George J- "Affect}ons, doctrine of the." The'New Grove,
Vol. I, 135-36. ;”

. "Rhetoric and Music." The New Grove, Vol. XV, 793-803.

Burt, Nathaniel. "Opera in Arcadia." Musical Quarterly, XLI (April
1955), 145-70. ‘ C

Caccini, Giulio. Le Nuove Musiche. Edited by H. Wiley Hitchcock.
Recent Researches of the Baroque Era, Vol. IX. Madison: :%.°
A-R edfﬁlons, 1970.

Carse, Adam. The History of Orchestration. London: Kegan Paul,
Trench, Trubner and Company, 1925; reprint ed., New York:
Da Capo Press, 1975.

. The Orchestra in the XVIIIth Century. Cambridge: \
W. Heffer & Sons, 1940.

L
. "XVII Century thhestra}‘jnstruments."- Music and
Lettérs, I (October 1920), 334-42.

Lroll, Gerhard. "Zur Chronologié der 'Dﬁsseldorfer;gﬁpexﬁ Agostino -
Steffanis." In Festschrift Karl Gustav. Fellerer, PP. 82-87.
“Edited by Heinrich Hischein. Regensburg: Bosse, 1962.

'Dean, Winton. Handel and the Opera Seria. Berkeley and Los Angeles:
Univers}ty‘of California Press, 1969. - .

0o

Donington, Robert. Performer's Guide to Barogue Music. Londoh:
" Faber, 1973. -

. The Rise of Opera. London: Faber, 1981.

Downes, Edward, O. D. "The Operas of Johann Christian Bach.as a
Reflection of,the]Dominant Trends in QOpera Seria, 1750-1780."
pPh.D. dissertation,; Harvard.University, 1958. .

v - ) )
Einstein, Alfred. "Agostino Steffani." 1In Essays in Music, pp. 179-84.
Edited by Alfred Einstein. New York: W. W. Norton, 1956. .

.. 4 - - - .
) ggscher, Georg. Musik in Hannover. 2nd ed. Hanover & Leipzig:
Hahn'sche Buchhandﬁung7 1903. . : ‘

!

. c‘-J



62

Fitzpatrick, Horace. The Horn and Horn-Playing and the Austro~Bohemian
tradition from 1680 to 1830. London: Oxford University Press,
1970.

Freeman, Robert Schofield. Opera without Drama; Currents'of Change in
Italian Opera, 1675-1725, and the Roles Played therein by Zeno,

Caldara, and others. Ann Arbor: UMI Research Press, 1981.

Grout, Donald Jay. A History of Western Music. 3rd ed. New York:
W.W. Norton, 1980. a0

\ . A Short Histogy,ég Opera. 2nd ed. New York: Columbia“
University Press, 1965. ’

Harriss, Ernest C. Johann Mattheson's "Der vollkommene Capellmeisfer;"
a revised translation with critical commentary. Ann Arbor: @ UMD
Research Press, 1981. AT

bt

Harvard Dictionary of Music.

£

Hawkins, Sir John. "Life of Signor Steffani, a Celebrated Mﬁsician;ﬁ:ﬁ::J

Gentleman's Magazine, (November 1761), 489-92.

Heriot, Angus. The Castrati in Opera. London: Martin Secker &
Warburg, 1956; reprint ed., New York: Da Capo Press, 1975.
., B 'x .

Keppler, Philip. "Agostino Steffani's Hannover OpeEés and a
Rediscovered’ Catalogue." In Studies in Mus¥fekHistory: Essays
for Oliver Strunk, pp. 341-54. Edited by Harold S. Powers.
Princeton: Princeton University Press, 1968. ' :

Kreﬁzschmar,:ﬂermann. Geschichte der Oper. Leipzig: Breitkopf &
Hartel, 1919; repsint ed., Wiesbaden: Sandig, 1970.

Lang, Paul Henry.  Music in Western Civilization. New York: W.W.
Norton, 1941. & _ __—

. "Passilone."™ Musical Quarter¥y, XLV (July 1959),
412-17. /ﬁ‘~’ .

Loewenberyg, Alfred. Annals of Opera 1597-1940. 3rd ed. Totowa, N.J.:
Rowman and Littlefield, 1978. : .

Merbach, Paul Alfred. “Das Repertoire; der Hamburger Oﬁer von 1718 bis
1750." Archiv filir Musikwissenschaft, VI (1924), 354-72.

Montague, Jeremy. The World of Baroque and ClassicaliMusical
Instruments. London: .David & Charles, 1979.

Piston, Walter. Orchestration. New York: W. W. Norton, 1955..
Quantz, Johann Joachim. On Playing the Flute. Translated by Edward R.
Reilly. New York: Schirmer. Books, 1966. »

k)
v 9




63

Riemann, Hugo. *Blbllographle der in Pandschrlften und Drucke
nachweisbaren 18 Bilhnenwerke von Agostino Steffani.”
in Denkmdler der Tonkunst in Bayern. Vol. XXI, pp-. vii-xvi.

Robinson, Michael .F. Naples and Neapolitan Opera. .Oxford: Clarendon
Press, 1972. SR

Sachs, Curt. The History of Musical Instruments. New York:
W. W. Norton, 1940.

Schrewe, H. und Schmidt, .F. "Das Hannoversche Hof- und Opernorchester
und seine Mltglelderiﬁsf‘ﬁannoversche Geschichtsblatter, Neue

Folge, XI (1957), 1- 93.

Smith, Patrick J. The Tenth Muse: a Historical Study of the Opera
Libretto. New York: Schirmer Books, 1970.

Timms, Colin R. "The Chamber Duets of Agostino Steffani (1654 1728),
with ° Transcriptions and Catalogue.™ Ph.D. , dissertation,
University of London, 1976.

. "Handel and Steffani--a new Handel Signature.” Musical
Times, CXIV (April 1973), 347-77. ‘

"Steffani, Agostini." The New Grove, Vol. XVIII, 93-95.
Ve ‘ :
. . "steffani and the Academy of Ancient Music.” Musical
Times, CXIX (February 1978), 127-30. '

Tripp, Edward. The Meridian Handbook of Classical Mythology. “New York:
The New American Library, 1970.

Westrup, Jack. "Aria." The New Grove, Vol. I, 573-579.

Wolff, Hellmuth Chrlstlan. "Italian Opera from the Later Monteverdi to
Scarlattl. -In Opera and Church Music 1630-1750, pp. 1-72.
Edited by Anthony Lewis and Nigel Fortune. The New Oxford
History of Music, Vol. V. London: Oxford University Press, 1975.

4

3
, o T " Musical and Libretto Sources
‘:,g“", . .lwwkﬁ . :
Hanael George Fixde:gc. Agrippina. Opera in 3 acts. Edlted by Fr..
,” ) 7Chrysander?, .Leipzig, 1874 republlshed, Ridgewood, N.J.: Gregg

e _ Press, 1965. = .

Mauro, Oftensio. 'Le nyall Concordi."” Opera in 3 acts. Facsimile of
-a 1692 prlnted g%py. Italian Opera Librettos: 1640-1770, Vol.
’ VIII/2. ©Edited by Howard Mayer Brown. New York: Garland

Publlshlng, 1979. & .



64

Scarlatti, Alessandro. Eraclea. Opera in 3 acts. The Operas of D
Alessandro Scarlatti, Vol. I. Edited by Donald Jay Grout.
Cambridge: Harvard University Press, 1974.

: . Massimo Puppieno. Opera in 3 acts. The Operas of
Alessandro Scarlatti, Vol. V. Edited by H. Colin Slim.
Cambridge: Harvard University Press, 1979. ‘

Steffani, Agostino. Alarico. Opera in 3 acts. Denkmdler der Tonkunst

in Bayern, Bd. XXI (xi/2). Edited by Alfred Einstein and Hugo
Riemann. Leipzig: Breitkopf § Hartel, 1911.

. Tassilone. Opera in 5 acts. Denkmiler Rheinischer
Musik, Bd. VIII. Edited-by Gerhard Croll. Diisseldorf: Schwann,
1958. .

. "Le Rivali Concordi.™ Opera in 3 acts. Facsimile
of the autograph score. Italian Opera 1640-1770, Vol. XIV.
Edited by Howard Mayer Brown. New York: Garland Publishihg,

1977.

. "Le Rivali Concordi."” Opera in 3 acts, dated 1692.
London, B:itish Library, R.M.23.k.1l. (Microfilm.)

. "Le Rivali Concprdi,ﬁ Opera in 3 acts, dated 1697.
London, British Library, R.M.23:k.17. (Microfilm.)

o



APPENDIX A

v, B
i .
v G-
N
. .
o
»
. -~
~
o
v

65



66

BI3S8YDIO TINT

OnUT3UOD OSseq

ONUT3UO0Dd Osseq

onuT3uUoD 0sseq

RIJSIYDIO TTINJ
- BI3}S9YDIO TINJI

OnUT3UOD Osseq

onuI3uUOD oOsseq

<

ESUNVERN

©1193 eI Tatdssay

ouos Tau OH
~

a-

osTtaoxduwt ouazssuﬂamﬂa
ejtund 8 ezZUuelseqy

919TS TOA TT9TD

«

TIR3NTES 3XT, 359D

oubay o3jeabur,T vITI3d

ounij}san
3T19q1D

eueIqg

rURI(
319q1d

oun3jjaN .

eURT(Q
Chlegso!

eueIQ
9T3qT1D

rURT(Q

eueI(q

g xtpuaddy ut

oded
ep o3aleng ‘L
eTay "9
OAT3E3TODY *G
OAT3E]TO9Y P
004
¢ B BTV
OTT3UI03TH '€ TT
OAT3IR]TO9Y 4
odeo
ep eTay "Tx T

uoT3jelusunIlsuy

3tdtour 3Ixay

<

sxo93orIeyn

2IU39 “ON ~@ua2g

- I 39Y

BTUOJUTSy

7

Awmwav TPIOOUOD TIPATY oT JO SIUSJUOD




67

3IN3X91

03e3lI30U0D Uiim

sieq 1Y eI13S9YysIo 1INJ 9 M = OTTauUx03Ty
s1eq GE onuT3uod Ommmf 9 W T101X83 T® ozzou ug vjueTely o3lasng LT
b ) oxbesTaW
saxeq ¢c onuIjluUoD 0sseq D 8O0TI}BTOORD I9SSI,p °§ ejuetely oAT3e3103Yd 9T
7 . odeo
sxeq (0S BI3S9YDIO TINI q 9 ouxol ToA ¥ ejuetely ep etay ‘ST A
sxeq g ONUTIUOD oOSseq o} eIToq«RT  UBTA en oummemE o>ﬁumuwuwm A
onuTtluod osseq
‘ojebrTdqo . : odeo
sieq (6 510TA op asseq a 9 OT3TD IT TI0bTOZ 3YD oxbeaTon ep etay ‘€1x
sieq mm onuT3UOD OSseq D I39x1 1P AMCHO okbestow OAT3R]3TO9Y cCT AT
| — ‘ iy . .
| 2aIn3axa3 . - / ,
O3®3190UCD UITHM -~ odeos °
sieq 9V BI3S8Y2I0 TINJ d Muu 8TT33S °ATA oT1odv ep etay 11
| _ \
saeq ¢ onuT31uUo0d O0SSeq o) TO®F ©Il BW o11ody oAT3IB3TO9Y "0t
. oun3aisN
o1Tedy
saeq; LC BI3SAUDIO TINJI e MNU Iouoy 134 ‘aTs8qTd oTal ‘6
1 .
ouniliIaN <
9T2qTO !
sxeq [T ONUTIUOD LOSSBq 2 T®TD T9p OTUD20,T uOsS O ortody OAT®3TO9Y ‘8 1T
yabusg uoT3eIUSUWNIJISUT Aoy I939W JFEIOUL IXIL muuuomumzo sausn *ON. -
(KR

2Uv0g



68

sieq gg¢ eI3sayoi1o TINnJ P - . O79TD TP Iowtl T[,ead oxbesTon BTy *9¢
oxbes1sw
09s59],
sieq Qg ~OonuTlUOD 0OSsseq . D 99 o3sntbur,1 TSOD BUOSPTIH OATILITO9Y T4
saxeq g1 onuT1U0D OSseq 12 M .ommowu 199 ePIURTRIY eTIY ‘v
ejueTely i vua%%
oxbeaTan . =
- - . auoseTn a
sieq G onur3uoD Osseq o) s Tetyburd TT °pped 0953, OAT3E3TO9Y ‘€2 o
. : , : 090uT]
. suoseTn i
93sveoy
o 0953, .
suzoy yjIm oabes oW 2\ — .
siedq T eI13ssysIo TIny 9 ﬁ Tetybur) o191y T BUSTA 2Te3y . 010D © 224 TITA
ONUTIUCD OSseq ’ gm[ . : .
. ‘so3eb1TAqO , z . ) ) _
sxeq (€ uUTToTA pue 80dO b ° osopuo obetad I 0953, : BTy 1 O
o9s9y . .
sieq 6 onuI3UOD OSseq 0} opI3iutr,1 00204 . BUURTAY ~ OAT3IE]3TO9Y : 1TH
. . euueHUT , W . . . odeo o //4
muwn i7A7z onutjluod oOsseq 3 - 9 ‘ezzoads Tw ‘euopueqqe,i BPUURTIY ep eTay 6T«
. .
saeq 9g¢ OﬂC.HUCOO osseq 9] » PUURTIY 9I2TT3FUT ruuetay t ! OATIRITO9Y ‘8T A

y3buag UOT3e3usaunIl3sur Koy I939W 3TdTour 3IX9] s1230BIRYD aIuan *ON auaong



2

69

odeo

sxeq 6¢ ONUT3UOD OSSseq 1) M ePIIUT PWIUR Uf eUuURTIY ep etay "8¢
auoseTtsH -
sieq 9g onuT3uod 0sseq o) 9ss9183uUT, T 19d UoseTH rUUBRTIY oAT3IR3ITOSY *LE
sxeq (¢ onuT3uUod .0sseq =) ¢ &WTH.G rUTYOBU mumwz@ . DUOSETH eTaIyY *9¢
. 2 o IuoseTH '
sieq 81 ONUT3IUOD 0SSeq o) T30u ouos Tnb oduy ‘mc:ﬂﬂua OAT3B3TO9Y ‘gg TTIX
b .. ‘ . 1004
sieq L2 pI359YynIo TINJ o) muu BUURITY BZZITI99 0959, Z © eray “bE,
suoseTH
© BUUBRTIAY
ejueyely Y
sieq T¢ ONUTJUOD osseq o) ouew enj .(,MQ 0959, | oATIER]TODY ‘e TTX
odeo LY
sieq zg¢ ONUT3UOD OSsseq e o) 100 un o7og BPRURTRIVY ep eTay -Z¢ Vi
. ‘ . ) oy L : . : ’
sxeq 1 ONUTIUOD OSSEQq o) T9ITSSOIIR 18 OpIY ejuRTRlY OAT3I®3ITOSY 1€ X
sieq 9 pI3S9YDI0 TINJ . d 2 oTTauI03 Ty )
sieq 1z OnuUTIUOD OSseq d 0 x0D T @bung - . suosery eIy ‘O€x )
sieq €¢ onuijuod osseq .u. 03190U0d T, oasnib 150D auosein o>wumuﬁomm ‘62 X
o®ouTT . ;
sxeq ¢g onutTjuod osseq nm M BIX93 eASSTW Teiaybed ‘83s5eOY o33and *8Z
. 020uUT]
0989,
suoseTrH .
sieq zz ONUT3UOD OSSEeq o) =g optaoxduT awag, 83svOY OAT}E]TO9Y LT XT
7 . i
£t
yabuag uoT3eluUswnIISur A3y I939NW 31dTour 3IX9g sx930BIRYD ?axuan *ON |8uaog

-



70

sIieq g9 . e13sayoxo TInI 5 o}

* OTT9Ux03 Ty i
. odeo
sieq 9g ONuUT3uod osseq - ) ol eTSOTeb OpaTp Tw TYD . ©op9R Bp ®TaV =17
. . OSTIN 0SOoTay
sieq €8 onuT3luUo0D Osseq oo aejrnbasxad e Tuusp POpPSW  /OATIRITOSY o3 7
. G .
sxeq 01 eI3ssyoro TNy . = /\\ & N : oTT?ux031Ty vy T
IT 20V .
s1eq €5 ®I13S8YDI0 TTN3 5 b _ p — orTed/ATY ‘g%
© ex3seyoio 103 ) b : , . or1Ted/ITyY S
sxeq 7L . o .
OnNUT3UOD 0OSSseq 9 d swxojTay, 'aq oxbeaTsy etay rd 2™
[} : . . ——
0953y,
B3URTRIY
suoseTH
. oxbesaTon .
sxeq £y ONUT3U0D OSseq . 0 0959 9 'iueylely PUURTIY _ OATJIRITOSY “1v AX
saeq mm‘ ONUT3U0D OSSeq - . oded ‘
‘11 pue I SUTioIa b o) etsoleh OTOUTWOD OF oxbesalsn - ep BTIY Y
rUURTIY
uUOSeIH . .
sxeq €7 onuyl3luod osseq D I0A TP TYDS Twal1dg 'oxbesais| - OATIRITOSDY *6¢ ATX
<N R . . . .

yabuag uoTje3USUNIISUT  A®Y  I93I9N 31dIour IXBI,  SI9IORIRYD * 3ausg oy eusog
; 7

-
¥



of

s}

8 ‘ : . : odeo
ONUT3UOD OSSEq nm 9 v 9AI9S BUYD ¢ ©09S3], © . ep eTaAY
. : . . N, - : A -3
. . . ..m.«..
sied 8y ) aan3xa3 .
03®3I3DU0D Y3TM g - - - .
vI3s9ayDIO0 TINJ nm 5 . OTT2Ux03 Ty A
sxeq zz nut L2100 osseq ] 2 $09s8L TP 100 T,9,40Q ‘ 09s3] OATIP3TOSY +9g w>
sieq /¢ ouUlIT3UOD osseq 3] 9 o3tpeab 9 018z TT °S 0®DUT] BTIY *G§
' ]
. 0989,
sxeq i ONUT3UOD osseq o) 9jusbh eny e 09DUTT OATe3TO8Y 2 A
5 . 3
/ 4 : :
sieq 6 BI3S|YDIO TINJ p 5 . v O13oux03 Ty
OﬂC.ﬂUCOU osseq ) b . . .
sxeq (7 ‘s8o0qo 03eHITQdo ¢ o) 9 9102 OTW TO2 OPTIUT euy | euueTay BIIY . €S,
sxeq ZT onuTt3luod osseq o) Teataxoqqe 9adwas UuoN RPUURTIY OATIRITI®Y . °Z§ AT
sieq pz onuIr3luod Osseq - J M .muﬂmwu oxaey, T opueng . auoseTH eTay IS
sieq z1 onuT3lUOd oOsseq D osnyuod obtoa TT 9XJUSK RUURTIY ‘oAT3R3TORY *0S 11
saeq (T 4+ onurjuos osseq o) M h 03103 m suuoqg © 93sedoy . BeTIY  ‘6¥ - . .
: o suosetn ) -
sieq.gT OnUT3U0D osseq o - 93sedy [9pa4 ‘uosern © 893sedy  OAT3IR3ITO9Y ‘8t
oncﬂucoo osseq - L . ) : ) ’
'519p10091 T : . odeo .. -
sixeq pg -21 o3ebITqqo ¢ 3 . o - ) T9TW TYOOQ - suoselsH “ep eIAY. "Ly, TIT

yabusg uotjejuUsUNIISUT A9y ISV 3tdTour 3IX9] sasjoraey) aausy * ON Qauaog

-

v



(e

v,

#
' . AP m»zbﬂ%'
. : sieq 6¢ muuwm:ouo 103 Y .M .woumuuma.ﬁmv 13xTds eIPSKW etay "GO« ,.
. < e TN Ty .
sieq €1 onuTjluo0L OSseq D .8UOSPTH Mmawm 3yo mﬂo mmvmzuﬁmo>ﬂumUﬁme “$9 X .
: S S 5
onuT3uUO0D OSseq . : Tl
‘sojzebrTqqo - i IR L ., odeo
saeq z§ uoosseq 3 20O o) v TWTISTSSE BPUNIIOJ rUURTAY ep eTHy ‘€94
@ - By )
sieq 9 ONUT3UOD OSseq D P3RTOAUT BIURTR] . .wcqﬁawm ‘onT3e3TO09Y .N@F).xﬂ
. P ~ .,., P - ’
sieq 9 - vI3SaYDIO TINnI 9 o) . e dw OTT9ur03Ty
52 «{,I,)‘ oesag, - : . 8,
sied 6T OMUTUO0D 0OSSseq ) o) OTYOSTI ep QI9ATeS oxbeaTal - oj3snd. © °T9
P, s ' ‘ejuerely
- A PUURTIY &
” S o
. . 0959,
a , w . oxbea1on L
sxeq 0y onuTjluoo Osseq o) gejueTely TYDISDBITS OBDUTT * .OAT3R3TOSY 09 .
’ v
vI3S3UYII0 T[INI g ,
| onurluos ‘ )
osseq ‘03E5 3
) -TI4990 UTIOTA 8 2 - odeo
sieq ¥/ 3 19pIODdX iy a 9 »w LIBS 8aop ‘eiueiely oxbeaTsn ep eTray *6Gy TITA
- BUURTIAY .
sxeq G¢ ONUT3UOD 0Sseq o) USTA OPUTSIY | ﬂﬁ ;0959 OAT3®3TO9Y . ‘8 - TIA
yazbusag uoTjEjUSWNIISUT Aay I938W atdTousg u&wa .muwuomuwcu 2ausy  *ON BUddg



. . ! . L
’ e i » R . :
- : - A b .J.r - .
P ,ﬂ o ~ i : Y
2 o S . . \
. . . q. . !
- ' ¢ n.~.w,’ ! - *
eaisgyaio 1Ing , . o ¢ . . S ..  oTTPuz03Ty .
sieq gp . A L y 9 . ,
, ‘ ONUT3UOD " OSSeq T = o g , A : -
‘03ebTIURR. UTTOTA ) ,me:uou.ﬁma auoserts) eTIY" o ™ : ¥
: onuUTIUGD OSSEq . o : _ o
sieq Gy ‘03rbTITgqO UOOSSeq - 9 . ., .. .-etsolab Tp 1dasg " 09s3], ’ eTay “Clx ‘o
. # ¥t T T : <50 ;
T : : X .
, . Lo N EN e 0983y, o : -
‘sxeq g onuT3uco osseq 5D -~ I9pa3 ooTue py @3seoy  oaTiexrodw-  CTL ATX T
sieq. 07 BI359Yyd10 TIn3J D b T “ A : oﬁamﬁmouﬂmn )
: ol . . N . .
) . , - . N R ~ oded . , ,
i} sI1eq g¢ onuT3U0D osseq o) 5 d - o T Touy epInd oabeaTonw ep. ®TIY . 0-QL
- ‘ . - . DT - - . 4 e
. - : . .. . AP
mw & N & ) h N
. ) : S 23seoy o =
T o SEEER -~ e ' -
. . N 1 - cJdosetn ] ) »
=1eq €¢ " onuT3uod  osseq e £9,n0pP eluUETE]}Y ? oabeaTon Obﬂu@w#omm; ,“mw. ITITX
' . » . - ) » ,
. PR . R 93seoy L i .
) - saeq ¢( Jonut3uoo Osseq 0. 01193 TOp IRUTWINT TV ‘suosets QATIR3TO8Y 89, TIX ?
= . —~ - - . © e3juRTRIY . ’ )
. . . : % R : “ . N
A CaemRAW T
. N4 : o - o N 2UOSETH o .
.sIeq g onut3Iuod ommmn . D L. '’. 01393 9YD -faaseoy | 0AT3IR3TOBY *L9 '
o ' o > B ke - o S 4
. i auoseIH . i &
saeq ([T ~ PNUTIUOD 0sseq . ® e - mITbRUED TTA ejuetTely * 6339nq 99, TX
N : 3 L : B .
L . - ! ’ . - o g
g2 y3busg UOT3IBIUBWNIISUT | ADY  I93IOW .S1930RIRYD  + - BIUSY . ‘ON  BUSIS -
- E * 2 . . . . . ) ,. . [ N S u e .
= - ] . .




.gy“

‘JQ{

74

~ .
sieq p§
sieq Op
sxeq zg
sieq /7
sieq vy

saeq

e

33e3I90U0D Y3TM

i 2 = >
4 ~ -
N -
s
. B
- .
s
. g
[ <3
)
A S -
3 .
-7 t54
R
&
- o ) K
< . R . '

muumunuuo.ﬂﬂsw

- .

BIJISIYDIO HmSW X

kY

oscﬂucmo.ommmn sTTqeoRTgUT BumN
B3 : '

OnUTIUOD OSSEqQ

ONuUT3U0D 0SSBq

z

onutT3luod oOsseq =

o

2aIn3xal e

u. ouchCOU:ﬂquWﬂcﬂ&
L 9 - > Ty J
S . .

rIlSayosxo IIn3g © b

onutjuoo osseq - i 0.

. .;O@:mﬁ 3 TN
— ) st . . . . T
4 - . J,}\t

.- eotpnduT,p Twieadelr

‘paads* Ta3jo0s
J . ,

v

m,mu:«wmu@. v

(L
4 .

- - < W‘ La...[
@u:mﬂmum .&>Humuﬂowm$

s
- odeo < i
oxbesTon ep BTy ‘6L o , R
e, . o thw
.mﬁcmwuﬂm. N g S : .”; R
ejuerely o 7 -
oabeaTsn OATIR3TO8Y, - "8l ,mMW>x,. i
’ . A : TSR . W
o . . , v O |
” 0 :
. L o .
.- .
ejuefe3dy ¢ 03390Q LLs

ejueTely  OATIR3TO8Y:

ES . .o .2
BBPIW
PRUBTRIY -

_eyueTy -

100A
€ v eray’

- b §
- . S eopapW . - .
: LT . . e . -7 O rUURTAY . . " , .
sieq Gz * onuy3luos: osseq S o) : mwmmz.ﬂ@.muﬁ.apmaz PRIUBTRIY  OAT3ERITODY “BLT AX
L . R e : mﬂﬂ . .ﬁv .
“ ‘ CAA . B N " 3 Y [ o
yabust ' -uotejusunaisur - Aoy npa939W - . , 31dTour umM% sxajoeiaery) 2IU39 *ON auLoyg ‘
e it =y . ’ : ; - = ;.
- . T LI e S N : . « .
.o . ’ ER: R VR S . .
. . w o O g ’



.~. -~
.3 = e - ﬂu: ’ . .
= £l
) N, -
o . ’ -
. - . -
o oo ) ) «%f o s ejURTe]lY. ;
saea [ OnuT3UO0D OSSEq’ O .mmﬂﬁm:omumma yad -oabesTan oAT3E3TOTY *Z6
.. i LN - N - : Wﬂcm..mmué , To0A
sieq TG ) w,%SCﬁutoo osseq o aﬂ , o¥ ¥ Tona ss QITIOW oabeaTon 'z e eray ‘16
R - - eaueteay . .
sieq ¢I © OMUTIUOD OSSEeq-: o> & oj3t3uad HO>0£UHHQa9m. . oxbeaTsn OAT3R3TO9Y ‘06 AT.
) . 5 s - ...‘Mw,. o S~ P N
. sxeq.gg ONUT3UOD OSSEq 5] ° QTIqnU Q3 T3ID+TT,S ' PUURTIY . eray 68
- ’ ’ - L] Xy ». ’ - . ~
- - S * -2
] - & ‘ i PUUBRTIY
° o : o . - ejuelely R
saeq ¢ OnUT3U0D Osseq; o) ¢ Hum.n..ﬂ oddoqg oabesTan oAT3E3TO9Y | "88
. ' 5 - . R § . . .
P . ; b - - ;
< 5 : iy ‘ -
B IN3X9] v < . ~ ]
_©3B3I9D0UCO YITH e . < . . ; - odeo’ ;
sieq 69 BI3SBYDIG . TTNG = ®0003 x9puUodsSTI; T, BluRIElY ep eTay “l8y TIT
sieq bg onutyuda ‘cgseq - i) oubsps Tp IadJeway oxbeaiow waumu«.om,m T 98«
onuUI3IUCS " ST - . s v,
. . w . L gl p N Lo
.. osseq’‘sof®b11q i .o : - A & 'y
-qo 3T0TA Op & - o . o ° ) odeo
Tesaeq (§ mmm‘m@wfao,Ommmn d. 0T .. - 1oey 9 1diag, - oxbesToN ¢ epretay ‘g8 IT
saed r¢ - . onutjuco o8sed{ - ' b e 5 aw “fy ousad @ oxzjog‘’ rUURTIY eTIy *bg
- 3. : 0 4 ~ . e B
o : iyt o . .
. . B ‘ L , OAT3IEITO9Y
sieq 9g onuT3uoD o0sseq P - IT3xBR Te vzZonne uog, T BRUURTIY /0SOTIY €8, . T
o ' . . ) N ' A A . . RN
s 7 - S = R
ylbusg UOTIEIUSWNIISUT Koy , . 31dTouy 3x%°L = Si@joexey)n a1usny ~ ‘oN  Busog
' - . ' ' - ’ ?
e PN - : - ) kY
; 5 . IR « IIT 39Y¥ 1 & ",
Lo 2, 5 _— ' ¢ . -
e , ) \t%v . R « N
.o : £



. " 5 Py
wﬂw - Y A =
! ’ - v.“rJ“n 1\ Ry > <.
w5 o T
. i- hd R B
- ) , -3 o . . 9 A_w. v )
© sxeq L€ OnuT3}UOD osseq e} NM TSIBATOSTI TP o@&mywm oibesTeW . ep ©YAY - "€0T
0 i - . . N -, PRI B R
dn! sieq pI onuUT3UCD OSSeq D s s3xed erddop ep. obbap . dabeaTaR .mU>Wu¢#mwwm *Z0T
. - - Aw.vv t ) H ] R ) N .A &
b, R
. 2% . odeo .
) & , - b4 ep OAT3E3
< sieq zg . oNUTIUOD OSSEeq R o o 03e3S 019STW BYD oxbealoW . ~-TOSY/eTIY  TOTs TIT
M. ’ A.HAW .w. . ' ‘.ﬁ AN ) ’ ’
3
. ’ 3 - ] Omwo
OnUTIUOD osseq . [ > °  ate3eg; esnes eifed o 092Ut , ©ep e1ay
sieq zg E o 5 . - . . . .\
vi3sayoxo TINJ b R o) oTT8UIO03TY *00T w4 e
! p ey “
- mvw 5 S auoseTH 4 .
- . : 3. : . . . N
sxeq T onUTIU0D osseq q . o | BPUOIOQD TW Iowe,T 9§ 0953, o33eng *66x
H . Q n N - . MUM - - B
. . - 7 ‘ ‘ o9sayg,
. s1eq ONUTIUCD OSSeq . ®IepIe] BP ?,A UOU NI . 093UTT  oAT3IR]}TOSY ‘86  TIA
’ . . o R - ' 'y
‘ . ) odeo _ o
s1eq - ¢ onurjuoo osseq p o3xtds Ip oIsep Ty 0989 ep eTaAY ‘L6
iud -~ \ AL B s . X
. o R o, Cli{el-2 45 oo~
5 &xeq g8 _ - ONUT31UOD OSSeq D eioy,T e3uTnb 8 ‘uosers 09se], - oaT¥e3Toey ‘96 . TA
, ’ A - oded
sxeq gL ©I3S3YDI0 TN d M“o uss -Taq up - auoseTH © ep BTAY ' ‘G6w
) - T ’ . ./ .
saeq 12 ONUTIUOD osseq - o . esoTooTa9¢ BhHaT JUQSBTH . OATIPITOSY ‘v A
- e B . . S e, . o
870TA 9P - .
“Sseq U3TM UOOS | , )
. T /IT UTIOTA e R .
I @0qo ‘1 : - o oxbeatsK® ’
SIeq ¢y . UTTOTA UaTm I 3040 o M * Tjuewe ButuR, T ON ﬁ%ﬁw« o339nq “E6x ,
. : - . / . ’ : B
:.y. N .4. ,\d)r . . © .
. , L @ Sl o
y3zbusg ‘UoT3e3USWNIISUT Aey I939W- .. ¥idTour 3x9y sag3oeaeyd 8IUBYH *ON |uaog
* 2 - . . - . " o2
: . , oS ]
. q .
| o . |
si T .7 > K - <,



o
) » N . R N.nr .
IR 2N - . . X pww . .
aan3xel 2 - g
s — . ~ R
&4 03B31I90U0D Y3ITM n 5 B 7 NG N
L N sieq mv:ﬂ‘. muummzouowﬂﬁsu S | , 0 I2Quaps v =» omwm% L .OTaL “ETT+
- CL : - 2 Lo LY )
N o - . ) 935°OY . L . .
) - 09DUT] . : ) =
. suosetrn
‘ . 0959y, TN
Ssieq 6t ONUT3UOD OSsseq o} D ~ 93803 Tw TOA - oabesTan 0OAT3IR3TO9Y *ZIT O TTIX
. . . o h - ‘ ﬁ
- sIeq Qv onuT3lUOD Osseq - e M aT3snbue;1 =9 " 9358y - - eray o .
. V »~ ! . “ .
o - ! L BT
sieq ( e13ssysIo T3  ® 5 -oTtauIoaTY CITI
] , - . - o auoseTo- . o
ONUT]UOD Osseq e o B T4 o ‘oosag - o33eng
w pe PRI T . ll.s owmmﬂh v
“sIeq 17 - : . b : R . 090UuTT S
OnuT3UO0D Osseq e muU o MHmmmm Bl @ mummsooo " @3seoy /OATIRITOY . 0TI ™% ¢
. . T, . -0DI0,T ® & . . Hoo>n , . )
sieq 87 OnUT3UOD OSseq . .. D o wm ﬂmm fooToD e HmHOB : ,8UOSETH ‘z e maw¢ *60Tx !
. 5 [N \.4 (w R > 3 oty
. . K , I auoseTn . v
sieq g onuT3UCGh osseq , o R mumcm:Qmw eTUOPTTRD | 0959, OATIRITIAY 80T«
. - T3y
sieq Qg - uoosseq 'S30qo 7 o) v = 23Te133y . *[0Tk
‘ : 9 2 < & -
sieq zg eI3$3YOI0 TINJ o . o - . : , SYoXBW. ‘90Tx X
5 S | o
onuI3UOD gsseq 5 9 . PUAD3D ®BAT . ©opoN BTay .
. N o - ~
sieq Ty . & . -
. b S
vI3seyoIo TIny ) - ‘  oTdpuroaTy * 50T
N o 9 - : : oxbesTan : N
saeq zg os:ﬁuCOﬁ%OMMWb 0. odwey nr1d 3 uou BYS yy " 7T eopeap o>ﬂwmu mwm *POT X1
T - N . ‘ e S .
. . ; 7/ =
yabuag uoT3IRIUBUNIISUT Aay . 3tdToul 3IX8y 3 SA9ORIRY)  ~ "ON  @uddg

J
A



Tl . )
m”u\ = - ..@. . 2 -
S « m.\\m“ ‘ .
.. =] Sy \
’ ) - , ~ fe .
~ . .....w . Sy m N it I N
“w 5, . - i .
@ s, b -
: 21n3xX33 o . - Lt
03e3430U0D Y3T#M - o Yapon “IdhoA
- g . o i ; .
saeq G¢ eg13saysio IIny . @ - M : OI8STW Tye TO83 3YD “OSTN 7.8 ®BIaY 0T«
- : . . /
A\/ -2 , \.y - . o : ﬁ oxbesToR
. . - 080urT \
L . 1=EY e TN
. e f o % . auoseTn . . . .
sxeq 87 onutT3u0a” ommmn 3 . “exedesad T3 _UOSETIH g ejueely ,omﬂumuﬂowm . 61T AX
. , ) et , 6 .- .
) " onuTjluod =~ - : M g .
osseq ’‘o03eb11q ot , g . _ :
’ -qa ssoqo ¢ ‘o3, Wy e L
_sxeq /¥. -EHTTIUO SUTTOTA & as LO9F3L TP eUURTAY RUURTIY o33°9ng 81T « .
. . . - " : w9 . ..w.mqm... v . =
T .,..wf...ﬂ‘ . . oabestew -
W R L M.MG ., g - w auoserns
mwm.. : . rjURTeIY N, ™
~ S o g . 0859y, : . :
sieq (g ONuUT3U0D 0sseq i, D I9TW TYooo,TTH s enbung- BUURTIY  OATIBRIOSY . LIT  ATX
: the : . : : 2
i ‘J ..,,\M N N mcomm.-ﬂo )
55 A 5, oxbeaTon
. . r.». 0953, . :
s1eq 0Z ©  onur3luos osseq . o- ’ x_,,,muﬁWﬁum e31sang . -ejuURTE3lY  OA¥IRITODY. 9T
w. : -~ oded Uy
saeq QOf SETUTIUOD 0SSB(g nm w3 , o) ? Seoerd ‘Tw TYD pjuRIElY  °  Bp eTAY - "GIT
. R ¢ . N -
N " oxbeaTon - N
o H
y auoSeTH. o
o o o9say, . Kk R .
s1eq. 71 OnuUT1UOD OSseq o TI9TIISOND TA®IRWIDI BRUBTRIV . Obmumuﬁumww,. “BTT TTIX
s - . ) o - ,,o.,.. ok
ek, e, - S ) . > . i .
..wm.Mr & / yabusg uoTjejusaUMIISUY ~ Aay - mm,u,m.vz 31dTOoUul 3IX9 sIajaexey) - . To8audn, - *ON |uadsg
3 « " B P . Lo i o ) ) . - i , : . i
. . . 1
: N - ,
. ® _ L T <



79

sI10q T€

s b o R . @M "
\\ \I/l‘\« .
. W
el @ N v
i . - "
ES - -
- -
. 3 R
. A
. > : .
o .- : -
rr - Bl o -
5 = [} N s
R @
2. - > a
- NS — .
8 w? - . L
o 3 T o suosers
; . = e ; . - o BIpan ~
R . - 5 = o T ) G : \% - 0959, <
. 2I03%933 ’ I o euuRTIY v
: Lot L , ’ _—

o  01R3I90UQI-YITM .
sieq pg

o

sieq ;72 .ozcﬂpﬂvo ogseq’
) ¥ANIXS]
03®3IHOUOS YITM

3

sieq (g« * _ONUTIUOD OSseq:
Le . oS

s

.."‘:;’\'ll

muumwﬂo..wo. TN, -

O S <

-~ 21383YsI0 TINg e &

P

oxHedToW -

sutnx ' TIOUTL evauRTRIY
Ca N

PO g “ ~ -
B . = 09s9y,
Lo - . L o ] suosets

o E oxbeatapn

<ejueTRly

: AmHOW.mu m ommmmawz
7

Feaog b © . 2uosern

£ oL eapay

: T 0983,

-eUURTIY

| BuWTy,T 9P 9TZTTSQ

OSTN *
IM. 3 - , ‘. e e9pPOn
. ejURTRIY
Sosay
QUOSeTH

N

.J.

PN
NI a

.u,ouuwmmo OOﬂmmuwﬂﬂw ¥
) ) ] {

s

; o

I P

OAT3R3TORY -
- F) L.

N

ox0)

Y

4

‘oax3paToRy

E€CT

"eeT

12T

‘y3buos., UOT3P3USWNIZSUT

3 &

"

- Koy ~23 3tdtoul 3xey

sxgjoeaeyd |

axusn

: 4.;02 ,



S § 5 e
" ‘ i ' i A My " o *
R . . ) & 7,:‘. . Y
' - o
Q -
CEy
W i ' A
B .
'- S
o
AR -
‘ APPENDIX B . ¥
S ‘ e . : :
o " MUSICAL SELECTIONS
, ,
a
14 J.»
-y N . . '.k
v [=Y . ., “
. oy y
<
w’ ' .}
™
1
. .
) i \ L ‘
’ - s v, ,
” A 1
) o . .
. - ' i i
3 "
80 \ _ ,,
e A ’ v .
’ " . 4 .
. ‘ / ;
e )



81

.

This appendix contains a substantial and representative selection

of music from Le Rivali Concordi, intended to supplement the discussion

in the body of the text. It represents a portion of an edition of the

opera whicn‘was‘prepared by th@f @ﬁhor;in preparation for this study.

AN
N

The Sources

The music in the edition was prepared from copies of three MSS of

the opera' now in -the British Librarfl ~ They include the composer's
autograph§~(MS R. M. 23Q§.2—4), (a facsimile of which-is available’in

the Itallan Opera 1640 - 1776 series; see Selected Bibliography), a

’

copy . of the autograph prepared for the 1694/ performance (MS R. M.,

23.k.1), and a copy of the copy (MS R. M. @g.1.17), dated 1697 (both

v

e procured on microfilm -from the British Library). The"autograph

)

contains alternate arias or scenes at the end of each act, .most of

which are added by Steffani, two of which are wrltten 1n two other

hands. These items show signs’ of ;editorial revision, or include

indications for (optional ?) -cuts. The 1694 MS incor.  -ates some Of,

the alternate material into the body of the opera,* and supplies a
¢ - )

‘ballet to conclude Act III. In this M§, the part of 'I‘eseor originally

£\ ‘ ' . -

‘for' soprano, is rewritten for alto. "The 1697 verSLOn, ‘prepated by a

3

profe551o al copy1st, contagns La ‘list of chracters, extras, sets,

1Y
’

mach1 es, aqd ballets whlch are absenf from the other two MSS (but are’

4

sLescnt in Exhe libretto); it also includes a Table qu Ar;as.
Otherwise, its content is virtually the same‘as<that ofvthé 1694 copy.
The libretto source  for this opera is a copy of ~a printed

libretto 'in the Herzog August Bibliothek in. Wolfenbiittel (Textb.

' ~

[}

.
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g ' b
417.1), which is reprinted “in the iﬁhﬂian Opera Librettos 1640 - 1770

_Series (see Selected Bibliography) .

Editorial Procedure. _ BN

Every edition of music necessarily involves some compromise; this
R ! 3

one is no exception. In an attempt to achieve consistency of the fifaa
'product,,dnevitably certaindidiosyncracies of the composer's notation,
mhich ’maf ‘lend insight ‘into how ‘he perceived the music, are
eliminated. (In this | partial edition, Steffani;s" beaming of

- 1nstrumental parts, whlch at tlmes 1nd1cates phrasing,. hasGbeen revised:. .

,.

and beamed consrstentlywby beat) _reader,ls encouraged, therefore,
% P o : A . 3
to consult the publlshegggﬁéélmllé ofrsteffanl s autograph. -
) \& » U ’i (2] \J '_’,‘ )

In preparing thlS ed1t1on, the’ author has prlnc1paIly consulted
. . 5 .

I

the composer 's autograph (facsimile), relying on mlcrdfllms of the
‘ other two MSS prlmar1ly for a551stance in the correctlon of errors, for
the addition.of-occasional ornaments, or for providing 1nformatlon in

P
headlngs to musical numbers absent from the autography. In the caseioﬁg

, ,f‘O \)‘4'7».\_;
some mu51cal errors {too many heats in a wvoice part!as compared w1th
(A . < b . .
- . 'its accompanying continuo part, for example), the copies have"sometlmes
‘ ’ = '
{4

proved no. meore helpful than fhe autograph, elther reproduc1ng the

‘r,

errors, or" creatlng unsat ksfactory and equally 1ncorrect SOlUthﬂSrOf -
. "‘"{ v
45 .
e j>~
X G
thelr own. Ln correctlng these errors, the autﬂ\g has generally made

¥

as minor a change=as possible'(by changing-the Value‘of a rest, for

.
‘a
?

example) . . ‘ v
Clefs, time x%ugnatures, and rests have been modernlzed (The

original clefs and time 51gnatures are 1nd1cated at the beglnnlng of



a

Y

) . : . . . > '
each item). Bar lines have occasionally been added- where they are
missing in the autograph (b'ef’ore final whole notes in continuo parts in
recitative, for example). Numbers containing half-bars are usually

re-barred, but where this has proved unsatisfactory, time signatures

O have been . inserted to clarify the meter.

In contrast to the early eighteenth-century practice, Steffani

\ —

< uses key signatures in recitatives, frequently changing them’"hiqt'hfn a
number, always doing  so at-the beginning of a 4sy‘stem. (The exceptions

. 2 a

occur when a key signature change occurs .at‘ the beglnnlng of a’ hnew

character's music; that, of course, occurS” Q\: any p01nt in a system)

The' author has followed the same vmethod-— also changing the, key

45 signature atithe st/art.. of«lﬁg{
N w',, \ . ,l‘ &
the 1etter of Steffam. ¢S autography. Th;;;s hﬂs“

Pi"

| . . ‘, )ﬂd

%qxdlté'& tm the use of

. ;«n\ . “‘?

fewer, 7ather than more.accide‘ntals. : ,;

SRR W1th few exceptlons, Steffani does "not figure the bass® (using
t‘t . i : ’ e ' . ' N

only acc1dentals, never numerals, when he dh'es), ':’bl’y because 'his

3 =
-

‘ ‘harmonles are generally very 51mple. v Acco dlngly,' the contlnuo part
/ . {j .
S ‘has’been left unreallzed ‘in thése excerpts. B
P R AR . s . . .
To indicate a % capo ‘in an aria, 7Steffani nérmally provides a
: H . S ' - »
’ » text incipitl after section ."B", and a double bar through a staff to
4 . ~ _ . | ) S ~ B ‘
indicate the end of "A" in’ vo’cal and instrumental ‘parts. =~ The -aathor
- ' . : e
- 1fhas s:.mply J.ndlqated "Da Capo “and used fermatas ( ) for the end of
s - = :

A" to ellmlnate ‘double bars which are -normally in dlfferent places 1n:'

>vocal and instrumental par_ts (and not generally at the end of a bar.) .

L
(S8 L . N PR

Designations for - instruments are restricted to those in

‘stéffani's autograph. In all cases, they have' been moved above the

-

. staff.

Wsystem, follOw&M‘gbhe spxrl? rather than

o

.“}‘
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1

The libretto has been used to provide addttional information for

“

)

headings, or to add stage dire}:t{ions. In cases where there is a

discrepancy in the text between the autograph and the libretto, and
: | N

there are several, the autograph takes precedence.
Any editorial additio;{s (accidentals, oranménts, slurs) are%\

N . (o ey
indicated in the music with brackets [ ].: The exceptions aret the "'}ﬂ’-.

N
v

arabic numbers in the headings, and the genre identifications, such as
"Aria" and "Duetto.” The manuséript?s provide such identifications only o

. BRY '
in the case of ‘instrumental numbers (Ritornello, Marche, Air). Other

, . ~

editorial changes are discussed in the Critical-Notes which folléw the
music. X ’ :
. ﬁ‘!c’b e : ’ - )
Cotps t . - .

I . '4 v . . 5 '
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0% "o , ‘ '-';Zf;
a PEEN .N.\-
. v h ’ !n"n:/'fi:
! it ’.\‘ "\5'
) ; i . 267 “
v 4
v o : X - -
No. 13: ‘"bars 42-43: all MSS read " [( “‘" i corrected to @# e's e -
No. 34: bars 12-13: originally one bar; turned into two‘;h-“r.'esﬂglts ,1m‘?}
c o 3., . 6 3 L
/ three bars of 4‘1nstead of a bar each of 4’ 4" add common,
time ~ - : . : .
. . . ol - ‘ .
v bars 6-8 and 16-17:. one of 'the b‘q’&m‘ed- groups.originally reads
L! . . .- . . .‘-_", “ . - )
’ ,[ ,l ,k ;[ " corrected to . .. .E‘ ,l'

No. 45: ‘bar 6: first ‘two notes in Médea's part ‘are corrected from
_eighth notes to sixteenth notes

bar 17: Medea's part origi .. -eads

£ N

7] N 1 & . |58 o P
A LA AL & Py . 1
LIS ~ |y vV & - r J . 1
LA . 1 i, 1 1 n hadRRNITY 10 4} 1
— A A R O T B s et e s
“ ¥ X Xe—— X I—1 | X
" ‘. : ‘ ' v ~ - N . -
G, ' corrected to read thé. samf as bar
;i } e g M vy .

1l N N .
.

‘No. 73: ‘triplet notation in MS_’S thPoughbut ;'.'s -
N . - @ h h N : 6

o -
O “ ‘

e IR ! e N
‘M{}Sw&read : ;i corrected to - e e o - o v

‘ ‘ S . o .. .
No. 86: -bar 8: sixtegnth-ndote rest i- MSS Ras been corrected to a '
X \ . N . . . N
. ‘thirty-second note rest . ' o T Lo
Y ) .. . AN Ny

“No. 95: bar 5: in bass clef, quarter note removed to -change 2 to :

L= B ‘

No. 113: f;nal bar:  second instrumental part: autograph reads

R S G R O R g &'
s . -] v /[T\\' -j:v ’ ° : ) et o -
- kl torrects to. , l.____]‘ Uo . f " é. ;
. e o C . 5 ~ .
B : SN ’ A ST . i : -
L T "o P 2 . O . ‘. . . N
- - author corrects to- e \' . x’ l" Z) T .
- k Lo - '{} » . . v U R - & ]
Aoy - ’; R i ’ -
i v K ] . . ',
, N ’ én .
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