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ABSTRACT 

Melodramma d o m i n a t e s e i g h t e e n t h - c e n t u r y I t a l i a n t h e 

a t r e . Not o n l y did. i t a t t r a c t t h e e n t h u s i a s t i c s u p p o r t o f 

t h e t h e a t r e - g o i n g p u b l i c , "but a l s o t h e a t t e n t i o n and c u r i 

o s i t y o f s c h o l a r s and c r i t i c s . Commonly " b e l i e v e d t o he a n 

a t t e m p t by modern man t o r e - c r e a t e a n c i e n t Greek t r a g e d y , 

melodramma became t h e o b j e c t o f h e a t e d c r i t i c a l d i s c u s s i o n s 

c o n c e r n i n g i t s o r i g i n s , n a t u r e and p u r p o s e . V i r t u a l l y a l l 

e i g h t e e n t h - c e n t u r y I t a l i a n l i t e r a t i , t o a g r e a t e r o r l e s s e r 

e x t e n t , p a r t i c i p a t e d i n t h e s e d i s c u s s i o n s . 

The p r e s e n t s t u d y examines t h e d e v e l o p m e n t o f ' 

e i g h t e e n t h - c e n t u r y I t a l i a n l i t e r a r y c r i t i c i s m o f melodramma. 

A m u s i c o l o g i c a l a p p r o a c h t o t h e p r o b l e m w o u l d c l e a r l y be o u t 

o f t h e q u e s t i o n i n a d i s s e r t a t i o n on I t a l i a n l i t e r a t u r e . 

However, i n a n e i g h t e e n t h - c e n t u r y c o n t e x t , a s t u d y o f m e l o 

dramma f r o m a l i t e r a r y p o i n t o f v i e w i s f u l l y j u s t i f i e d , 

s i n c e t h e g e n e r a l c r i t i c a l a t t i t u d e o f t h a t t i m e c o n c e i v e s 

o f melodramma p r i m a r i l y as a l i t e r a r y f o r m . The i n t r o d u c t i o n 

d e a l s w i t h R e n a i s s a n c e a n t e c e d e n t s o f e i g h t e e n t h - c e n t u r y 

o p e r a c r i t i c i s m . A l r e a d y i n t h e l a t e s i x t e e n t h c e n t u r y , 

melodramma i s v i e w e d as a f o r m c o m i n g u n d e r t h e j u r i s d i c t i o n 

o f c r i t i c a l p r i n c i p l e s a p p l i e d t o t h e d r a m a t i c g e n r e s , and 

t h e r e l a t i o n s h i p b e t w e e n word and m u s i c i n what i s r e g a r d e d 

as a u n i o n o f t h e a r t s i s a m a t t e r o f p a r t i c u l a r c o n c e r n . 
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The I n t r o d u c t i o n ends w i t h a s t u d y o f t h e a t t i t u d e t o w a r d s 

t h e " e x c e s s e s " o f "baroque o p e r a e x p r e s s e d "by C r e s c i m b e n i , 

t h e d i r e c t f o r e r u n n e r o f t h e c r i t i c s t r e a t e d i n t h e r e m a i n d e r 

o f t h e d i s s e r t a t i o n . * 

U s i n g f o u r m a i n d i v i s i o n s , t h e d i s s e r t a t i o n a t t e m p t s 

t o e s t a b l i s h t h e i n t e l l e c t u a l t e r m s o f r e f e r e n c e o f t h e s e 

c r i t i c s w i t h i n t h e framework o f t h e n e o - c l a s s i c a l t r a d i t i o n 

i n w h i c h t h e y were f o r m e d . The f i r s t C h a p t e r d e a l s w i t h p r e -

M e t a s t a s i a n c r i t i c s ( M u r a t o r i , G r a v i n a , M a r t e l l o , M a r c e l l o , 

M a f f e i , Zeno and R o l l i ) . M e t a s t a s i o ' s own c o n t r i b u t i o n s t o 

t h e t h e o r y and c r i t i c i s m o f melodramma a r e s t u d i e d i n C h a p t e r 

I I , and p o s t - M e t a s t a s i a n d e v e l o p m e n t s ( A l g a r o t t i , C a l z a b i g i , 

B e t t i n e l l i ) i n C h a p t e r I I I . C h a p t e r IV b r i n g s t h e p r e s e n 

t a t i o n t o a c l o s e w i t h a n a n a l y s i s o f A r t e a g a whose work i s 

a t once a summing-up o f t h e n e o - c l a s s i c a l t r a d i t i o n o f l i t 

e r a r y c r i t i c i s m o f melodramma, and a f o r e s h a d o w i n g o f t h e 

r o m a n t i c e m p h a s i s on t h e i m p o r t a n c e o f t h e m u s i c a l e l e m e n t 

o f o p e r a . 

The C o n c l u s i o n s e e k s t o p r o v i d e a s y n t h e t i c o v e r v i e w 

o f t h e v a r i o u s f a c e t s o f t h e d e v e l o p m e n t o f t h e e i g h t e e n t h -

c e n t u r y t r a d i t i o n o f l i t e r a r y c r i t i c i s m o f o p e r a . F i r s t o f 

a l l , i t i s a c r i t i c a l t r a d i t i o n t h a t r e v e a l s some o f t h e 

g e n e r a l movements o f I t a l i a n l i t e r a r y c r i t i c i s m as a w h o l e . 

I n M u r a t o r i and G r a v i n a , f o r example, melodramma i s v i e w e d 

f r o m t h e s t a n d p o i n t o f t h e p h i l o l o g i c a l and e r u d i t e i n t e r e s t s 

o f A r c a d i a . The s t u d y o f o p e r a t h u s f o r m s p a r t o f t h e p l a n s 

f o r l i t e r a r y r e f o r m i n e i g h t e e n t h - c e n t u r y I t a l y . E l e m e n t s 



- i v -

o f t h e O r s i - B o u h o u r s p o l e m i c o v e r t h e r e l a t i v e m e r i t s o f 

F r e n c h and I t a l i a n l i t e r a t u r e a r e n o t e d , as w e l l as t h e 

i m p a c t o f t h e q u e r e l l e d e s a n c i e n s e t des modernes. The f a c t 

t h a t e i g h t e e n t h - c e n t u r y n e o - C l a s s i c i s m i s e n r i c h e d by 

C a r t e s i a n R a t i o n a l i s m and t h e E n g l i s h t r a d i t i o n o f e m p i r i c a l 

p h i l o s o p h y i s t a k e n i n t o c o n s i d e r a t i o n , and t h e g r a d u a l move

ments t o w a r d s a r o m a n t i c p o s i t i o n a r e i d e n t i f i e d . C e r t a i n 

i n d i v i d u a l c r i t i c s s t a n d o u t : M a r t e l l o , f o r h i s e a r l y p e r 

c e p t i o n o f t h e i n h e r e n t l y m u s i c a l c h a r a c t e r o f melodramma, 

and M u r a t o r i , f o r h i s e m p h a s i s o n t h e rdle o f i m a g i n a t i o n i n 

a r t . M e t a s t a s i o emerges as a n i m p o r t a n t c r i t i c i n h i s own 

r i g h t , an a s p e c t o f h i s p e r s o n a l i t y t h a t modern s c h o l a r s have 

n o t f u l l y a p p r e c i a t e d . F i n a l l y , t h e C o n c l u s i o n s u g g e s t s 

f u r t h e r a v e n u e s o f r e s e a r c h t h a t may l e a d t o a f u l l e r compre

h e n s i o n o f t h e d o m i n a n t t h e a t r i c a l g e n r e and s o c i a l d i v e r t 

t i s s e m e n t o f e i g h t e e n t h - c e n t u r y I t a l y . 
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PREFACE 

The purpose o f the p r e s e n t s t u d y i s to examine the 

development o f e i g h t e e n t h - c e n t u r y I t a l i a n l i t e r a r y c r i t i c i s m 

o f melodramma, t h a t i s , the o p e r a s e r i a r a t h e r t h a n comic 

o p e r a . I t i s i m p o r t a n t t o note from the v e r y b e g i n n i n g t h a t 

emphasis i s p l a c e d on the l i t e r a r y a s p e c t o f melodramma. I n 

the f i r s t p l a c e , i t i s q u i t e c l e a r t h a t a s t r i c t l y m u s i c o l -

o g i c a l approach to the t o p i c would be i n c o n c e i v a b l e w i t h i n 

the framework o f a d o c t o r a l d i s s e r t a t i o n i n I t a l i a n l i t e r a 

t u r e and would, i n any case, r e q u i r e an e n t i r e l y d i f f e r e n t 

form o f academic p r e p a r a t i o n . No c l a i m i s made, t h e r e f o r e , 

to any s p e c i a l e x p e r t i s e i n m u s i c a l t h e o r y , and r e f e r e n c e s 

t o developments i n music d u r i n g t h e p e r i o d c o v e r e d by the 

d i s s e r t a t i o n are i n t r o d u c e d o n l y by.way o f h i s t o r i c a l back

ground t o t h e l i t e r a r y t h e o r i e s under d i s c u s s i o n . I n the 

second p l a c e , a st u d y o f melodramma from a p u r e l y l i t e r a r y 

p o i n t o f v i e w i s f u l l y j u s t i f i e d I n an e i g h t e e n t h - c e n t u r y 

c o n t e x t . The g e n e r a l c r i t i c a l : a t t i t u d e o f t h a t t ime con

c e i v e s o f melodramma p r i m a r i l y as a l i t e r a r y form: namely, 

as a k i n d o f t r a g e d y . A g a i n , we must emphasize t h a t t h e 

s t u d y d e a l s w i t h l i t e r a r y c r i t i c i s m o f m u s i c a l t h e a t r e , not 

w i t h t h e development o f m u s i c a l t h e a t r e i t s e l f , and t h a t 

w h i l e . r e f e r e n c e s t o t h e h i s t o r y o f t h e a t r e and t o t h e a t r i c a l 
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p r a c t i c e s a r e i n e v i t a b l e , t h e m a i n c o n c e r n i s w i t h t h e un

f o l d i n g o f a c r i t i c a l t r a d i t i o n t h a t r e v e a l s some o f t h e 

g e n e r a l movements o f I t a l i a n l i t e r a r y c r i t i c i s m as a whole. 

The i n t r o d u c t o r y c h a p t e r d e a l s w i t h t h e R e n a i s s a n c e 

c r i t i c a l a n t e c e d e n t s o f e i g h t e e n t h - c e n t u r y d i s c u s s i o n s o f 

melodramma. A l r e a d y i n t h e l a t e s i x t e e n t h c e n t u r y , m e l o -

dramma i s v i e w e d as a f o r m c o m i n g u n d e r t h e j u r i s d i c t i o n o f 

c r i t i c a l p r i n c i p l e s a p p l i e d t o t h e d r a m a t i c g e n r e s : t h e 

u n i t i e s , v e r i s i m i l i t u d e , and s i m i l a r t h e o r e t i c a l p r o b l e m s . 

D u r i n g t h i s e a r l y p e r i o d , p o e t s l i k e R i n u c c i n i who a r e i n 

v o l v e d i n melodramma, a's w e l l a's m u s i c i a n s s u c h as - P e r i , " 

C a c c i n i , Marco da G a g l i a n o and e v e n t h e g r e a t M o n t e v e r d i , a r e 

p r e o c c u p i e d t o a c e r t a i n e x t e n t w i t h some o f t h e c r i t i c a l 

p r o b l e m s w h i c h l a t e r w i l l be an e s s e n t i a l p a r t o f e i g h t e e n t h -

c e n t u r y d i s c u s s i o n s o f t h e f o r m . The t r e a t m e n t o f t h e r e l a 

t i o n s h i p b e t w e e n word and m u s i c i n t h e a r t i s t i c u n i t y o f 

melodramma o c c u p i e s a p a r t i c u l a r l y i m p o r t a n t p a r t o f t h e i r 

a t t e n t i o n . 

S u b s e q u e n t c h a p t e r s examine, i n d i v i d u a l l y and s p e c i 

f i c a l l y , t h e v a r i o u s e i g h t e e n t h - c e n t u r y c o n t r i b u t o r s t o t h e 

t h e o r i e s o f melodramma. T h i s i s c a r r i e d o u t w i t h i n a b a s i c 

f o u r - p a r t s t r u c t u r e : t h a t i s , a s t u d y o f 

a) P r e - M e t a s t a s i a n c r i t i c i s m ( C r e s c i m b e n i , M u r a t o r i , 

G r a v i n a , M a r t e l l o , M a r c e l l o , M a f f e i , Zeno, R o l l i ) ; 

b) M e t a s t a s i o ; 

c ) P o s t - M e t a s t a s i a n d e v e l o p m e n t s ( A l g a r o t t i , C a l z a b i g i , 

B e t . t i r i e l l i ) ; 
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d) A r t e a g a . 

P r e v i o u s s t u d i e s o f t h e s e f i g u r e s as c r i t i c s o f melodramma 

a r e n e i t h e r numerous n o r e x h a u s t i v e . H i s t o r i e s o f l i t e r a t u r e , 

s u c h as t h e G a r z a n t i S t o r i a d e l l a l e t t e r a t u r a i t a l i a n a (1968), 
and of" m u s i c , s u c h as t h e S t o r i a d e l l a m u s i c a (1964) by-

A n d r e a D e l i a C o r t e and G uido Pannai.n, g i v e a r a p i d and s u p e r 

f i c i a l s u r v e y o f t h e m a i n c o n t r i b u t i o n s t o t h e l i t e r a r y d i s 

c u s s i o n s o f melodramma i n t h e e i g h t e e n t h - c e n t u r y . O t h e r 

s t u d i e s l i m i t t h e m s e l v e s t o t h e c o n t r i b u t i o n s o f i n d i v i d u a l 

c r i t i c s , M e t a s t a s i o i n p a r t i c u l a r , and o n l y two works come 

c l o s e t o p r o v i d i n g a c o m p l e t e o v e r v i e w o f t h e t o p i c . R o b e r t 

Freeman's u n p u b l i s h e d d i s s e r t a t i o n , " O p e r a w i t h o u t Drama: 

C u r r e n t s o f Change i n I t a l i a n O p e r a , 1675- t o 1725, and t h e 

R o l e s P l a y e d T h e r e i n b y Zeno, C a l d a r a and O t h e r s " ( P r i n c e t o n , 

1967), g i v e s a r e a s o n a b l y d e t a i l e d a c c o u n t o f t h e c o n t e n t s 

o f e i g h t e e n t h - c e n t u r y t r e a t i s e s o n o p e r a . However, Freeman* s 

i n t e r e s t l i e s w i t h i n t h e f i f t y - y e a r p e r i o d announced i n t h e 

t i t l e , and i s c e n t e r e d u pon t h e c h a n g e s t h a t t o o k p l a c e w i t h 

i n o p e r a i t s e l f , r a t h e r r t h a n u p o n t h e c r i t i c a l t r a d i t i o n . 

H i s e x p o s i t i o n o f t h e i n d i v i d u a l w r i t i n g s on o p e r a i s i n t e n d e d 

t o s e r v e m e r e l y as a b a c k g r o u n d t o t h e c h i e f o b j e c t o f h i s 

a t t e n t i o n . Of more a m b i t i o u s s c o p e i s t h e work o f t h e 

I t a l i a n m u s i c o l o g i s t Remo G i a z o t t o . H i s P o e s i a  

m e l o d r a m m a t i c a e p e n s i e r o c r i t i c o n e l S e t t e c e n t o (1952) i s 

t h e most e x h a u s t i v e s t u d y o f t h e s u b j e c t a t p r e s e n t a v a i l a b l e . 

G i a z o t t o h a s g a t h e r e d t o g e t h e r a n i m p r e s s i v e body o f m a t e r i a l , 

and s c h o l a r s owe him a d e b t o f g r a t i t u d e f o r t h e p a t i e n t 
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r e s e a r c h t h a t he h a s c a r r i e d , o u t f o r what, i n many r e s p e c t s , 

must be r e g a r d e d a s a p i o n e e r i n g work. However, G i a z o t t o 

c e n t e r e d h i s i n v e s t i g a t i o n s o n M e t a s t a s i o and, t o a l e s s e r 

e x t e n t , on Zeno, and t h u s f a i l e d t o g i v e a c o m p l e t e v i e w o f 

t h e d e v e l o p m e n t o f e i g h t e e n t h - c e n t u r y o p e r a c r i t i c i s m as a 

c r i t i c a l t r a d i t i o n i n i t s own r i g h t . F u r t h e r m o r e , he d i d 

n o t s i t u a t e t h e v a r i o u s m a n i f e s t a t i o n s o f t h i s c r i t i c i s m 

w i t h i n t h e s p e c i f i c c u l t u r a l and l i t e r a r y m i l i e u f r o m w h i c h 

t h e y a r o s e . 

The p r e s e n t s t u d y a t t e m p t s t o e s t a b l i s h t h e i n t e l 

l e c t u a l t e r m s o f r e f e r e n c e o f t h e c r i t i c s o f e i g h t e e n t h -

c e n t u r y melodramma w i t h i n t h e framework o f t h e c u l t u r a l t r a 

d i t i o n i n w h i c h t h e y were f o r m e d . B a s i c a l l y , i t c a n be 

d e s c r i b e d a s a c l a s s i c a l t r a d i t i o n , t h o u g h t h i s d o e s n o t mean 

t h e c l a s s i c s p e r se, b u t t h e c l a s s i c s as s e e n and u n d e r s t o o d 

b y I t a l i a n c r i t i c s b e f o r e t h e "baroque d e v i a t i o n s " o f t h e 

s e v e n t e e n t h c e n t u r y . The aims o f many e i g h t e e n t h - c e n t u r y 

c r i t i c s i n so f a r as melodramma i s c o n c e r n e d a r e t h e r e f o r e 

a n a l o g o u s w i t h e a r l i e r t h e o r e t i c a l s t a t e m e n t s o n song, t h a t 

i s , t o c r e a t e an a r t i s t i c whole w h i c h , by i t s v e r y n a t u r e , 

i s c o m p o s i t e o r h y b r i d , b u t i n w h i c h two e l e m e n t s - - m u s i c and 

w o r d - - c o - e x i s t h a r m o n i o u s l y . 

I t w o u l d be n a i v e , n e v e r t h e l e s s , t o c o n s i d e r t h e 

C l a s s i c i s m o f t h e e a r l y e i g h t e e n t h c e n t u r y as a d i r e c t r e t u r n 

t o t h e p o s i t i o n s o f t h e l a t e s i x t e e n t h - c e n t u r y . The f a c t 

t h a t e i g h t e e n t h - c e n t u r y I t a l i a n n e o - C l a s s i c i s m i s e n r i c h e d 

by C a r t e s i a n R a t i o n a l i s m and by t h e a s s i m i l a t i o n o f t h e 
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E n g l i s h t r a d i t i o n o f e m p i r i c a l p h i l o s o p h y i s t a k e n i n t o c o n 

s i d e r a t i o n . An e x a m i n a t i o n o f e i g h t e e n t h - c e n t u r y c r i t i c i s m 

on melodramma i s c a r r i e d o u t w i t h i n t h i s n e o - c l a s s i c a l f r a m e 

w o r k — a framework, n e v e r t h e l e s s , t h a t i s "broken "by t e n d e n c i e s 

t o w a r d s a r o m a n t i c p o s i t i o n . The e n t i r e p r e s e n t a t i o n i s 

"brought t o a c l o s e w i t h a n a n a l y s i s o f A r t e a g a . A l t h o u g h we 

r e g a r d A r t e a g a * s work as a summing-up o f t h e n e o - c l a s s i c a l 

t r a d i t i o n , and t h e r e f o r e , a s t h e l o g i c a l t e r m i n u s ad quern o f 

t h i s s t u d y , h i s p r e - r o m a n t i c i n c l i n a t i o n s c l o s e l y f o r e s h a d o w 

t h e b r e a k i n g - p o i n t i n t h e c r i t i c a l and a r t i s t i c t r a d i t i o n o f 

melodramma, t h a t i s , t h e moment when t h e n e e d f o r r o m a n t i c 

e x p r e s s i v e n e s s , i n t h e f o r m o f i r r a t i o n a l i t y and p a s s i o n , 

t a k e s o v e r . I n c r i t i c a l t e r m s , t h e n e o - c l a s s i c a l i n s i s t e n c e 

on t h e i n t e l l e c t u a l a p p e a l o f melodramma, and on t h e i m p o r 

t a n c e o f t h e word i n c o n v e y i n g s i g n i f i c a n c e , g i v e s way t o an 

i n c r e a s i n g e m p h a s i s on t h e more a - r a t i o n a l and p a s s i o n a t e 

component o f t h e g e n r e : t h a t i s , on t h e i m p o r t a n c e o f t h e 

m u s i c . 

The w r i t i n g o f t h i s d i s s e r t a t i o n h a s imposed many 

demands on t h e t i m e and e n e r g i e s o f o t h e r s , and i t i s o n l y 

p r o p e r t h a t t h i s s h o u l d be a c k n o w l e d g e d . I wo u l d l i k e t o 

t h a n k a l l members o f my t h e s i s c o m m i t t e e who have r e a d t h e 

work d u r i n g t h e v a r i o u s s t a g e s o f i t s p r e p a r a t i o n . T h e i r 

a d v i c e h a s b e e n c o n s i s t e n t l y p o s i t i v e and i n s t r u c t i v e . I 

owe a s p e c i a l d e b t o f g r a t i t u d e -to D r . D a n i l o A g u z z i - B a r b a g l i 

f o r h i s i n i t i a l e n couragement t o e x p l o r e t h i s f i e l d , f o r h i s 
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p a t i e n t d i r e c t i o n , p a i n s t a k i n g s u p e r v i s i o n , c o n s t r u c t i v e 

c r i t i c i s m and c o n s t a n t s u p p o r t . 

Thanks a r e a l s o due to t h e H. R. M a c M i l l a n F a m i l y and 

to t h e U n i v e r s i t y o f B r i t i s h Columbia f o r f i n a n c i a l a s s i s t a n c e 

i n the form o f Graduate F e l l o w s h i p s . Mr. Hans B u r n d o r f e r , 

head o f t h e M u s i c L i b r a r y a t U.B.C, d e s e r v e s s p e c i a l m e n t i o n 

f o r h i s i n v a l u a b l e a s s i s t a n c e , as does M i s s M a r g a r e t F r i e s e n 

and t h e S t a f f o f t h e I n t e r - L i b r a r y Loan D i v i s i o n o f the 

U n i v e r s i t y L i b r a r y . 
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INTRODUCTION 

T h e a t r e i n e i g h t e e n t h - c e n t u r y I t a l y was d o m i n a t e d by 

melodramma. As a c o m p o s i t e g e n r e , b r i n g i n g t o g e t h e r i n c l o s e 

c o l l a b o r a t i o n two f o r m s o f a r t i s t i c e x p r e s s i o n - - p o e t r y and 

m u s i c - - a s w e l l as t h e d e c o r a t i v e a r t s and f r e q u e n t l y dance 

i n o r d e r t o a c h i e v e i t s t o t a l e f f e c t , i t d e f i e d c o n v e n i e n t 

c l a s s i f i c a t i o n w i t h i n t h e framework o f t h e t h e o r i e s o f a r t and 

l i t e r a t u r e w h i c h p o s t - R e n a i s s a n c e E u r o p e i n h e r i t e d f r o m t h e 

c l a s s i c a l p a s t t h r o u g h t h e i n t e r m e d i a r y o f R e n a i s s a n c e c r i t i 

c i s m . The p o p u l a r i t y o f melodramma b o t h as a s o c i a l and 

l i t e r a r y phenomenon, t o g e t h e r w i t h t h e p r o b l e m s r a i s e d by i t s 

h y b r i d a r t i s t i c n a t u r e , a t t r a c t e d t h e a t t e n t i o n o f e i g h t e e n t h -

c e n t u r y c r i t i c s . .Their w r i t i n g s on melodramma v a r y i n t o n e 

f r o m s t e r n d i s a p p r o v a l o f what was r e g a r d e d as a "Baroque 

a b e r r a t i o n " t o l i g h t - h e a r t e d ' s a t i r e , f r o m a t t e m p t s t o r e c o n c i l e 

i t w i t h c l a s s i c a l t r a g e d y t o p r o p o s a l s f o r i t s a c c e p t a n c e as 

a new and d i s t i n c t a r t i s t i c g e n r e . The common d e n o m i n a t o r o f 

s u c h d i s p a r a t e v i e w s l i e s i n t h e i r f u n d a m e n t a l l y l i t e r a r y 

a p p r o a c h t o t h e p r o b l e m s p r e s e n t e d by melodramma. More and 

more t h e d i s c u s s i o n s c e n t r e upon t h e f u n c t i o n o f song and t h e 

r e l a t i o n s h i p between word and m u s i c i n a d r a m a t i c p r e s e n t a t i o n . 

S u c h c r i t i c a l c o n c e r n s d i d n o t o r i g i n a t e i n t h e e i g h t e e n t h 

c e n t u r y , b u t were a l r e a d y w i d e l y d i s c u s s e d , a l b e i t i n a some

what d i f f e r e n t c o n t e x t , i n t h e s i x t e e n t h and s e v e n t e e n t h 
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centuries. The material to he examined, i n th i s study thus 

constitutes, to a s i g n i f i c a n t degree, a reprise and elabora

t i o n of an e a r l i e r c r i t i c a l t r a d i t i o n . I t i s quite clear, 

therefore, that a study of eighteenth-century theories on 

melodramma must take into account t h e i r c l a s s i c a l and Renais

sance antecedents whose continuing impact provides both the 

point of departure f o r eighteenth-century theorists as well 

as some of the fundamental elements of t h e i r c u l t u r a l back-
1 

ground. 
A l l eighteenth-century c r i t i c s - of melodramma are 

fa m i l i a r , to a greater or le s s e r degree, with the p o s i t i o n 

adopted by Plato and A r i s t o t l e on the union of word and music. 

Indeed, the general problem of the union of words and music 

i n an a r t i s t i c whole i s one of the oldest questions to concern 
2 

l i t e r a r y c r i t i c i s m m the Western world. I t i s perhaps 

s i g n i f i c a n t that even i n c l a s s i c a l times i t was not dealt 

with i n purely musical terms, but had already acquired l i t e r a r y 

connotations. An examination of the Republic and Laws shows 

that Plato's negative attitude towards art, and i n p a r t i c u l a r 

towards poetry, involves not only poetic texts themselves, 

but also the types of music associated with d i f f e r e n t poetic 

modes, such as the songs of the rhapsodes and the accompani-
3 

ment of the dithyramb. Yet Plato did not condemn a l l music. 

In fact, he placed the music that imitates the o r i g i n a l a t t r i -

butes of the human soul among worthy human a c t i v i t i e s . 

The new orientation of A r i s t o t l e ' s aesthetics r e f l e c t s 

the fundamental difference between the main c h a r a c t e r i s t i c s 



o f h i s p h i l o s o p h y as a whole and t h e b a s i c t e n e t s o f P l a t o ' s 

system.' A r i s t o t l e s t u d i e d t h e a r t i s t i c e x p r e s s i o n p e r se, 

as a p r o d u c t o f human end e a v o u r , w i t h o u t r e f e r e n c e t o a s e t 

o f i d e a l a r c h e t y p e s , o r t o t h e demands o f an i d e a l s o c i a l o r 

p o l i t i c a l s t r u c t u r e , and h i s a n a l y s i s o f m u s i c was c o u c h e d i n 

t e r m s t h a t h a d c o n s i d e r a b l e r e s o n a n c e i n t h e s i x t e e n t h and 

e i g h t e e n t h c e n t u r i e s i n I t a l y . ^ I n t h e P o l i t i c s , he j u s t i f i e d 

m u s i c as a human a c t i v i t y b e c a u s e o f i t s v a l u e as amusement 

and r e l a x i o n , as w e l l a s f o r i t s p e d a g o g i c a l and m o r a l v a l u e . 

I n t h e P o e t i c s , he l i n k e d m u s i c w i t h t r a g e d y : 

T h e r e a r e , l a s t l y , c e r t a i n o t h e r a r t s , w h i c h combine 
a l l t h e means enumerated, rhythm, melody, and v e r s e , 
e.g.,. D i t h y r a m b i e and Nomic p o e t r y , T r a g e d y and Comedy; 
w i t h t h i s d i f f e r e n c e , - h o w e v e r , that- t h e t h r e e k i n d s 
o f means a r e i n some o f them a l l employed t o g e t h e r , 
and i n o t h e r s "brought i n s e p a r a t e l y , one a f t e r t h e 
o t h e r . ' 

He i d e n t i f i e d t h e q u a l i t a t i v e p a r t s o f t r a g e d y as p l o t , 

c h a r a c t e r s , d i c t i o n , t h o u g h t , s p e c t a c l e , and melody; and com

m e n t i n g on t h e l a s t two p a r t s , he w r o t e t h a t "Melody i s t h e 
8 

g r e a t e s t o f t h e p l e a s u r a b l e a c c e s s o r i e s o f T r a g e d y . " 

A r i s t o t l e ' s d i s c u s s i o n o f m u s i c i n t h e P o e t i c s i s 

f u n d a m e n t a l w i t h i n t h e framework o f t h e p r e s e n t s t u d y , n o t 

o n l y b e c a u s e i t was one o f t h e m a i n p o i n t s o f d e p a r t u r e f o r 

t h e s i x t e e n t h - c e n t u r y s p e c u l a t i o n s t h a t l e d t o t h e b i r t h o f 

o p e r a , b u t a l s o b e c a u s e t h e P o e t i c s was a b a s i c work o f r e f 

e r e n c e f o r e i g h t e e n t h - c e n t u r y c r i t i c s o f melodramma. However, 

A r i s t o t l e ' s r e m a r k s on m u s i c i n t h e P o e t i c s a r e n e i t h e r n u - . 

merous n o r s p e c i f i c , and as a r e s u l t t h e y have b e e n s u b j e c t t o 



a v a r i e t y of i n t e r p r e t a t i o n s . 
The study of A r i s t o t l e ' s P o e t i c s reached i t s peak 

during the second h a l f of the s i x t e e n t h century, producing a 
l a r g e body of c r i t i c a l l i t e r a t u r e . The more mature examples 
of t h i s c r i t i c i s m belong to the same pe r i o d as the research 
i n t o ancient music th a t l e d to the experiments of the Camerata 

9 

f i o r e n t m a . In h i s a n a l y s i s of the r e l a t i o n s h i p between 
music and l e a r n i n g i n the f i r s t p a r t of the I t a l i a n Renais
sance, Paul 0. K r i s t e l l e r shows that humanists and l i t e r a t i , 
almost from the very beginning, expressed an i n t e r e s t i n the 
theory and p r a c t i c e of music, while p r o f e s s i o n a l musicians 

10 
were f r e q u e n t l y concerned wi t h p o e t i c and l i t e r a r y matters. 
Though l e s s convincing from a methodological p o i n t of view, 
Howard M. Brown makes a s i m i l a r p o i n t i n h i s more recent 
study of the o r i g i n s of opera: 

The avenue of approach that proved most f r u i t f u l to 
composers, r i g h t from the beginning of d i s c u s s i o n s 
about Greek music at the end of the f i f t e e n t h century, 
was the e x p l o r a t i o n of means of connecting the music 
more c l o s e l y to the t e x t to which i t was set. 

Danilo A g u z z i - B a r b a g l i ' s recent i n v e s t i g a t i o n s r e v e a l that the 
concurrence of t h i s research becomes even more evident i n the 
second h a l f of the s i x t e e n t h century with the p u b l i c a t i o n 
between 1548 and 1581 of the great L a t i n t r a n s l a t i o n s of 
A r i s t o t l e ' s P o e t i c s , and the commentaries by Francesco 

12 
R o b o r t e l l o , Maggi-Lombardi and P i e t r o V e t t o r i , as w e l l as 
the I t a l i a n t r a n s l a t i o n s and commentaries by C a s t e l v e t r o and 

13 
Alessandro P i c c o l o m m i , J and the t r e a t i s e s on music by 
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N i c o l a ' V i c e n t i n o , G i o s e f f o Z a r l i n o and V m c e n z o G a l i l e i . 

A g u z z i - B a r b a g l i c l a i m s t h a t i t i s s i g n i f i c a n t t h a t t h e s e 

c r i t i c a l and m u s i c o l o g i c a l i n v e s t i g a t i o n s a r e t h e p r o d u c t 

o f t h e same p e r i o d and t h e same c u l t u r a l c l i m a t e , and t h a t 

t h i s c a n n o t be r e g a r d e d as mere c o i n c i d e n c e . As K r i s t e l l e r 

o b s e r v e s , t h e h i s t o r y o f m u s i c , l i k e e v e r y o t h e r b r a n c h o f 

i n t e l l e c t u a l h i s t o r y , c a n n o t s i m p l y r e g a r d t h e d e v e l o p m e n t 

o f t h a t d i s c i p l i n e as an autonomous p r o c e s s . R a t h e r , 

i t h as t o c o n s i d e r t h e p l a c e w h i c h m u s i c o c c u p i e s a t 
any g i v e n t i m e w i t h i n t h e g e n e r a l framework o f c u l t u r e , 
i t s r e l a t i o n t o o t h e r a r t s and s c i e n c e s , t h e i n f l u e n c e s 
i t r e c e i v e s f r o m them o r e x e r c i s e s u pon them.-'--5 

H i s t o r i a n s o f m u s i c have n o t e d t h a t t h e members o f 

t h e C a m e r a t a and t h e i r i m m e d i a t e s u c c e s s o r s s h a r e a ' l i t e r a r y 

c o n c e p t ' o f m u s i c [ u n a c o n c e z i o n e ' l e t t e r a r i a ' d e l l a m u s i c a l , 

t h a t i s , t h e y v i e w m u s i c as an a r t i n e v i t a b l y a s s o c i a t e d w i t h 
16 

l i t e r a t u r e . A f u n d a m e n t a l l i n k between l i t e r a r y c r i t i c s 

and m u s i c i a n s i n t h e f o r m a t i o n o f t h i s a p p r o a c h t o m u s i c was 

t h e i r i n t e r e s t i n the. P l a t o n i c . theory, 1 - o f :song ' l.melos "]. I n t h e 

R e p u b l i c , P l a t o had i d e n t i f i e d t h e t h r e e e l e m e n t s o f song as 
17 

words, t u n e , and r h ythm. T h i s f o r m u l a l e d t o e x t e n s i v e 

d i s c u s s i o n s , f i r s t among l i t e r a r y c r i t i c s , t h e n m u s i c i a n s , 

t h e n among l i t e r a r y c r i t i c s once a g a i n , on t h e r e l a t i v e . - p o s i -

t i o n o f words and m u s i c i n song and i n melodramma. Some 

r e c e n t s t u d i e s o f t h e o r i g i n s o f o p e r a see t h e n o t i o n t h a t 

t h e word s h o u l d a c t as m i s t r e s s r a t h e r t h a n s e r v a n t i n t h e 

a r t i s t i c u n i t y o f melodramma as a n " e x a g g e r a t i o n " o f t h e 

P l a t o n i c c o n c e p t o f m e l o s , b u t t h e y f a i l n e v e r t h e l e s s t o g i v e 
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f u l l consideration to i t s importance i n the movement from 
18 polyphony to monodic music i n the la t e I t a l i a n Renaissance. 

According to Aguzzi-Barbagli, the consideration of the 

stimulus provided by t h i s Platonic p r i n c i p l e i s of basic 

importance for an understanding of the i n t e l l e c t u a l back

ground responsible for the o r i g i n and the early developments 

of melodramma as an a r t i s t i c form. In his opinion one of the 

popularizers of the concept of music as servant of the word 

among the p r a c t i t i o n e r s of the new monodic music, that i s , 

among the actual creators of melodramma, was Giovanni 

de'Bardi, the patron of the Camerata. As Aguzzi-Barbagli 

shows, the Platonic p r i n c i p l e appears again and again i n the 

milieu of the Camerata i n the writings of those who were con

nected with the origi n s of melodramma: Bardi himself, 

Vincenzo G a l i l e i , Jacopo Peri, G i u l i o Caccini, Marco da 

Gagliano and Claudio Monteverdi. The notion became common

place i n the seventeenth century and was taken up i n the 

eighteenth as one of the major points of l i t e r a r y debates on 

melodramma. 

Together with the concept of the supremacy of the word, 

and to a large extent as a r e s u l t of i t , other c r i t i c a l 

themes arose which anticipate - the concerns of eighteenth-

century commentators on melodramma. In view of the subse

quent g l o r i f i c a t i o n - o'f the Camerata's i d e a l musical drama, i t 

i s s i g n i f i c a n t that these concerns made themselves apparent 

during the very f i r s t years of opera. As i s well known, Peri 

collaborated as musician with the poet Ottavio Rinuccini i n 
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t h e c r e a t i o n o f D a f n e i n 1597i g e n e r a l l y c o n s i d e r e d t h e f i r s t 

o p e r a e v e r p r o d u c e d , and o f E u r i d i c e i n 1600, t h e f i r s t o p e r a 

p r e s e r v e d e x t a n t i n i t s c o m p l e t e f o r m . A l r e a d y i n 1601, i n 

h i s t r e a t i s e Le nuove m u s i c h e , C a c c i n i o b s e r v e d t h a t s i n g e r s 

r a r e l y u n d e r s t o o d t h e l i b r e t t o [ i l m u s i c o non ben p o s s i e d e  

p r i m a q u e l l o che e g l i v u o l c a n t a r e ] . As a r e s u l t , t h e y 

d e v e l o p e d a c e r t a i n t e c h n i q u e o f s i n g i n g w h i c h t h e y a p p l i e d 

i n d i s c r i m i n a t e l y t o e v e r y t e x t : 

I n c o t a l i e r r o r i . . . p i u f a c i l m e n t e i n c o r r e q u e l 
t a l e , che f o r m a t o s i u n a m a n i e r a d i c a n t a r e , v e r b i 
g r a z i a , t u t t a a f f e t t u o s a c o n u n a r e g o l a g e n e r a l e , che 
n e l c r e s c e r e e scemare d e l l a v o c e , e n e l l e e s c l a m a z i o n i 
s i a i l fondamento d i e s s o a f f e t t o , sempre se ne s e r v e 
i n o g n i s o r t e d i m u s i c a , non d i s c e r n e n d o se l e p a r o l e 
i l r i c h i e g g o n o ; l a dove c o l o r o , che bene i n t e h d o n o i 
c o n c e t t i e i s e n t i m e n t i d e l l e p a r o l e c o n o s c o n o 
i n o s t r i d i f e t t i , e sanno d i s t i n g u e r e ove p i u e meno 
s i r i c h i e g g i a e s s o a f f e t t o ; a ' q u a l i s i deve p r o c u r a r e 
c o n o g n i s t u d i o d i sommamente p i a c e r e , e p r e g i a r e ^ p i u 
l a l o d e l o r o che l ' a p p l a u s o d e l v o l g o i g n o r a n t e . 

T h i s p a s s a g e c o n t a i n s c l e a r a n t i c i p a t i o n s o f e i g h t e e n t h -

c e n t u r y c r i t i c i s m o f t h e s i n g e r s ' v i r t u o s i t y w h i c h r e n d e r e d 

i m p o s s i b l e t h e c o m p r e h e n s i o n o f t h e p o e t i c t e x t . A l s o f o r e 

shadowed a r e e i g h t e e n t h - c e n t u r y o b j e c t i o n s t o a f o r m o f 

t h e a t r e whose p o p u l a r i t y was due t o t h e v u l g a r p l e a s u r e 

p r o v i d e d by s i n g e r s and m u s i c i a n s i n d i f f e r e n t t o t h e s u b s t a n c e 

o f t h e p o e t i c t e x t t o w h i c h t h e y a p p l i e d t h e i r c r a f t . The 

i m p l i c i t e m p h a s i s on t h e s u p e r i o r i t y o f p o e t r y s h o u l d a l s o 

be n o t e d . 

I n t h e p r e f a c e t o h i s 1607 r e - s e t t i n g o f R i n u c c i n i ' s 

D a f n e , Marco da G a g l i a n o a c c e p t e d t h e p r i n c i p l e t h a t i n 

melodramma p o e t r y and m u s i c must a t t a i n a p a r t i c u l a r b a l a n c e , 



- 8 -

and tha t the task o f the mus i c i an i s to enhance the e f f e c 

t i v e n e s s o f the p o e t ' s words wi thout b l u r r i n g the comprehen-
20 

s i o n o f t h e i r meaning. He deplored the excess ive v i r t u o s i t y 

o f the s i n g e r s , ye t he was w i l l i n g to make some concess ions 

f o r the sake o f t h e a t r i c a l e x i g e n c i e s . G a g l i a n o ' s c h i e f 

p reoccupa t ion was the success of the spec tac le as a whole, 

w i t h an emphasis on e n t e r t a i n i n g the audience. There i s thus 

an evident s h i f t towards the new p o s i t i o n s i n which the h u 

manistic concerns o f the members o f the Camerata and the r i g i d 

observance o f the p r i n c i p l e of the s u p e r i o r i t y o f poe t ry over 

music are a s s i m i l a t e d to the new Baroque t a s t e f o r the gran

diose and the spec t acu l a r aspects of drama. Poe t ry thus 

becomes s imply one o f the elements o f drama, r a t h e r than the 

c a t a l y s t which b r i n g s about the f u s i o n o f a l l the o ther 

elements. Neve r the l e s s , before opera was transformed by the 

impact o f Baroque s e n s i b i l i t y , the P l a t o n i c concept of melos 

r e c e i v e d new impetus from the genius o f Claud io Monteverd i , 

whose admi ra t i on f o r P l a t o i s r e f l e c t e d i n h i s correspondence, 

i n h i s p l a n f o r a t r e a t i s e on mus i ca l theory , and p o s s i b l y , ' i n 

p r a c t i c a l terms, i n the compos i t ion o f such melodrammi as 
21 

Orfeo (1607) and L ' incoronaz ione ,di Poppea (16^-2). 
The ass imi la t ion-"of the P l a t o n i c p r i n c i p l e of the un ion 

of word, harmony and rhythm i n melos, and the r e l a t e d doc

t r i n e of the s u p e r i o r i t y o f the p o e t i c t e x t over the mus ica l 

s e t t i n g , was the product o f a combined e f f o r t between l i t e r a r y 

c r i t i c s and s tudents of anc ien t music . T h i s i s a l so the case 

i n the o r i g i n of another i d e a w i d e l y d i scussed i n e igh teen th -
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c e n t u r y c r i t i c a l c i r c l e s , t h a t i s , t h e b e l i e f t h a t a n c i e n t 

G r e e k t r a g e d y was sung r a t h e r t h a n r e c i t e d on s t a g e . M odern 

h i s t o r i a n s o f melodramma r a r e l y t r e a t t h i s d i s c u s s i o n i n any 

d e t a i l . A g u z z i - B a r b a g l i , however, ha s shown t h a t t h e d i s c u s 

s i o n s o f t h e p e r f o r m a n c e o f G r e e k t r a g e d y assumed m a j o r p r o 

p o r t i o n s d u r i n g t h e p e r i o d when A r i s t o t l e ' s P o e t i c s was 

s u b j e c t t o i n t e n s e s t u d y . The R e n a i s s a n c e commentators gen

e r a l l y b e l i e v e d t h a t t h e m u s i c a l accompaniment was l i m i t e d 

t o t h e c h o r u s . A c c o r d i n g t o A g u z . z i - B a r b a g l i , t h e e a r l i e s t 

e x p r e s s i o n o f t h e t h e o r y t h a t c l a s s i c a l t r a g e d y was sung i n 

i t s e n t i r e t y came n e i t h e r f r o m a p h i l o l o g i s t n o r a l i t e r a r y 

c r i t i c , b u t i n 1 5 5 8 f r o m G i o s e f f o Z a r l i n o , a m u s i c i a n and 
22 

s t u d e n t o f m u s i c a l t h e o r i e s . Z a r l i n o b e l i e v e d t h a t n o t 

o n l y t r a g e d y , b u t a l s o comedy was sung i n a n c i e n t G r e e c e . 

G a l i l e i h e l d t h e same o p i n i o n , as d i d P a t r i z i d a C h e r s o , 

a l t h o u g h , l i k e G a l i l e i , he b e l i e v e d t h a t a f t e r t h e r e f o r m s 

i n t r o d u c e d by A e s c h y l u s and S o p h o c l e s t h e p r a c t i c e o f p e r -
23 

f o r m a n c e was c h a nged. J 

S u c h p o e t s and m u s i c i a n s as R i n u c c i n i , P e r i and 

G a g l i a n o , who p a r t i c i p a t e d i n t h e b i r t h o f melodramma a t t h e 

b e g i n n i n g o f t h e s e v e n t e e n t h c e n t u r y , became l e s s and l e s s 

i n t e r e s t e d i n t h e p h i l o l o g i c a l a c c u r a c y o f t h e s t a t e m e n t , 

r e p e a t e d as a commonplace n o t i o n , t h a t c l a s s i c a l t r a g e d y was 
24 

sung i n i t s e n t i r e t y . A g u z z i - B a r b a g l i ' s s t u d i e s show t h a t 

t h e l a t e I t a l i a n R e n a i s s a n c e d i d n o t o f f e r a u n i f i e d c o n c l u 

s i o n on t h e manner o f p e r f o r m i n g c l a s s i c a l t r a g e d y . I n f a c t , 

t h e s e s t u d i e s c a l l i n t o q u e s t i o n t h e g e n e r a l o p i n i o n e x p r e s s e d 
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by modern h i s t o r i a n s o f o p e r a t o t h e e f f e c t t h a t t h e b e l i e f 

( s u p p o s e d l y c u r r e n t d u r i n g t h e l a t e R e n a i s s a n c e ) t h a t Greek 

and Roman t r a g e d y was sung i n i t s e n t i r e t y was t h e o n l y 

f a c t o r r e s p o n s i b l e f o r t h e b i r t h o f melodramma. A g u z z i -

B a r b a g l i c l a i m s , on t h e c o n t r a r y , • t h a t a t t h e t i m e o f i t s 

v e r y f i r s t p u b l i c p e r f o r m a n c e , melodramma was c o n s i d e r e d i n 

f a c t as a new a r t - f o r m , r e l a t e d o n l y t e n u o u s l y t o a n c i e n t 

t r a g e d y . He c i t e s t h e example o f R i n u c c i n i t o s u b s t a n t i a t e 

t h i s c l a i m . I n t h e p r e f a c e t o E u r i d i c e , r a t h e r t h a n s howing 

a r c h e o l o g i c a l i n t e r e s t i n r e p r o d u c i n g a f a c s i m i l e o f a n c i e n t 

drama, R i n u c c i n i r e v e a l s a c o n c e r n f o r t h e s a t i s f a c t i o n o f t h e 

a r t i s t i c p o t e n t i a l s o f h i s age and t h e c u l t u r a l e x i g e n c i e s o f 

t h e p u b l i c c l o s e t o him. Thus, he p r e s e n t s h i s Dafne and 

E u r i d i c e a s f u n d a m e n t a l l y h y b r i d c r e a t i o n s , s i n c e t h e y combine 

m u s i c and p o e t r y ; he c o n s i d e r s them a s e x p r e s s i o n s o f t h e 

a r t i s t i c power o f t h e moderns, w h i c h , i n h i s o p i n i o n , a r e 

c a p a b l e o f e m u l a t i n g t h e a r t i s t i c a c h i e v e m e n t s o f t h e 
2 5 

a n c x e n t s . I n t h e l i g h t o f t h e s e f a c t s , A g u z z i - B a r b a g l i 

a r g u e s t h a t t h e r e f e r e n c e s i n e i g h t e e n t h - c e n t u r y c r i t i c s t o 

t h e t o t a l m u s i c a l accompaniment o f a n c i e n t t r a g e d y had no 

sound p h i l o l o g i c a l f o u n d a t i o n . R a t h e r , t h e y were t h e r e s u l t 

o f ,the p a s s i v e a c c e p t a n c e o f an o p i n i o n t h a t had become 

commonplace t h r o u g h r e p e t i t i o n , and r e p r e s e n t e d an i n c o m p l e t e 

g r a s p o f t h e aims and a c t i v i t i e s o f t h e Ca m e r a t a . Some 

c r i t i c s , l i k e M u r a t o r i , showed c o n s i d e r a b l e s c e p t i c i s m t o 

wards t h e c o n c e p t o f sung t r a g e d y i n a n c i e n t G r e e c e . Once 

a t t e m p t s were made t o a n a l y z e melodramma i n t h e l i g h t o f 
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r u l e s a p p l i c a b l e t o r e g u l a r t r a g e d y , numerous d i f f i c u l t i e s 

became a p p a r e n t . 

U s i n g a d i f f e r e n t a p p r o a c h , t h a t i s , t h r o u g h t h e a n a l 

y s i s o f t h e e v o l u t i o n o f m u s i c a l f o r m s , N i n o P i r r o t t a a g r e e s 

w i t h A g u z z i - B a r b a g l i ' s c o n c l u s i o n s on t h e e s s e n t i a l l y u n s u b 

s t a n t i a t e d rbeli'ef t h a t melodramma was a r e - c r e a t i o n o f a n c i e n t 

t r a g e d y . P i r r o t t a a r g u e s t h a t t h e a n t e c e d e n t i s t o be f o u n d 
26 

i n t h e p a s t o r a l , r a t h e r t h a n i n Greek t r a g e d y . I t i s a f a c t 

t h a t t h e e a r l i e r melodrammi a v a i l e d t h e m s e l v e s c h i e f l y o f 

p a s t o r a l themes, t h o u g h P i r r o t t a a d v a n c e s no e x p l a n a t i o n o f 

t h i s phenomenon. A g u z z i - B a r b a g l i , on t h e o t h e r hand, b e l i e v e s 

t h a t t h i s t h e m a t i c p r e f e r e n c e s h o u l d be c o n s i d e r e d i n r e l a t i o n 

t o d e v e l o p m e n t s i n c r i t i c a l t h o u g h t i n t h e f i n a l d e cade o f t h e 

s i x t e e n t h c e n t u r y . 
The l a s t o f t h e s i x t e e n t h - c e n t u r y l i t e r a r y q u a r r e l s 

c e n t e r e d a r o u n d B a t t i s t a G u a r i n i ' s P a s t o r f i d o , composed 
27 

b e t w e e n .1580 and .1585, and p u b l i s h e d i n .1590. ' Some o f t h e 

c o n c l u s i o n s r e a c h e d i n t h e c o u r s e o f t h i s c o n t r o v e r s y a r e 

i m p o r t a n t t o t h e p r e s e n t s t u d y . G u a r i n i and h i s d e f e n d e r s 

m a i n t a i n e d t h a t t h e p o e t may c r e a t e new g e n r e s unknown t o 

A r i s t o t l e . They b e l i e v e d t h a t t h e f u s i o n o f t r a g e d y and 

comedy was p o s s i b l e , i f t h e two components were t o c o e x i s t i n 

a v e r i s i m i l a r f a s h i o n . They c i t e d c o n t e m p o r a r y t a s t e as a 

j u s t i f i c a t i o n f o r t h e new p o e t i c f o r m w h i c h t h e f u s i o n c r e a t e d , 

t h a t i s , t r a g i c o m e d y . E i g h t e e n t h - c e n t u r y p a r t i s a n s o f 

melodramma were aware o f t h e G u a r i n i c o n t r o v e r s y , and a v a i l e d 

t h e m s e l v e s o f ' s i m i l a r ' a rguments in.'their> a t t e m p t s t o j u s t i f y 

o p e r a a s a new g e n r e , s u b j e c t t o l a w s d i c t a t e d by i t s own 
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p a r t i c u l a r n a t u r e . 

The c o n s i d e r a t i o n s o u t l i n e d above s h o u l d make i t 

a p p a r e n t t h a t t h e a t t i t u d e o f e i g h t e e n t h - c e n t u r y l i t e r a r y 

c r i t i c s who t u r n t h e i r a t t e n t i o n t o melodramma i s u l t i m a t e l y 

a c o n t i n u a t i o n and d e v e l o p m e n t of. p o s i t i o n s a d o p t e d by m u s i c 

o l o g i s t s and t h e o r i s t s o f l i t e r a t u r e d u r i n g t h e R e n a i s s a n c e . 

I t a l s o seems e v i d e n t t h a t by t h e e i g h t e e n t h c e n t u r y t h e i d e a 

t h a t words and m u s i c c a n be combined t o ^produce a new a r t i s 

t i c u n i t y i s f u l l y a c c e p t e d as l e g i t i m a t e , t h e a u t h o r i t y o f 

P l a t o b e i n g c i t e d i n i t s j u s t i f i c a t i o n . F i n a l l y , i t seems 

c l e a r t h a t t h e b e l i e f t h a t o p e r a was b o r n o f t h e d e s i r e t o 

r e p r o d u c e t h e manner o f p e r f o r m i n g t r a g e d y i n c l a s s i c a l 

t i m e s i s a c c e p t e d as commonplace, t h o u g h i t i s e q u a l l y c l e a r 

t h a t s u c h a b e l i e f d i d n o t r e s t on any s e c u r e p h i l o l o g i c a l 

f o u n d a t i o n . . 

I n o r d e r t o c o m p l e t e t h i s r a p i d r e v i e w o f t h e i n t e l 

l e c t u a l and c r i t i c a l a n t e c e d e n t s o f e i g h t e e n t h - c e n t u r y 

d e b a t e s on melodramma, i t w i l l be u s e f u l t o examine some o f 

t h e d e v e l o p m e n t s o f o p e r a d u r i n g t h e l a t e s e v e n t e e n t h 

c e n t u r y . A n g e l o S o l e r t i d i s t i n g u i s h e s t h r e e p h a s e s i n t h e 

g r o w t h o f o p e r a d u r i n g t h i s p e r i o d . The f i r s t (1599-1607) 

i n c l u d e s t h e melodramma o f t h e C a m e r a t a and i t s i m m e d i a t e 

s u c c e s s o r s i n F l o r e n c e . The s e c o n d (I607-I637) marks t h e 

s u c c e s s o f melodramma as an a r i s t o c r a t i c e n t e r t a i n m e n t a t 

t h e c o u r t s o f Rome, Mantua and T u r i n . The t h i r d p h a s e b e g i n s 

i n 1637 w i t h t h e o p e n i n g o f t h e S. C a s s i a n o T h e a t r e i n V e n i c e 

t o t h e g e n e r a l p u b l i c . V e n e t i a n o p e r a t h e a t r e s c o n s e q u e n t l y 
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p o p u l a r i z e d t h e new form, making i t a c c e s s i b l e t o p a y i n g 

a u d i e n c e s who, by and l a r g e , were n o t drawn f r o m t h e e d u c a t e d 
2 8 

c l a s s e s , and who came t o t h e t h e a t r e t o be e n t e r t a i n e d . 

The e v o l u t i o n o f s e v e n t e e n t h - c e n t u r y l i b r e t t i i n 

r e l a t i o n t o t h e p u b l i c f o r whom t h e y were d e s t i n e d r e m a i n s 
29 

t o be i n v e s t i g a t e d m d e t a i l . W h i l e s u c h a s t u d y would 

p r o v e b o t h i n t e r e s t i n g and v a l u a b l e , i t does n o t l i e w i t h i n 

t h e s c o p e o f t h e p r e s e n t d i s s e r t a t i o n . However, i n o r d e r t o 

comprehend t h e c r i t i c i s m o f melodramma made by e i g h t e e n t h -

c e n t u r y c r i t i c s , and t h e r e f o r m s t h a t t h e y a d v o c a t e d , i t w i l l 

be u s e f u l t o l o o k b r i e f l y a t an example o f B aroque o p e r a . An 
a p p r o p r i a t e c h o i c e i s t h e o p e r a G i a s o n e by G i a c i n t o A n d r e a 

30 

C i c o g n i n i . I t was f i r s t p e r f o r m e d a t t h e S. C a s s i a n o i n 

164-8 w i t h m u s i c by F r a n c e s c o C a v a i l i ( M o n t e v e r d i ' s p u p i l , 

and h i s s u c c e s s o r as t h e m a j o r composer f o r t h e V e n e t i a n 

t h e a t r e ) . T h i s o p e r a became, f o r C r e s c i m b e n i and t h e 

e i g h t e e n t h - c e n t u r y , a symbol o f a l l t h a t was d e g e n e r a t e and 

c o r r u p t i n B a r o q u e a r t . 

A g u z z i - B a r b a g l i , i n h i s r e - e v a l u a t i o n o f t h i s l i b r e t t o , 

c l a i m s t h a t f r o m a modern and o b j e c t i v e s t a n d p o i n t , C i c o g n i n i ' s 

G i a s o n e r e v e a l s some g e n u i n e a r t i s t i c a c h i e v e m e n t s . I n h i s 

p e r c e p t i v e a n a l y s i s o f t h e t e x t , A g u z z i - B a r b a g l i p o i n t s o u t 

C i c o g n i n i ' s a n t i - t r a d i t i o n a l c o n c e p t o f t h e c h a r a c t e r o f 

Medea, and h i s n o v e l and p a r o d i s t i c a p p r o a c h t o t h e theme o f 

h e r o i c l o v e . A c c o r d i n g t o A r i s t o t e l i a n p r e c e p t s , t h e n o b l e 

c h a r a c t e r s i n a drama must r e m a i n a t t h e s u p e r i o r l e v e l d e s 

t i n e d t o them by t h e i r b i r t h . However, t h e c o a r s e p a s s i o n s 
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w h i c h m o t i v a t e C i c o g n i n i ' s s u p p o s e d l y n o b l e d r a m a t i s p e r s o n a e 

r e d u c e them t o t h e s t a t u r e o f t h e i r s e r v a n t s , m a k i n g t r a g i c 

h e r o e s i n t o mere c o m i c f i g u r e s , and t h u s no l o n g e r a l l o w i n g 

t h e awesome power o f t r a g i c f o r t u n e t o o p e r a t e i n t h e drama. 

T h i s d e f l a t i o n o f t r a d i t i o n a l myths, t h i s c o mic and 

p a r o d i s t i c t r e a t m e n t o f h e r o i c themes i s matched by a d i s 

r e g a r d o f t r a d i t i o n a l d r a m a t i c l a w s . C i c o g n i n i d i s d a i n s t h e 

c l a s s i c a l c o n c e p t o f decorum i n h i s d e l i n e a t i o n o f h e r o i c and 

n o b l e c h a r a c t e r s . He c o m p r e s s e s t h e a c t i o n o f t h e drama i n t o 

t h r e e a c t s i n s t e a d o f f i v e , and adds s t r o n g l y t o t h e s p e c 

t a c u l a r a p p e a l o f t h e melodramma by i g n o r i n g t h e u n i t i e s o f 

3 1 
t i m e and p l a c e . C i c o g n i n i a l s o makes u s e o f a t y p e o f 

c o n t a m i n a t i o a l r e a d y f o u n d i n r e g u l a r I t a l i a n comedy f r o m t h e 
3 2 

t i m e o f D e l l a P o r t a . T h a t i s , he m o d e l s some c h a r a c t e r s on 

t h e masks o f t h e commedia d e l l ' a r t e and u s e s l a z z i f r o m t h a t 

p o p u l a r t h e a t r e i n o r d e r t o h e i g h t e n c omic e f f e c t . 

I n h i s s t u d y o f t h e work, A g u z z i - B a r b a g l i i n s i s t s on 

t h e n e c e s s i t y o f u n d e r s t a n d i n g and a c c e p t i n g t h e i n t e l l e c t u a l 

p r e m i s e s o f t h e a u t h o r f o r a p r o p e r a p p r e c i a t i o n o f C i c o g n i n i ' s 

a r t i n t h e G i a s o n e . C i c o g n i n i does n o t v i e w a r t a s an i n s t r u 

ment f o r t h e b e t t e r m e n t o f s o c i e t y . I n t h e p r e f a c e t o G i a s o n e , 

he d e c l a r e s : 

l o compongo p e r mero c a p r i c c i o ; i l mio c a p r i c c i o non 
h a a l t r o f i n e che d i l e t t a r e . ^ 3 

However, as A g u z z i - B a r b a g l i p o i n t s o u t , t h e p l a y w r i g h t ' s 

words c o n c e a l u n d e r t h e i r b o a s t f u l and c o n t e n t i o u s s u r f a c e an 

a d h e r e n c e t o a e s t h e t i c p r i n c i p l e s w h i c h , i n some a s p e c t s , 
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d e v e l o p r a t h e r t h a n ' c o n t r a d i c t t h e o r i e s a l r e a d y a d v a n c e d by 

R e n a i s s a n c e c r i t i c s . Thus, C i c o g n i n i ' s d e f e n c e o f t h e f r e e 

dom o f t h e a r t i s t , h i s b e l i e f t h a t p o e t i c r u l e s c a n n o t b i n d 

p o e t i c i n v e n t i o n , echo t h e c l a i m s o f P a t r i z i l e s s t h a n a 

c e n t u r y e a r l i e r f o r p o e t i c f r e e d o m and t h e p r e c e d e n c e o f 

a r t i s t i c c r e a t i o n o v e r p o e t i c p r e c e p t . F u r t h e r m o r e , 

C i c o g n i n i ' s s t a t e m e n t t o t h e e f f e c t t h a t p r o v i d i n g p l e a s u r e 

i s s i m p l y a m a t t e r o f k n o w i n g t h e t a s t e and m e n t a l a t t i t u d e 

o f t h e a u d i e n c e i's • a c o n t i n u a t i o n o f t h e t h e o r i e s o f 

C a s t e l v e t r o , who had i n s i s t e d on t h e s t u d y o f t h e p s y c h o l o g y 

o f t h e a u d i e n c e , c o n c l u d i n g t h a t t h e i m p a r t i n g o f p l e a s u r e i s 

t h e s o l e end o f d r a m a t i c p o e t r y . T h e s e t h e o r i e s had b e e n 

r e i t e r a t e d i n t h e c o u r s e o f t h e c o n t r o v e r s y o v e r G u a r i n i ' s 

P a s t o r f i d o , b u t , i n A g u z z i - B a r b a g l i 1 s view, C i c o g n i n i ' s 

a l m o s t l i b e r t i n e v i t a l i t y i n h i s a p p r o a c h t o t h e s e c o n c e p t s 

c a r r i e s them t o t h e i r u l t i m a t e e x t r e m e . W i t h C i c o g n i n i , 

t h e r e f o r e , f r e e d o m t e n d s t o t r a n s f o r m i t s e l f i n t o i r r e v e r e n c e , 

and t r a d i t i o n i n t o p a r o d y and r i d i c u l e . 

G i a s o n e a c h i e v e d g r e a t p o p u l a r s u c c e s s i n t h e s e v e n 

t e e n t h c e n t u r y , was s t a g e d i n s e v e r a l d i f f e r e n t p r o d u c t i o n s 

and went t h r o u g h a t l e a s t t e n p r i n t i n g s . Y e t , by t h e b e g i n 

n i n g o f t h e e i g h t e e n t h c e n t u r y , l i t e r a r y c r i t i c s a t t a c k e d i t 

as c o r r u p t drama. I n t h e s e v e n t e e n t h c e n t u r y , I t a l i a n l i t e r 

a r y c r i t i c s had g e n e r a l l y i g n o r e d m u s i c a l drama i n t h e i r 

w r i t i n g s . I n t h e a r t i s t i c and i n t e l l e c t u a l l i f e o f t h a t 

c e n t u r y , melodramma was n o t known c h i e f l y f o r i t s p o e t i c , n o r 

e v e n f o r i t s m u s i c a l q u a l i t i e s , b u t f o r t h e de"cor and s p e c -
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35 t a c u l a r e f f e c t s . ^ By t h e end o f t h e e i g h t e e n t h c e n t u r y , 

however, i t had o c c u p i e d t h e a t t e n t i o n o f a l l t h e m a j o r 

I t a l i a n c r i t i c s o f t h e p e r i o d . 

I n o r d e r t o u n d e r s t a n d t h i s s h i f t i n c r i t i c a l i n t e r e s t , 

i t i s n e c e s s a r y t o examine b r i e f l y t h e c h a n g i n g " i n t e l l e c t u a l 

c l i m a t e i n t h e l a t e s e v e n t e e n t h c e n t u r y i n I t a l y . The s e c o n d 

h a l f o f t h e c e n t u r y w i t n e s s e d a r e a c t i o n t o t h e e x c e s s e s o f 

-baroque a r t , t h i s r e a c t i o n b e i n g d i r e c t e d i n t h e f i e l d o f 

p o e t r y s p e c i f i c a l l y a g a i n s t m a r i n i s m o . By t h e end o f t h e 

c e n t u r y a d e f i n i t e t r a n s f o r m a t i o n i n a r t i s t i c t a s t e was i n 

p r o g r e s s , t y p i f i e d by a d e s i r e t o r e t u r n t o t h e c l a s s i c a l 

i d e a l s o f s i m p l i c i t y and decorum. I n Rome t h e r e n e w a l o f 

a r t i s t i c t a s t e t o o k v i s i b l e f o r m i n 1690 w i t h t h e f o u n d a t i o n 

o f t h e A c c a d e m i a d e l l ' A r c a d i a w h i c h q u i c k l y became t h e most 

i n f l u e n t i a l l i t e r a r y academy, a c q u i r i n g " c o l o n i e s " t h r o u g h o u t 

I t a l y . The A r c a d i a numbered among i t s members t h e most c u l 

t u r e d I t a l i a n s o f t h e l a t e s e v e n t e e n t h c e n t u r y and o f t h e 

e i g h t e e n t h c e n t u r y : s u c h men as G i a n V i n c e n z o G r a v i n a , 

L o d o v i c o A n t o n i o M u r a t o r i , P i e r J a c o p o M a r t e l l o , P i e t r o 

M e t a s t a s i o and G i u s e p p e P a r i n i . The A r c a d i a s t r o v e t o 

c r e a t e a new l i t e r a t u r e f o u n d e d on r e s p e c t f o r c l a s s i c a l 

t r a d i t i o n s , on m o r a l and c u l t u r a l r e n e w a l , on r a t i o n a l i s t i c 

p r i n c i p l e s o f l i n g u i s t i c and s t y l i s t i c c l a r i t y , o f communi-

c a b i l i t y , and o f good t a s t e . 

The t r a n s f o r m a t i o n i n a r t i s t i c t a s t e w h i c h t h e A r c a d i a 

p r o m o t e d was i n f l u e n c e d by t h e d i f f u s i o n i n I t a l y o f 

C a r t e s i a n p h i l o s o p h y and o f t h e F r e n c h i d e a l s o f a r t b a s e d on 



r e a s o n and n a t u r e , e s p e c i a l l y as expounded by B o i l e a u i n h i s 

A r t p o e t i q u e . I n t h a t work, p u b l i s h e d i n 1674, B o i l e a u a t 

t empted t o f r e e F r e n c h w r i t e r s f r o m t h e e x c e s s i v e i n f l u e n c e 

o f I t a l i a n c u l t u r e . H i s n e g a t i v e c r i t i c i s m o f I t a l i a n 

a u t h o r s s e r v e d as p r i m e i n s t i g a t o r o f a g e n e r a l F r e n c h 

r e a c t i o n a g a i n s t I t a l i a n l i t e r a t u r e , t h e c h i e f e x p o n e n t s 

b e i n g F e n e l o n , F o n t e n e l l e , and t h e P e r e B o u h o u r s . A r i s i n g 

o u t o f .the " q u e r e l l e des a n c i e n s e t des modernes," a c o n 

t r o v e r s y w h i c h t o o k shape i n t h e I t a l i a n R e n a i s s a n c e and 

r e a c h e d a h i g h p o i n t i n t h e F r a n c e o f t h e l a t e s e v e n t e e n t h 

c e n t u r y , t h e r e a c t i o n had wide r a m i f i c a t i o n s i n c u l t u r a l 
3 7 

c i r c l e s i n I t a l y . The d i r e c t and i m m e d i a t e c a u s e o f 

p o l e m i c a l w r i t i n g on t h e i s s u e i n I t a l y was t h e C a r t e s i a n 

work o f P e r e B o u h o u r s , L a m a n i e r e de b i e n p e n s e r dans l e s 
op 

o u v r a g e s de 1 ' e s p r i t , w h i c h c o n t a i n e d a n e x t e n s i v e c r i t i 

c i s m o f I t a l i a n l i t e r a t u r e f r o m T a s s o t h r o u g h t h e s e v e n t e e n t h 

c e n t u r y . B o u h o u r s ' a t t a c k gave r i s e t o a h e a t e d p o l e m i c and 

an a w a k e n i n g o f a f o r m o f i n c i p i e n t n a t i o n a l p r i d e among 

I t a l i a n men o f l e t t e r s as t h e s e v e n t e e n t h c e n t u r y drew t o a 

c l o s e . 

I n t h e e i g h t e e n t h c e n t u r y t h e c o n t r o v e r s y t o o k on a 

more p r e c i s e f o c u s f r o m t h e r e p l y t o B o u h o u r s i n G i a n G i u s e p p e 

O r s i ' s C o n s i d e r a z i o n i s o p r a . . . " L a m a n i e r a d i b e n 
3 9 

p e n s a r e " . O t h e r men o f l e t t e r s s u c h as L o . d o v i c o . A n t o n i o 
M u r a t o r i , A p o s t o l o Zeno, A n t o n M a r i a S a l v i n i and E u s t a c h i o 

4-0 
M a n f r e d i were q u i c k t o i n t e r v e n e . C r i t i c i s m o f I t a l i a n 

4l 
c u l t u r e i n t h e F r e n c h J e s u i t j o u r n a l M emoires de T r e v o u x 



- 18 -

was c o u n t e r e d by A p o s t o l o Zeno, S c i p i o n e M a f f e i and A n t o n i o 

V a l l i s n i e r i ( t h e famous d o c t o r and b i o l o g i s t ) w i t h the 

f o u n d a t i o n i n 1710 o f the p r e s t i g i o u s G i o r n a l e d e ' l e t t e r a t i  

d ' I t a l i a whose aim was to a c q u a i n t I t a l i a n s w i t h what was 

b e i n g done i n I t a l y i n the f i e l d o f h i g h e r s t u d i e s . T h i s 

V e n e t i a n j o u r n a l enjoyed the c o l l a b o r a t i o n o f the most l e a r n e d 

men o f s c i e n c e and l e t t e r s u n t i l i t s demise i n 1740. 

The c r i t i c i s m o f I t a l i a n c u l t u r e by the F r e n c h b r o u g h t 

about a r e - e x a m i n a t i o n o f I t a l i a n l i t e r a t u r e i n I t a l y , w i t h 

the i n t e n t b o t h t o r e f o r m as w e l l as t o defend. W i t h t r a g e 

d i a n s such as C o r n e i l l e and R a c i n e , t h e F r e n c h vaunted t h e i r 

s u p e r i o r i t y o v e r the I t a l i a n s i n the f i e l d o f t r a g e d y . 

I t a l i a n c r i t i c s were f o r c e d to concur. I t was i n t h e i r 

e v a l u a t i o n o f I t a l i a n t r a g e d y t h a t c r i t i c s f i r s t t u r n e d t h e i r 

a t t e n t i o n t o melodramma, to whose p o p u l a r i t y t h e y a t t r i b u t e d 

the d e a r t h o f spoken t r a g e d y i n I t a l y . 

I t i s perhaps a p p r o p r i a t e t h a t the f i r s t e i g h t e e n t h -

c e n t u r y l i t e r a r y h i s t o r i a n t o i n c l u d e the melodramma i n h i s 

c r i t i c a l w r i t i n g s was G i o v a n M a r i o C r e s c i m b e n i , the f i r s t 

c u s t o d e o r p r e s i d e n t o f the Accademia d e l l ' A r c a d i a , . and the 
42 

prime f o r c e b e h i n d i t s c o n c e p t i o n . A l t h o u g h C r e s c i m b e n i was 

a poet h i m s e l f , h i s major c o n t r i b u t i o n t o I t a l i a n c u l t u r e may 

be seen i n h i s c o n s t a n t e f f o r t s t o encourage the re n e w a l and 

growth o f I t a l i a n l i t e r a t u r e . T h i s a s p e c t o f h i s a c t i v i t i e s 

was a l r e a d y acknowledged by L o d o v i c o A n t o n i o M u r a t o r i i n 1711 

i n a l e t t e r t o C r e s c i m b e n i h i m s e l f : 
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E n a t a Vs. 111.ma p e r r i m e t t e r e n e l suo p r i m i e r o 
s p l e n d o r e l a P o e s i a I t a l i a n a , non p o t e n d o s i d i r e , 
q u a n t o l e e r u d i t i s s i m e o p e r e d i L e i , e i n s i e m e l e sue 
s t e s s e P o e s i e , a c c e n d a n o l a g e n t e a c o l t i v a r l e b e l l e 
L e t t e r e , e i n e s s e a s e g u i t a r e i l g u s t o d e ' m i g l i o r i . 
Me ne r a l l e g r o i o c o n e s s o L e i , ma p i u c o l l a R e p ub.ca 
L e t t e r a r i a , e p r e g o D i o c h ' e l l a p o s s a c o n t i n u a r e c o n 
s i i n f a t i c a b i l z e l o n e l m i g l i o r a m e n t o d e l s e c o l o 
n o s t r o . ^ 3 

C r e s c i m b e n i , and w i t h him t h e e n t i r e A r c a d i a , l o o k e d 

b a c k on t h e R e n a i s s a n c e as a g o l d e n age i n I t a l i a n l e t t e r s , 

as a p e r i o d o f a r t i s t i c s u p e r i o r i t y w h i c h had b e e n f o l l o w e d 

by an e r a o f d e c a d e n c e . T h i s d e c a d e n c e was r e p r e s e n t e d - by 

t h e B a r o q u e w h i c h e x e m p l i f i e d , f o r C r e s c i m b e n i , t h e e x t e n t t o 

w h i c h a r t h a d b e e n c o r r u p t e d by u n r e s t r a i n e d p o e t i c l i b e r t y , 

u n c o n t r o l l e d e x c e s s e s o f t h e i m a g i n a t i o n , and h e d o n i s t i c 

i n t e n t i o n s . I n C r e s c i m b e n i ' s v i e w , t h i s c o r r u p t i o n had t o 

be t r a n s c e n d e d and e r a d i c a t e d b e f o r e I t a l i a n p o e t r y c o u l d 

a c h i e v e g e n u i n e a r t i s t i c m e r i t once a g a i n and r e t u r n t o i t s 

p r i s t i n e p u r i t y ( a s t a t e w h i c h he n e v e r a d e q u a t e l y d e f i n e d , 

i n so f a r as,-dramatic p o e t r y was c o n c e r n e d ) . Thus, i n h i s 

c r i t i c a l j u d g e m e n t s on p o e t r y , C r e s c i m b e n i showed a marked 

p r e d i l e c t i o n f o r s t r u c t u r a l u n i t y , decorum, s t y l i s t i c p r o 

p r i e t y and t h e e d u c a t i v e v a l u e s o f a r t . H i s p o e t i c s were 

b a s e d c l e a r l y on c l a s s i c a l i d e a l s o f harmony and measure, and 

i t c i w a s : w i t h t h e s e i d e a l s i n mind t h a t he t u r n e d h i s a t t e n t i o n 

t o melodramma. 

C r e s c i m b e n i ' s c o n t r i b u t i o n t o t h e h i s t o r y o f o p e r a 

h a s b e e n s t u d i e d s u p e r f i c i a l l y i n most works on t h e s u b j e c t . 

W a l t e r B i n n i a t t r i b u t e s t o him a c o m p l e t e l y n e g a t i v e a t t i t u d e 

t o w a r d s melodramma, a c o n c l u s i o n w h i c h may be v a l i d i n g e n e r a l 
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t e r m s , b u t w h i c h f a i l s t o t a k e i n t o a c c o u n t c e r t a i n a s p e c t s 

o f C r e s c i m b e n i ' s c r i t i c i s m . The same c a n be s a i d o f Remo 

G i a z o t t o ' s p e r f u n c t o r y judgement. The most d e t a i l e d s t u d y o f 

C r e s c i m b e n i ' s i d e a s on melodramma c a n be f o u n d i n R o b e r t 

S c h o f i e l d Freeman's d o c t o r a l t h e s i s w h i c h c o n t a i n s a more 

44 
b a l a n c e d v i e w o f C r e s c i m b e n i 1 s a t t i t u d e t o w a r d s t h e f o r m . 

N e v e r t h e l e s s , Freeman f a i l s t o t a k e i n t o c o n s i d e r a t i o n 

C r e s c i m b e n i ' s h u m a n i s t i c b a c k g r o u n d w h i c h p r e d i s p o s e d him 

t o w a r d s c l a s s i c a l t r a g e d y . 

C r e s c i m b e n i d i s c u s s e d melodramma i n h i s l i t e r a r y 
. 45 

h i s t o r y , L ' I s t o r i a d e l l a v o l g a r p o e s i a , m h i s D e ' C o m e n t a r j 
. 46 ' 

m t o r n o a l l ' I s t o r i a d e l l a v o l g a r p o e s i a , and i n t h e s i x t h 
47 

d i a l o g u e o f h i s D e l i a T & e l l e z z a d e l l a v o l g a r p o e s i a . However, 

he d i d n o t examine t h e p r o b l e m o f melodramma i n any d e p t h . 

C r e s c i m b e n i ' s work i s n o t s p e c u l a t i v e r e s e a r c h i n t o t h e v e r y 

n a t u r e o f p o e t r y , b u t r a t h e r an h i s t o r i c a l and e r u d i t e c o m p i 

l a t i o n o f t h e o r i g i n s and i n n o v a t i o n s o f m e t r i c a l forms,- o f 

g e n r e s , l i t e r a r y t r a d i t i o n s and i n f l u e n c e s , o f p o e t s and t h e i r 

works, p u t t o g e t h e r w i t h t h e p u r p o s e o f i n f o r m i n g h i s contem

p o r a r i e s on t h e p o e t i c t r a d i t i o n i n I t a l y , and o f o f f e r i n g 

e xamples f o r t h e r e n e w a l o f I t a l i a n p o e t r y . F o r t h i s r e a s o n , 

i n d e a l i n g w i t h d r a m a t i c p o e t r y , he was o b l i g e d t o c o n f r o n t 

t h e d r a m a t i c f o r m t h a t had g a i n e d so much p u b l i c f a v o u r i n 

t h e s e v e n t e e n t h c e n t u r y , namely, melodramma. W h i l e h i s d i s 

c u s s i o n o f o p e r a seems r a t h e r p e r f u n c t o r y i n c o m p a r i s o n w i t h 

l a t e r s t u d i e s o f t h e g e n r e , he n e v e r t h e l e s s f o r m u l a t e s 

s e v e r a l themes w h i c h w i l l r e a p p e a r i n s u b s e q u e n t c r i t i c i s m o f 



o p e r a . 

I n I698, o n t h e v e r y t h r e s h o l d o f t h e e i g h t e e n t h 

c e n t u r y , w i t h t h e p u b l i c a t i o n o f h i s h i s t o r y o f I t a l i a n 

p o e t r y , C r e s c i m b e n i i n i t i a t e d t h e l i t e r a r y d i s c u s s i o n s o f 

melodramma by a c k n o w l e d g i n g i t s e x i s t e n c e as a l i t e r a r y f o r m . 

Among t h e f i f t y l i v i n g p o e t s whom he c o n s i d e r s t o be i n t h e 

v a n g u a r d o f t h e c o n t e m p o r a r y r e n e w a l o f I t a l i a n l i t e r a t u r e , 

he i n c l u d e s f i v e who were l i b r e t t i s t s , and i n f a c t l i s t s 

t h e l i b r e t t i o f f o u r o f them as b e i n g among t h e i r m e r i t o r i o u s 

p r o d u c t i o n s . T h i s was t h e f i r s t t i m e t h a t a g e n e r a l h i s t o r y 
. 48 

o f I t a l i a n l i t e r a t u r e c o n c e d e d l i t e r a r y m e r i t t o l i b r e t t i , 

and o f t h e f i v e p o e t - l i b r e t t i s t s m e n t i o n e d by C r e s c i m b e n i , 

t h r e e - - G i r o l a m o G i g l i , F r a n c e s c o De Lemene and S i l v i o 

S t a m p i g l i a - - w i l l a p p e a r w i t h c o n s i d e r a b l e r e g u l a r i t y i n 

s u b s e q u e n t e i g h t e e n t h - c e n t u r y l i s t s o f n o t e w o r t h y l i b r e t t i s t s 

However, i n t h e f i r s t e d i t i o n o f t h e h i s t o r y , C r e s c i m b e n i 

d i s m i s s e d any f u r t h e r d i s c u s s i o n o f melodramma i n t h e s e words 

. S a r e b b e v i , o l t r e a ' s u d d e t t i [ g e n e r i p o e t i c i ] , q u e l 
Componimento S c e n i c o , i l q u a l e p a r i m e n t i a n [ s i c ] 
r e c a t o i n t a v o l a i m o d e r n i d e l s e c o l o p r e s e n t e 
i n t i t o i a t o Dramma; ma p e r c i o c c h e e g l i e q u e s t a 
f a c c e n d a p r i v a p e r l o p i u d ' o g n i r e g o l a d i P o e s i a , e 
non p e r a l t r o i n v e n t a t a , che p e r maggiormente l u s i n g a r e 
i l g e n i o d e l Mondo amico d i n o v i t a , e pero* s a z i o 
d ' a s c o l t a r e l e T r a g e d i e , e l e Commedie l a v o r a t e s u i l 
t o r n i o A r i s t o t e l i c o , i o s t i m o p i u s a n a c o s a d i e s s o 
t a c e r e . ^ 9 

I n d i c a t i v e o f t h e e v e r - i n c r e a s i n g i m p o r t a n c e t h a t t h e m u s i c a l 

drama was a c q u i r i n g i s t h e f a c t t h a t i n t h e 1714 e d i t i o n o f 

t h e h i s t o r y C r e s c i m b e n i a l t e r e d t h e c o n c l u s i o n o f t h e p a s s a g e 

q u o t e d above t o a l e s s e m p h a t i c d i s m i s s a l o f t h e f o r m [ " i o 
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s t i m o p i u s a n a c o s a d i e s s o almen p e r ora, t a c e r e . . .'"].^° 

The r e a s o n f o r t h i s s m a l l y e t i m p o r t a n t change i s t h a t 

i n 1700 C r e s c i m b e n i had e l a b o r a t e d somewhat upon t h e s u b j e c t 

o f melodramma a t t h e end o f t h e s i x t h d i a l o g u e o f h i s D e l l a  

b e l l e z z a d e l l a v o l g a r p o e s i a . Of a l l h i s works, t h i s volume 

o f l i t e r a r y d i a l o g u e s comes c l o s e s t t o b e i n g a programme o f 

r e n e w a l f o r A r c a d i a , w i t h i t s s y s t e m a t i c e x a m i n a t i o n o f a l l 

t h e g e n r e s and f o r m s i n w h i c h p o e t i c t h o u g h t s c o u l d be 

e x p r e s s e d . I t i s t h e r e f o r e s i g n i f i c a n t t h a t melodramma was 

n o t o m i t t e d . I n h i s d i s c u s s i o n o f t h e g e n r e o f comedy, 

C r e s c i m b e n i o f f e r s a r a p i d r e v i e w o f t h e h i s t o r y o f t h e 

dramma p e r m u s i c a whose s u c c e s s he c o n s i d e r s i n s t r u m e n t a l i n 

t h e e x t e r m i n a t i o n o f b o t h x c o m e d y and t r a g e d y i n I t a l y . T h i s 

i s a c h a r g e t h a t w i l l be l e v e l l e d a t melodramma a g a i n and 

a g a i n i n t h e com i n g y e a r s . I n f a c t , t h e p a s s a g e i n q u e s t i o n 

c a n s t a n d a s an i m m e d i a t e i n t r o d u c t i o n t o t h e d i s c u s s i o n s o f 
1 

melodramma i n t h e e i g h t e e n t h c e n t u r y : 

G i a c i n t o A n d r e a C i c o g n i n i i n t o r n o a l i a meta d e l s e c o l o 
c o n p i u f e l i c e a r d i m e n t o i n t r o d u s s e i Drammi c o l suo 
G i a s o n e , i l q u a l e p e r v e r o d i r e e i l p r i m o , e i l p i u 
p e r f e t t o Dramma, che s i t r u o v i , e c o n e s s o p o r t o 
l ' e s t e r m i n i o d e l l * I s t r i o n i c a , e p e r c o n s e g u e n z a d e l l a 
v e r a , e buona Comica, e d e l l a T r a g i c a s t e s s a ; 
i m p e r c i o c c h e p e r maggiormente l u s i n g a r e c o n l a n o v i t a 
l o s v o g l i a t o g u s t o d e g l i S p e t t a t o r i , n a u s e a n t i e g u a l -
mente l a v i l t a d e l l e c o s e Comiche, e l a g r a v i t a d e l l e 
T r a g i c h e 1 ' I n v e n t o r de'Drammi u n i l ' u n a , e I ' a l t r a i n 
e s s i , m e t t e n d o p r a t i c a c o n m o s t r u o s i t a non p i u u d i t a 
t r a Re, ed E r o i , ed a l t r i i l l u s t r i P e r s o n a g g i , e 
B u f f o n i , x e S e r v i , e v i l i s s i m i U o m i n i . Q u e s t o 
g u a z z a b u g l i o d i P e r s o n a g g i f u c a g i o n e d e l t o t a l 
g u a s t a m e n t o d e l l e r e g o l e P o e t i c h e , l e q u a l i a n d a r o n o 
i n t a l m a n i e r a i n d i s u s o , che ne meno s i r i g u a r d o 
a l i a l o c u z i o n e , l a q u a l e , c o s t r e t t a a s e r v i r e a l i a 
m u s i c a , p e r d e l a s u a p u r i t a e se r i e m p i d ' i d i o t i s m i . 
Fu t r a l a s c i a t o i l maneggio r e g o l a t o d e l l e f i g u r e , che 
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n o b i l i t a n o l ' o r a z i o n e , che s i r i s t r i n s e p e r l o p i u 
d e n t r o i t e r m i n i d e l p a r l a r p r o p r i o , e f a m i g l i a r e , i l 
q u a l e e p i u a d a t t a t o p e r l a m u s i c a ; e f i n a l m e n t e i l 
l i g a m e d i q u e ' p i c c o l i m e t r i , a p p e l l a t i v o l g a r m e n t e 
a r i e t t e , che a l a r g a mano s i s p a r g e v a n o p e r l e Scene, 
e l a s t r a b o c c h e v o l e i m p o r p r i e t a d i f a r e a l t r u i p a r l a r 
c a n t a n d o , t o l s e r o a f f a t t o d a i c o m p o n i m e n t i l a f o r z a 
d e g l i a f f e t t i , e l ' a r t i f i z i o d i m u o v e r g l i n e g l i 
a s c o l t a n t i . - 5 1 

The d r a m a t i s t whom C r e s c i m b e n i h o l d s r e s p o n s i b l e f o r 

t h e d e c a d e n c e o f r e g u l a r comedy and t r a g e d y i s C i c o g n i n i 

whose G i a s o n e i s s i n g l e d o u t as a p r i n c i p a l o f f e n d e r . 

C r e s c i m b e n i h o l d s t h i s "hodge-podge" o f t r a g i c and comic 

e l e m e n t s , o f n o b l e and l o w - b o r n c h a r a c t e r s f g u a z z a b u g l i o d i  

P e r s o n a g g i ~ | r e s p o n s i b l e f o r t h e r e l a x a t i o n o f p o e t i c r u l e s , 

the d e g e n e r a t i o n o f l a n g u a g e f r o m t h e p o e t i c t o t h e f a m i l i a r 

t h r o u g h i t s s u b s e r v i e n c e t o m u s i c , t h e p r o l i f e r a t i o n o f a r i a s , 

and t h e i m p r o p r i e t y o f h a v i n g a c t o r s speak i n song. A l l t h e s e 

f a c t o r s c l e a r l y c o n t r a v e n e C r e s c i m b e n i ' s c l a s s i c a l l y i n s p i r e d 

d r a m a t i c i d e a l s . L i t t l e wonder t h a t d r a m a t i c c o m p o s i t i o n s 

have l o s t t h e i r power t o s t i r t h e p a s s i o n s o f t h e p u b l i c and 

s u c c e e d o n l y i n s a t i s f y i n g t h e a u d i e n c e s * i n d o l e n t d e s i r e f o r 

n o v e l t y . 

I n t h e f i r s t volume o f D e ' c o m e n t a r j i n t o r n o a l l ' I s t o r i a  

d e l l a v o l g a r p o e s i a , p u b l i s h e d i n 1702 as a s u p p l e m e n t t o t h e 

o r i g i n a l I s t o r i a , C r e s c i m b e n i r e t u r n s t o t h e s u b j e c t o f 

melodramma. However, he no l o n g e r d e a l s w i t h i t i n t h e 

d i s c u s s i o n o f comedy, b u t d e d i c a t e s an e n t i r e c h a p t e r t o 

"De'Drammi m u s i c a l i ; e d e l l a l o r o o r i g i n e e s t a t o . " Here he 

r e v i e w s t h e d e v e l o p m e n t o f m u s i c a l drama f r o m t h e t i m e s o f 

P e r i and R i n u c c i n i , E m i l i o d e ' C a v a l i e r i , and t h e e a r l y 
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melodramma, w h i c h he m e n t i o n s w i t h r e s p e c t . He t h e n t u r n s 

h i s a t t e n t i o n t o B aroque o p e r a , and once a g a i n i n v e i g h s 

a g a i n s t C i c o g n i n i as t h e p r o p a g a t o r , i f n o t t h e o r i g i n a t o r , 

o f t h e new and c o r r u p t t y p e s o f m u s i c a l drama w h i c h came t o 
53 

s u p p l a n t t h e c l a s s i c a l f o r m s o f drama. 

C r e s c i m b e n i ' s a t t a c k s a g a i n s t melodramma, t h o u g h t h e y 

r e p r e s e n t b u t a s m a l l p a r t o f h i s c r i t i c a l works, n o n e t h e l e s s 

c o n t a i n n o t o n l y t h e s e e d s o f a l l l a t e r c r i t i c i s m o f opera,-

b u t a l s o an o u t l i n e o f e i g h t e e n t h - c e n t u r y programmes f o r 

r e f o r m . W h i l e a t t a c k i n g B a r o q u e opera,' C r e s c i m b e n i f e l t t h a t 

t h e melodrammi o f h i s day were i n t h e p r o c e s s o f b e i n g r e g u 

l a t e d . He w r o t e i n t h e D e ' c o m e n t a r j : 

Ma q u a n t u n q u e p e l c o r s o d i mezzo s e c o l o s e n z a a l t r a ' 
l e g g e , che d i s e c o n d a r e i l g e n i o d e l l ' u d i e n z a c o n 
i s t r a n i s s i m e n o v i t a , s i e n o a n d a t i l u s s u r i a n d o p e r 
t u t t i i T e a t r i d ' l t a l i a , nondimeno e ' s i p a r e , che 
a ' n o s t r i g i o r n i a b b i a n c o m i n c i a t o a r i c e v e r e q u a l c h e 
b uona r e g o l a . . . d i modoche [ s i c ] d i r a d a t o s i l o 
s m o derato uso d e l l e A r i e , che p e r l a l o r o p i c c o l a mole, 
q u a n t o a l c a n t o c o n f e r i v a n o , a l t r e t t a n t o n ocevano 
a l l ' e l o q u e n z a P o e t i c a ; e r i s t r e t t o s i i l tempo a 
g i u s t a m i s u r a : e a g e v o l a t a s i , p e r c i d , che e p o s s i b i l e , 
l ' i m p r o p i e t a [ s i c ] , massimamente d e l l e m u t a z i o n i d e l l e 
s c e n e , a p p a r i s c o n o o r a , se non p e r f e t t i , almeno 
s o f f r i b i l i . 5 4 

I n h i s v i e w , t h e e l e m e n t s o f r e f o r m were t h e r e d u c t i o n o f t h e 

number o f a r i a s , t h e r e t u r n t o a r e a s o n a b l e u n i t y o f t i m e , 

t h e r e s t r i c t i o n o f s c e n e - c h a n g e s , t h e r e s u r g e n c e o f t h e c h o r u s , 

and t h e s u r v i v a l o f t h e f i v e - a c t d i v i s i o n i n s t e a d o f t h e more 

p o p u l a r d i v i s i o n o f melodramma i n t o t h r e e a c t s . I n D e l l a  

b e l l e z z a d e l l a v o l g a r p o e s i a , he p r a i s e d Domenico D a v i d and 

A p o s t o l o Zeno f o r h a v i n g removed comic c h a r a c t e r s f r o m h e r o i c 
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o p e r a , and f o r h a v i n g r e d u c e d t h e number o f a r i a s , t h u s 

p l a c i n g more i m p o r t a n c e on t h e r e c i t a t i v e f o r t h e e x p r e s s i o n 
55 

o f p a s s i o n s . ^ L a r g e l y as a r e s u l t o f C r e s c i m b e n i ' s p r a i s e , 

i t becomes a commonplace o f e i g h t e e n t h - c e n t u r y I t a l i a n c r i t 

i c i s m t o r e g a r d Zeno as t h e f i r s t r e f o r m e r o f melodramma. ^ 

A l t h o u g h i n t h e D e ' C o m e n t a r j , w r i t t e n i n 1 7 0 2 , 

C r e s c i m b e n i j u d g e d c o n t e m p o r a r y o p e r a as a f o r m t h a t was 

b e c o m i n g a t l e a s t t o l e r a b l e , i f n o t a c t u a l l y p e r f e c t e d , he 

s t i l l c o n c l u d e d t h e p a s s a g e q u o t e d above i n t h e f o l l o w i n g 

words: 

E c r e d i a m o fermamente, che a l i a f i n e v i s a r a p u r e 
c h i , c o m p a s s i o n a n d o 1 ' i n f e l i c i s s i m o s t a t o d e l l a 
b e l l i s s i m a P o e s i a Drammatica, che h a p e r d u t o a f f a t t o 
l a p a r t e d e l l * u t i l e , e r i t i e n t u t t a c o r r o t t a , e 
g u a s t a q u e l l a d e l d i l e t t o , l a r e n d e r a a l suo p r i m i e r p 
u f i z i o ; e n o i r i v e d r e m L a t n e l l a s u a a n t i c a b e l l e z z a . ' 

The d i r e c t i o n o f C r e s c i m b e n i ' s t h o u g h t on t h e s u b j e c t o f 

melodramma i s e a s i l y d i s c e r n i b l e . H i s i d e a l o f d r a m a t i c 

c o m p o s i t i o n , as i t emerges f r o m h i S r - w r i t i n g s , i s t h a t o f 

r e g u l a r , c l a s s i c a l t r a g e d y and comedy, as t h e A r i s t o t e l i a n s 

had c o n c e i v e d i t . Q u i t e c l e a r l y he f e l t t h a t d r a m a t i c p o e t r y , 

as e x e m p l i f i e d by melodramma i n s e v e n t e e n t h - c e n t u r y and e a r l y 

e i g h t e e n t h - c e n t u r y I t a l y , was no l o n g e r f u l f i l l i n g t h e d u a l 

aim a t t r i b u t e d t o i t by A r i s t o t e l i a n commentators, h a v i n g 

abandoned any p r e t e n c e o f u t i l i t y , and h a v i n g c o r r u p t e d i t s 

f u n c t i o n o f d e l i g h t . C o n s e q u e n t l y , he l o o k e d t o t h e r e v i v a l 

o f t r a g e d y and comedy i n t h e c l a s s i c a l s t y l e , a t w h i c h t i m e 

d r a m a t i c p o e t r y w o u l d r e t u r n t o i t s f o r m e r b e a u t y . I t was 

t h u s a c l a s s i c a l r e v i v a l , r a t h e r t h a n a r e f o r m o f melodramma, 
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t h a t C r e s c i m b e n i h e l d as h i s g o a l . 

As t h e g u i d i n g l i g h t o f t h e A r c a d i a , w i t h i t s i d e a l s 

o f a r e t u r n t o t h e c l a s s i c a l p r i n c i p l e s o f a r t , t o s i m p l i c i t y , -

c l a r i t y and t a s t e , C r e s c i m b e n i c o u l d n o t a c c e p t t h e melodramma 

made p o p u l a r e s p e c i a l l y by C i c o g n i n i and C a v a l l i , a t y p e o f 

d r a m a t i c c o m p o s i t i o n w h i c h q u i t e d e l i b e r a t e l y i g n o r e d c l a s 

s i c a l s t r u c t u r e and t h e a d h e r e n c e t o t h e u n i t i e s , a f o r m 

w h i c h m i x e d h i g h and l o w - b o r n c h a r a c t e r s , m i n g l e d t r a g i c ( o r 

s e r i o u s ) and comic e l e m e n t s , v a r i e d p o e t i c m e t r e s and g e n e r 

a l l y p a n d e r e d t o p u b l i c taste.. C r e s c i m b e n i ' s o u t r i g h t r e j e c -

t i o n o f B a r o q u e a r t i s t i c e x p r e s s i o n i s i n d i c a t i v e o f t h e 

i n t e l l e c t u a l c l i m a t e o f t h e e a r l y A r c a d i a . As a c r i t i c o f 

melodramma, by condemning i t s i m p e r f e c t i o n s and e x c e s s e s , and 

by e n v i s a g i n g a r e t u r n t o c l a s s i c a l d r a m a t i c c o m p o s i t i o n s , 

C r e s c i m b e n i s e t s t h e t o n e f o r t h e e a r l y e i g h t e e n t h - c e n t u r y 

commentators on t h e s u b j e c t . H i s p o s i t i o n a p p e a r s i n t r a n s i 

g e n t , y e t t h i s u n c o m p r o m i s i n g l y n e o - c l a s s i c a l a p p r o a c h c h a r a c 

t e r i z e s t h e s p i r i t o f t h e e a r l i e r d i s c u s s i o n s o n melodramma 

i n t h e e i g h t e e n t h c e n t u r y i n I t a l y . 
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CHAPTER I 

Pre-Metastasian C r i t i c i s m 



- 2 8 -

L o d o v i c o A n t o n i o M u r a t o r i 

An a t t i t u d e t o t h e melodramma s i m i l a r t o C r e s c i m h e n i * s 

c a n be f o u n d i n t h e works o f one o f t h e g r e a t f i g u r e s o f 
1 

e i g h t e e n t h - c e n t u r y c u l t u r e : L o d o v i c o A n t o n i o M u r a t o r i . An 

a d m i r e r o f C r e s c i m b e n i , and an A r c a d i a n , he m a i n t a i n e d c o n -
2 

t a c t s w i t h t h e m a j o r l i t e r a r y f i g u r e s o f t h e t i m e . Though 

p r i m a r i l y a n h i s t o r i a n and m e d i e v a l i s t , M u r a t o r i * s i n t e r e s t s 

and r e s e a r c h s p r e a d o v e r a wide r a n g e o f k n o w ledge: l i t e r a t u r 

h i s t o r i o g r a p h y , p h i l o l o g y , a r c h e o l o g y , m u s i c , p s y c h o l o g y , 

p h i l o s o p h y , t h e o l o g y , j u r i s p r u d e n c e , s o c i o l o g y , n a t u r a l 
. . . 3 

s c i e n c e s , n u m i s m a t i c s , e t h i c s , m e d i c i n e , l i t u r g y . I n h i s 

d i s c u s s i o n s o f t h e t h e a t r e , M u r a t o r i d i d n o t p r o c e e d o n l y 

f r o m a p u r e l y t h e o r e t i c a l b a s i s . H i s c l o s e f r i e n d s h i p w i t h 

C a r l o M a r i a Maggi b r o u g h t him i n t o - c o n t a c t w i t h t h e l a t t e r ' s 

a t t e m p t s t o r e f o r m I t a l i a n comedy, and u n d o u b t e d l y a f f o r d e d 
him t h e o p p o r t u n i t y o f d i s c u s s i n g t h e t e c h n i c a l a s p e c t s o f 

4 

t h e a t r e . M u r a t o r i ' s e a r l y y e a r s b r o u g h t him t h e f r i e n d s h i p 

o f P i e t r o A n t o n i o B e r n a r d o n i (who p r e c e d e d Zeno and M e t a s t a s i 

as c o u r t l i b r e t t i s t a t t h e I m p e r i a l C o u r t o f V i e n n a ) , and o f 

E u s t a c h i o M a n f r e d i and P i e r J a c o p o M a r t e l l o , r e l a t i o n s h i p s 

w h i c h gave him a d d i t i o n a l c o n t a c t s w i t h t h e w o r l d o f t h e 

t h e a t r e f r o m d i f f e r e n t p o i n t s o f v i e w . S u c h d r a m a t i s t s as 

M a r t e l l o , M a f f e i and Zeno s e n t t h e i r works t o him, a n x i o u s 

f o r h i s f a v o u r a b l e judgement, and he m a i n t a i n e d a c o r r e s p o n 

dence w i t h L u i g i R i c c o b o n i , t h e famed e i g h t e e n t h - c e n t u r y 

a c t o r and man o f t h e t h e a t r e who a t t e m p t e d t o r e f o r m t h e 

p o p u l a r s t a g e by s u b s t i t u t i n g p l a y s o f l i t e r a r y v a l u e f o r t h e 
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s t i l l f a v o u r e d commedia d e l l ' a r t e s c e n a r i o s w h i c h had "been 

so i n s t r u m e n t a l i n t h e s u c c e s s o f h i s a c t i n g company. 

R i c c o b o n i w r o t e t o M u r a t o r i on a number o f o c c a s i o n s , 

r e q u e s t i n g a i d , i n f o r m a t i o n and o p i n i o n s o f h i s works; 

M u r a t o r i r e p l i e d w i t h a d v i c e , e n c o u r a g e m e n t and p r a i s e . - ' 

M u s i c was a l s o one o f M u r a t o r i ' s i n t e r e s t s ; he p r o v i d e d F a t h e r 

M a r t i n i w i t h " b i b l i o g r a p h i c a l m a t e r i a l f o r t h e c o m p i l a t i o n o f 

h i s h i g h l y - r e g a r d e d S t o r i a d e l l a m u s i c a , and he p l a n n e d a 

t r e a t i s e on t h e s u i t a b i l i t y o f m u s i c i n t h e t h e a t r e . As a 

y o u n g man, M u r a t o r i composed a number o f drammi p a s t o r a l i , 

and e v e n s t a g e d dramas a t t h e v i l l a s o f t h e Borromeo f a m i l y 
7 

f o r t h e amusement o f t h e h o u s e h o l d o f t h e s e a r i s t o c r a t s . 

M u r a t o r i ' s s t a t u r e as a s c h o l a r i s u n d i s p u t e d . I n t h e 

f i e l d o f l i t e r a t u r e , h i s work i s g e n e r a l l y r e c o g n i z e d as 

h a v i n g e n j o y e d g r e a t i n f l u e n c e i n h i s t i m e , and as h a v i n g 
8 

c o n t r i b u t e d t o t h e c r e a t i o n o f t h e n a s c e n t a r t o f a e s t h e t i c s . 

H i s R i f l e s s i o n i s o p r a i l buon g u s t o was one o f t h e works most 

i n s t r u m e n t a l i n m a k i n g t h e c o n c e p t o f "good t a s t e " a g u i d i n g 

l i g h t i n t h e p o e t i c s o f t h e e i g h t e e n t h c e n t u r y , as i t i n f l u 

e n c e d s t u d i e s o f I t a l i a n c u l t u r e i n a l l d i s c i p l i n e s , e v e n 

t h o u g h i n h i s own w r i t i n g s M u r a t o r i o c c a s i o n a l l y makes c o n 

c e s s i o n s t o some a s p e c t s o f t h a t "bad t a s t e " [ g u s t o c a t t i v o ] 

g e n e r a l l y a t t r i b u t e d t o t h e B a r o q u e by men o f l e t t e r s i n t h e 

l a t t e r h a l f o f t h e s e v e n t e e n t h c e n t u r y and i n t h e e i g h t e e n t h 

c e n t u r y . The D e l i a p e r f e t t a p o e s i a i t a l i a n a e n j o y e d c o n s i d 

e r a b l e Vogue, n o t o n l y i n I t a l y , b u t a l s o i n t h e r e s t o f 

E u r o p e . 
I n t h e f i e l d o f t h e melodramma, modern s c h o l a r s h i p i s 
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i n a g r e e m e n t o v e r M u r a t o r i ' s n e g a t i v e a t t i t u d e t o w a r d s t h e 

f o r m , and i d e n t i f i e s r a t i o n a l i s m as t h e s o u r c e o f t h i s c r i t i -
11 

c a l a t t i t u d e . Y e t t o c a t e g o r i z e M u r a t o r i e x c l u s i v e l y as a 

r a t i o n a l i s t i s t o o f a c i l e . S t u d e n t s o f M u r a t o r i * s l i t e r a r y 

t h e o r i e s i n g e n e r a l have r e c o g n i z e d i n h i s t h o u g h t v a r i o u s 
t e n d e n c i e s t h a t f o r e s h a d o w b o t h t h e E n l i g h t e n m e n t and 

12 

R o m a n t i c i s m . W i t h r e g a r d t o t h e l a t t e r , s c h o l a r s have c o n 

s i d e r e d p a r t i c u l a r l y s i g n i f i c a n t h i s c o n c e p t o f i m a g i n a t i o n 

as one o f t h e m a i n components o f p o e t r y . I n t h e u s e he makes 

o f t h i s c o n c e p t , t h e y f i n d him t o b e , i n g e n e r a l a greement 

w i t h V i c o , and r e g a r d him as a n t i c i p a t i n g - t h e - . ' p o s i t i o n o f t h e 
13 

R o m a n t i c s . J I t i s c u r i o u s , n e v e r t h e l e s s , t h a t m t h e i r d i s 

c u s s i o n s o f M u r a t o r i ' s v i e w s o f melodramma c r i t i c s have n o t 

q u e s t i o n e d why h i s t r e a t m e n t o f t h e t o p i c i s b a s e d s o l e l y on 

r a t i o n a l i s t i c p r i n c i p l e s w i t h o u t r e f e r e n c e t o t h e f u n c t i o n 

o f i m a g i n a t i o n i n d r a m a t i c p o e t r y . 

M u r a t o r i , whose c r i t i c a l a p p r o a c h was f o r m e d by y e a r s 

o f e r u d i t e s c h o l a r l y r e s e a r c h , had as h i s aim an e x a m i n a t i o n 

o f t h e a r t s and s c i e n c e s o f h i s t i m e i n o r d e r t o e x p o s e t h e i r 

w e a k n e s s e s and l a c u n a e , and t o p r e s e n t a programme o f work f o r 

h i s c o n t e m p o r a r i e s i n t h e hope o f r a i s i n g I t a l i a n c u l t u r e t o 
14-

new h e i g h t s o f g l o r y . The q u e r e l l e des a n c i e n s e t des 

modernes, as i t d e v e l o p e d i n e i g h t e e n t h - c e n t u r y I t a l y , 

d i r e c t l y a f f e c t e d t h e r e a l i z a t i o n o f h i s p l a n . M u r a t o r i ' s 
p r e f e r e n c e t e n d e d t o w a r d s l e s modernes, a l t h o u g h a t a l l t i m e s 

15 

he r e t a i n e d a m o d e r a t e p o s i t i o n . J T h a t i s , he a d v o c a t e d a 

r e s p e c t f o r t h e works o f t h e p a s t , and a s e r e n e judgement o f 
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t h e works o f t h e p r e s e n t , a judgement n o t b a s e d on a p r i o r i 

c o n c e p t s , n o r e x c l u s i v e l y on a n c i e n t m o d e l s . U n l i k e some 

p a r t i s a n s o f t h e a n c i e n t s , who b e l i e v e d t h a t t h e p e r f e c t i o n 

o f a r t had b e e n a c h i e v e d hy c l a s s i c a l a u t h o r s , who l e f t 

b e h i n d o n l y t h e p o s s i b i l i t y o f e m u l a t i o n , M u r a t o r i had f a i t h 

i n t h e p r e s e n t and i n t h e f u t u r e , and e n v i s a g e d a r e n a i s s a n c e 
* l 6 o f c u l t u r e i n h i s own t i m e . I n o r d e r t o e n c o u r a g e men o f 

l e t t e r s t o a c h i e v e t h i s g o a l , he r e m i n d e d them o f Q u i n t i l i a n ' s 
17 

d i c t u m : n i h i l c r e s c i t s o l a i m i t a t i o n e , ' and added: 

Ma s i r i c h i e d e c o r a g g i o i n s i f a t t a i m p r e s a . Non 
m o l t o cammino p o t r a n f a r c o l o r o , che s p a v e n t a t i d a i 
m i r a r l a g l o r i o s a c a r r i e r a d e ' p r i m i , sempre s i f a r a n 
t e n e r e , p e r d i r c o s i , d a l l a b a l i a p e r l e m a n i c h e d e l 
s a i o . B i s o g n a s c i o g l i e r e ' . d a se s t e s s o i p a s s i ' , t e n d e r e 
i n a l t o , s c o p r i r nuove s t r a d e , i n g u i s a p e r o , che 
v o l e n d o a b b a n d o n a r e i l s e n t i e r o de g l i A n t e n a t i non 
c i c o n d u c a l a t r o p p o 'airrbiziosa., e m a l ' a c c o r t a 
F a n t a s i a ad u n f u n e s t o n a u f r a g i o , come t a n t e v o l t e 
avvienej,, ed e a v v e n u t o n e l S e c o l o t r a p a s s a t o a p i u 
d • u n o . i S 

Thus he r e a c t e d t o t h e c r i t i c i s m o f P e r e B o u h o u r s and t h e 

F r e n c h , n o t o n l y t o t h e i r a t t a c k s on I t a l i a n l i t e r a t u r e o f 

t h e p a s t , b u t a l s o t o t h e i r d e v a l u a t i o n o f t h e c u l t u r e o f 

h i s own age. I t s h o u l d be n o t e d t h a t w h i l e t h e d e f e n c e o f 

I t a l i a n l e t t e r s a g a i n s t B o u h o u r s and t h e F r e n c h was u n d e r 

t a k e n by O r s i , t h e p r o j e c t had b e e n p r o p o s e d i n i t i a l l y by 

. 19 

M u r a t o r i , ' and was e v e n t u a l l y b r o u g h t t o f r u i t i o n i n D e l l a  

p e r f e t t a p o e s i a i t a l i a n a , a work a t once more v a s t and more 

p r o f o u n d t h a n O r s i ' s r e b u t t a l o f L a m a n i e r e de b i e n p e n s e r  

dans l e s o u v r a g e s de 1 ' e s p r i t . 

I n o r d e r t o b r i n g a b o u t a r e n a i s s a n c e o f I t a l i a n 
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c u l t u r e , M u r a t o r i e n v i s a g e d t h e c r e a t i o n o f a R e p u b b l i c a 

l e t t e r a r i a t o i n c l u d e t h e whole o f I t a l y , a t a t i m e when t h e 
20 

P e n i n s u l a was s t i l l f a r f r o m a c h i e v i n g i t s p o l i t i c a l u n i t y . 

T h i s R e p u b b l i c a was i n t e n d e d t o work f o r t h e advancement o f 

t h e s c i e n c e s and t h e l i b e r a l a r t s . The c o n c e p t was so d e a r 

t o M u r a t o r i t h a t he p r o p a g a t e d t h e i d e a c o n s t a n t l y i n h i s 

l e t t e r s , and e v e n t u a l l y i n a work e n t i t l e d P r i m i d i s e g n i 

d e l l a R e p u b b l i c a l e t t e r a r i a d ' I t a l i a , p u b l i s h e d i n 1703, t h e 

same y e a r as O r s i ' s C o n s i d e r a z i o n i . I t seemed t h a t t h e new 

o r g a n i z a t i o n was t o s u p e r s e d e t h e A c c a d e m i a d e l l ' A r c a d i a , 

w h i c h was u n d o u b t e d l y i n c l u d e d by M u r a t o r i i n h i s . p l e a f o r 

t h e r e f o r m o f I t a l i a n a c a d e m i e s i n g e n e r a l o n t h e g r o u n d s t h a t 

t h e y d e a l t o n l y w i t h t r i t e s u b j e c t s and f r i v o l o u s a f f a i r s , 
21 

i n s t e a d o f l i t e r a r y m a t t e r s o f r e a l s u b s t a n c e . However, t o 

h i s i n t e n s e d i s a p p o i n t m e n t , t h e R e p u b b l i c a l e t t e r a r i a n e v e r 

m a t e r i a l i z e d . 

M u r a t o r i ' s e x a m i n a t i o n o f I t a l i a n c u l t u r e , and t h e 

d e t a i l s o f h i s programme o f work, a r e s e t o u t i n h i s 
. 22 

R i f l e s s i o n i s o p r a i l buon g u s t o n e l l e s c i e n z e e n e l l ' a r t i . 

I n h i s t r e a t i s e o n good t a s t e he hoped t o promote among t h e 

y o u n g e r g e n e r a t i o n t h e f a c u l t y o f d i s c e r n m e n t and c o r r e c t 
23 

judgement i n t h e s c i e n c e s and a r t s . ^ The c o n c e p t o f good 

t a s t e i s germane t o a n u n d e r s t a n d i n g o f e i g h t e e n t h - c e n t u r y 

E u r o p e , f o r i t was c o n s i d e r e d t h e i n d i s p e n s a b l e a t t r i b u t e o f 
24 

t h e man o f c u l t u r e . C e r t a i n l y t h e c o n c e p t was n o t w i t h o u t 

a n t e c e d e n t s i n M u r a t o r i ' s t i m e . I t c a n be f o u n d o c c a s i o n a l l y 

i n t h e s i x t e e n t h c e n t u r y , and i n t h e s e v e n t e e n t h c e n t u r y i t 
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had g a i n e d wide c u r r e n c y t h r o u g h t h e works o f G r a c i a n , 

B o i l e a u and F r e n c h c l a s s i c a l l i t e r a t u r e . By t h e e i g h t e e n t h 

c e n t u r y , t h r o u g h t h e work o f L o r d S h a f t e s b u r y , i t had s p r e a d 

t o E n g l a n d . I n Germany, K a n t became i t s m a j o r e x p o n e n t . 

But, i n t h e e a r l y e i g h t e e n t h c e n t u r y t h e d i s s e m i n a t i o n i n 

E u r o p e a n c u l t u r e o f "good t a s t e " as a n a e s t h e t i c and e t h i c 

i d e a l owed a g r e a t d e a l t o M u r a t o r i * s R i f l e s s i o n i . H i s f o r m u 

l a t i o n o f t h e c o n c e p t o f good t a s t e embraces b o t h i t s c u l t i 

v a t i o n as a f a c u l t y o f t h e i n t e l l e c t and i t s t r a n s l a t i o n i n t o 

p r a c t i c a l t e r m s as t h e a g e n t t h a t m a i n t a i n s a l l human f a c u l 

t i e s w i t h i n j u s t l i m i t s so t h a t t h e y may f u n c t i o n w i t h d i s 

c r e t i o n . F o r M u r a t o r i , t h e a p p l i c a t i o n o f t h e p r i n c i p l e o f 

good t a s t e t o i n t e l l e c t u a l p u r s u i t s l e a d s t o t h e d i s c e r n m e n t 

t h a t t h e end o r p u r p o s e o f s t u d y i s t o a t t a i n a knowledge o f 

B e a u t y and Goodness.. I n o r d e r t o a c h i e v e t h i s end, t h e mind 

must be f r e e d f r o m a l l e x t e r n a l i m p e d i m e n t s so t h a t i t may 

a-PPly i t s e l f t o t h e e x a m i n a t i o n o f human phenomena and r e a c h 

an o b j e c t i v e , l i m p i d and t r u e judgement. Good t a s t e w i l l 

t e a c h t h e c o r r e c t way t o c r i t i c i z e , as w e l l as i n d i c a t e t h e 
25 

m a t e r i a l t o be c r i t i c x z e d . ^ I n d e a l i n g w i t h t h e q u e r e l l e des  

a n c i e n s e t des modernes i t w i l l warn a g a i n s t f a l l i n g i n t o 

e x t r e m e s , a d v o c a t i n g t h e m i d d l e r o a d . Man s h o u l d i n d e e d v e n 

e r a t e t h e a c h i e v e m e n t s o f A r i s t o t l e , o f G a l e n and o f P t o l e m y , 

b u t s u c h v e n e r a t i o n must n o t impede t h e f r e e d o m t o s e a r c h f o r 

T r u t h , n o r must i t impede t h e l i b e r t y o f t h e i n v e s t i g a t o r t o 

a b andon t h e p r e c e p t s o f the:-.ancients when f a c e d by more a c 

c u r a t e o b s e r v a t i o n s and s y s t e m s o f t h o u g h t . Good t a s t e t h e r e -
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f o r e , a d v o c a t e s f r e e d o m f r o m p r e j u d i c e s and t h e b l i n d a c c e p 

t a n c e o f a u t h o r i t y , b u t a t t h e same t i m e c o u n s e l s a g a i n s t 

t h e o p p o s i t e abuse o f p l a c i n g e v e r y t h i n g i n d o u b t and r e f u s i n g 
26 

t o a c c e p t a n y t h i n g b u t one's own judgement. Thus, t h e i d e a l 

e n v i s a g e d by M u r a t o r i f o r t h e r e h a b i l i t a t i o n o f I t a l i a n c u l 

t u r e was one o f d i l i g e n t r e s e a r c h , e x a m i n a t i o n and o b s e r v a t i o n 

b a s e d on good t a s t e u n f e t t e r e d by t h e s h a c k l e s o f p r e j u d i c e 

and o f t h e a u t h o r i t y o f t h e p a s t . I t i s i n t h i s s p i r i t , 

w h i c h f o r e s h a d o w s c l o s e l y t h e E n l i g h t e n m e n t , t h a t he u n d e r 

t o o k t h e s t u d y o f I t a l i a n p o e t r y . 

I n 1706 M u r a t o r i p u b l i s h e d h i s t r e a t i s e D e l i a p e r f e t t a 
27 

p o e s i a i t a l i a n a , w h i c h he had w r i t t e n m I703 a t t h e t i m e 

o f - O r s i ' s r e b u t t a l ' o f B o u h o u r s ' c r i t i c i s m o f I t a l i a n l e t t e r s . 

I n s p i r e d o r i g i n a l l y by t h e a t t a c k s o f P e r e B o u h o u r s , and 

i n t e n d e d as a d e f e n c e o f I t a l i a n p o e t r y , i t m a t u r e d i n t o a 

s t u d y o f p o e t r y as a n a e s t h e t i c phenomenon. M u r a t o r i ' s aim 

was t o i m p a r t a b e t t e r u n d e r s t a n d i n g o f t h e g r e a t p o e t r y o f 

t h e p a s t , t o i n d i c a t e what made i t g r e a t and what was w o r t h y 

o f a d m i r a t i o n and i m i t a t i o n . As w e l l as e x a m i n i n g t h e c h a r a c 

t e r i s t i c s o f p o e t r y p a s t and p r e s e n t , M u r a t o r i s p e c u l a t e d on 

t h e n a t u r e o f p o e t r y as i t s h o u l d be. He c o n s i d e r e d t h a t t h e 

a r t h ad d e g e n e r a t e d d u r i n g t h e s e v e n t e e n t h c e n t u r y , and he 

s o u g h t t o e s t a b l i s h a p o e t i c i d e a l t o f a c i l i t a t e t h e p r o c e s s 

o f r e n e w a l and r e f o r m . M u r a t o r i ' s o r i g i n a l i n t e n t i o n had 

b e e n t o " e n t i t l e h i s work L a r i f o r m a d e l l a p o e s i a i t a l i a n a , 

b u t he was p e r s u a d e d by f r i e n d s t h a t t h e t i t l e was t o o p r e - , 
28 

sumptuous. The t i t l e c h a nged, b u t n o t t h e i n t e n t . M u r a t o r i 
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w r o t e t o i n s t r u c t i n t h e d i s c e r n m e n t o f p e r f e c t p o e t r y 

t h r o u g h a s t u d y o f t h e p o e t i c a r t , i t s p e r f e c t i o n s , d e f o r m 

i t i e s , d e f e c t s and m e r i t s , i n o r d e r t o a r r i v e a t an u n d e r 

s t a n d i n g o f t h e v e r y n a t u r e o f t h e a r t i t s e l f , o f i t s 

i n t i m a t e " mechanism and i t s l a w s , so t h a t t h e pathway t o p e r 

f e c t i o n c o u l d be c l e a r l y r e v e a l e d . He was aware t h a t he was 

a t t e m p t i n g s o m e t h i n g new i n t h e f i e l d o f p o e t i c s , and t h a t 

p r e v i o u s c r i t i c s h a d s t u d i e d p o e t r y o n l y s u p e r f i c i a l l y , o r 

t h a t t h e y h a d j u d g e d i t on t h e b a s i s o f p r e c o n c e i v e d m e r i t s 

and r u l e s . ^ 

D e l l a p e r f e t t a p o e s i a i t a l i a n a i s d i v i d e d i n t o f o u r 

b o o k s . I n t h e f i r s t two, M u r a t o r i d e a l s w i t h t h e a r t i s t i c 

f a c t i n i t s e l f , and i n so d o i n g a t t e m p t s t o c o r r e c t t h e 

d e f e c t s o f t h e p o e t as a n a r t i s t . I n t h e t h i r d book he d e a l s 

w i t h t h e d e f e c t s o f t h e p o e t as a c i t i z e n o r member o f s o c i e t y , 

t h a t i s , he d i s c u s s e s t h e m o r a l i m p a c t o f a r t i s t i c c r e a t i o n . 

The f o u r t h book i s composed o f a n a n t h o l o g y o f p o e t r y f r o m y 

t h e f o u r t e e n t h t o t h e e i g h t e e n t h c e n t u r i e s , w h i c h , on t h e 

b a s i s o f t h e t h e o r i e s e l a b o r a t e d i n t h e f i r s t t h r e e books, i s 

p r e s e n t e d as examples o f p e r f e c t I t a l i a n p o e t r y . The 

p r i n c i p l e o f good t a s t e u n d e r l i e s t h e a t t i t u d e -of t h e t h e s i s . 

M a r i o F u b i n i d e f i n e s M u r a t o r i * s c o n c e p t o f good t a s t e n o t 

o n l y as a " d i s p o s i t i o n o f t h e i n t e l l e c t " t o w a r d s a e s t h e t i c 
31 

judgement, b u t a l s o as a " m o r a l v i r t u e . " - ^ M u r a t o r i , l i k e 

h i s c o n t e m p o r a r i e s , i n h e r i t s f r o m t h e p a s t t h e H o r a t i a n c o n 

c e p t o f t h e d u a l p u r p o s e o f a r t — t o g i v e i n s t r u c t i o n and 

d e l i g h t . I n M u r a t o r i ' s c o n c e p t i o n , i n so f a r as p o e t r y i s an 
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i m i t a t i v e a r t , i t s p u r p o s e i s t o d e l i g h t , and, i n s o f a r as i t 

i s an a r t s u b o r d i n a t e t o m o r a l o r p o l i t i c a l p h i l o s o p h y , i t s 

p u r p o s e i s t o g i v e i n s t r u c t i o n . - ^ 2 B u t t h e c h a r a c t e r i s t i c o f 

p o e t r y t h a t d i f f e r e n t i a t e s i t f r o m o t h e r a r t s s u c h as h i s t o r y 

and p h i l o s o p h y i s i t s a b i l i t y t o g i v e p l e a s u r e . As a r e s u l t , 

M u r a t o r i a d m i t s t h a t t h e e s s e n t i a l and i m m e d i a t e end o f 

p o e t r y i s t h a t o f g i v i n g d e l i g h t ; i t s d i d a c t i c p u r p o s e 
. 3 3 

o c c u p i e s a s e c o n d a r y p o s i t i o n . y N e v e r t h e l e s s , as F u b i n i 

p o i n t s o u t , M u r a t o r i r e c o g n i z e s a c e r t a i n autonomy i n a r t ; 

i n h i s c r i t i c a l j u dgements he seems a t t i m e s t o o v e r l o o k t h e 

e d i f y i n g o r d i d a c t i c p u r p o s e o f p o e t r y , and t o a d m i t t h e p o e t 

i c a l v a l u e o f a work t h a t has as i t s o n l y end t h e p u r p o s e o f 
3 4 

l m p a r t m g p l e a s u r e . W h i l e F u b i n i i s c o r r e c t i n m a k i n g t h i s 

p o i n t , i t s h o u l d be added t h a t M u r a t o r i h i m s e l f was aware o f 

t h i s a p p a r e n t c o n t r a d i c t i o n , and was c a r e f u l t o c l a r i f y h i s 

p r e m i s e m t h e f i r s t c h a p t e r o f t h e t h i r d p a r t o f h i s t r e a t 

i s e ! 
Q u a l o r a dunque n o i , men s e v e r i d ' a l c u n i a l t r i A u t o r i , 
d i c i a m o che t a l v o l t a b a s t a a l i a P o e s i a i l d i l . e t t a r 
s o l a m e n t e , i n t e n d i a m o sempre, che q u e s t o D i l e t t o 
a b b i a da e s s e r e p u d i c o , sano, e v i r t u o s o , e da 
i n d i r i z z a r s i a l l ' o n e s t a r i c r e a z i o n e d e * C i t t a d i n i ; 
e debba l a s c i a r s i r e g g e r e d a l l a d i r i t t a R a g i o n e , 
d a l l a F i l o s o f i a M o r a l e , e d a l l a P o l i t i c a . 3 - 5 

However, w h i l e M u r a t o r i may a c c e p t t h e e s s e n t i a l l y h e d o n i s t i c 

f u n c t i o n o f p o e t r y i n t h e l y r i c mode, as f a r as t h e t h e a t r e 

i s c o n c e r n e d he i n s i s t s t h a t b o t h ends must be f u l f i l l e d , 

f o r t h e j u s t i f i c a t i o n o f t h e a t r e , i n h i s e y e s , i s i t s e d u c a 

t i o n a l f u n c t i o n : 
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N e l l a T r a g e d i a s i hanno da s t u d i a r e l e v a r i e t a 
d e l l ' u m a n e v i c e n d e ; e c o l t e r r o r e , e c o l l a c o m p a s s i o n e 
p u r g a r g l i a f f e t t i d e l p o p o l o ; e s p a v e n t a r e i p o t e n t i 
d a i m a l f a r e c o l l ' e s e m p i o de g l i a l t r i c a d u t i i n 
e s t r e m a m i s e r i a . 3 " 

M u r a t o r i * s s t u d y o f t h e melodramma i s c o l o u r e d by t h e s e c o n -
37 

s i d e r a t i o n s , o f v i t a l s i g n i f i c a n c e t o h i s t h o u g h t . ' 

M u r a t o r i ' s v i e w o f p o e t r y has i t s r o o t s i n t h e i n t e r 

p r e t a t i o n o f a r t as b a s e d on bonum, verum and p u l c h r u m . 

P o e t r y , f o r him, f u l f i l l s i t s d u a l p u r p o s e by t h e p o r t r a y a l 

o f T r u t h and B e a u t y . The i d e a t h a t t r u t h i s t o be c o n s i d e r e d 

as t h e b a s i s o f p o e t r y had a l r e a d y b e e n e x p r e s s e d d u r i n g t h e 

C o u n t e r R e f o r m a t i o n by C a s t e l v e t r o , among o t h e r s , and i t 

became one o f t h e c o r n e r s t o n e s o f T a s s o ' s t h e o r e t i c a l s y s t e m 

as i s c l e a r f r o m the" e a r l y D i s c o r s i ' d e l l ' a r t e p o e t i c a , - . a n d 

t h e l a t e r a m p l i f i e d v e r s i o n , t h e D i s c o r s i d e l poema e r o i c o . 

I t i s a c o n c e p t t h a t r e a p p e a r e d i n D e s c a r t e s , and i t became 

t h e f o u n d a t i o n u p o n w h i c h t h e e n t i r e s t r u c t u r e o f L a p e r f e t t a  

p o e s i a i s b a s e d . I n a d d i t i o n , M u r a t o r i a l s o a d h e r e s t o t h e 

t r a d i t i o n a l l y A r i s t o t e l i a n c o n c e p t o f a r t as i m i t a t i o n o f 

n a t u r e , and t o t h e H o r a t i a n p r i n c i p l e e n c a p s u l e d i n t h e 

f o r m u l a u t p i c t u r a poesis.-^® I n h i s s e a r c h f o r t h e e s s e n c e 

o f p o e t r y , M u r a t o r i c o n c l u d e s , as he does l a t e r i n t h e 

R i f l e s s i o n i , t h a t t h e two ends p u r s u e d by human i n t e l l e c t 

and w i l l a r e t h e knowledge o f T r u t h and t h e n G o o d n e s s . The 

o n l y p a t h by w h i c h man c a n r e a c h t h e s e i d e a l s i s p r o v i d e d by 

B e a u t y . B e a u t y i s d e f i n e d as a n a c t i v e q u a l i t y . When p e r 

c e i v e d , h e a r d o r comprehended, i t d e l i g h t s , p l e a s e s and 
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r a v i s h e s u s , and c o n s e q u e n t l y awakens i n us f e e l i n g s o f 

r a p t u r e , and l o v e . P o e t r y , an a r t w h i c h a p p e a l s t o t h e 

i n t e l l e c t , s h o u l d c a p t u r e t h e power o f b e a u t y t o l e a d t o w a r d s 
39 

t r u t h and g o o d n e s s . I n o t h e r words, t h e human i n t e l l e c t 

must be d i r e c t e d t o w a r d s t h e knowledge o f t h e s e l a t t e r q u a l 

i t i e s by v i r t u e o f p o e t r y ' s c a p a c i t y t o r a v i s h and d e l i g h t . 

H a v i n g a r r i v e d a t t h i s p o i n t i n h i s argument, M u r a t o r i 

p r o c e e d s t o a d i s c u s s i o n o f i m i t a t i o n i n a r t ( w h i c h i n h i s 

s y s t e m t e n d s t o be r e d u c e d t o a r e p r e s e n t a t i o n o f b e a u t y ) , 

and t o t h e r e l a t e d p r o b l e m s o f r e a l i t y and v e r i s i m i l i t u d e . 

T h r o u g h t h e s t u d y o f P l a t o ' s t h o u g h t , and i n a c c o r d a n c e w i t h 

t h e t e n d e n c i e s t o a d a p t i t t o new e x i g e n c i e s p e c u l i a r t o t h e 

I t a l i a n n e o p l a t o n i c t r a d i t i o n s i n c e t h e t i m e s o f F i c i n o , 
40 

M u r a t o r i f o r m u l a t e s a s i n g u l a r c o n c e p t o f i d e a l b e a u t y . 

T r u t h must be e m b e l l i s h e d by a r t . E m b e l l i s h m e n t i s n e c e s s a r y 

t o i m p a r t a s e n s e o f n o v e l t y and wonder f n o v i t a e m e r a v i g l i a ] 

w h i c h n a t u r e , p r e v i o u s t o i t s m e t a m o r p h o s i s i n a r t i s t i c t e r m s , 
4 l 

c a n n o t r e a d i l y p r o v i d e . W o r k i n g f r o m D e s c a r t e s ' v i e w , t h a t 

t r u e r e a l i t y l i e s b e y o n d t h e p h y s i c a l bounds o f t h e s e n s e s , 

M u r a t o r i i s a b l e t o i m p a r t a h i g h l y s i g n i f i c a n t o v e r l a y o f 

meaning t o t h e A r i s t o t e l i a n c o n c e p t o f v e r i s i m i l i t u d e . F o r 

him, v e r i s i m i l i t u d e i s n o t so much t h e r e p r e s e n t a t i o n o f 

p o e t i c r e a l i t y o r t r u t h a s p e r c e i v e d by t h e s e n s e s , b u t t h e 

r e p r e s e n t a t i o n o f t h e p o e t i c r e a l i t y o r t r u t h as p e r c e i v e d 
r • - i 42 

and e m b e l l i s h e d by t h e i m a g i n a t i o n 1 f a n t a s i a |. F o r 

M u r a t o r i , t h e r e f o r e , t r u t h i n p o e t r y i s n o t what r e f l e c t s t h e 

h i s t o r i c a l o r a c t u a l r e a l i t y , b u t what, a l t h o u g h a p p e a r i n g 
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f a l s e t o t h e i n t e l l e c t , i f t a k e n o n l y a t t h e l e v e l o f l i t e r a l 

m eaning, i s r e n d e r e d v e r i s i m i l a r by a n a c t o f t h e i m a g i n a t i o n . 

Thus M u r a t o r i j u s t i f i e s t h e u s e o f r h e t o r i c a l and p o e t i c 

f i g u r e s b e c a u s e t h e y a r e a means o f c l o t h i n g T r u t h i n i m ages 

w h i c h c a n be a p p r e h e n d e d by t h e s e n s e s . ^When t h e p o e t i c a l 

i m a g es do n o t a p p e a r r e a l t o t h e i n t e l l e c t , b u t n e v e r t h e l e s s 

awaken s t r o n g e m o t i o n s i n t h e i m a g i n a t i o n o f t h e p o e t and t h e 

r e a d e r ( o r l i s t e n e r ) , t h e n a v e r i s i m i l a r t r u t h h a s b e e n 
43 

c r e a t e d . J 

M u r a t o r i i n s i s t s o n t h r e e q u a l i t i e s n e c e s s a r y f o r t h e 

c r e a t i v e a c t o f t h e p o e t : i n t e l l e c t ' [ i n g e g n o ] , i m a g i n a t i o n 

[ f a n t a s i a ] , and d i s c e r n m e n t [ g i u d i z i o ] , t h a t i s , good t a s t e . 

Y e t o f t h e s e t h r e e e l e m e n t s , i t i s i m a g i n a t i o n u p o n w h i c h he 

l a y s e s p e c i a l e m p h a s i s . T h i s i n s i s t e n c e u pon t h e f u n c t i o n 

o f i m a g i n a t i o n i n t h e c r e a t i v e p r o c e s s i s , i n t h e o p i n i o n o f 

t h e m a j o r i t y o f s c h o l a r s , M u r a t o r i ' s g r e a t e s t c o n t r i b u t i o n 
. 4 5 

t o t h e d e v e l o p i n g s c i e n c e o f a e s t h e t i c s . ^ I t i s a l s o s e e n 

as a d e f i n i t e f o r e s h a d o w i n g o f R o m a n t i c i s m , t h o u g h f o r 

M u r a t o r i t h e i m a g i n a t i o n must be u n d e r t h e c o n t r o l o f g i u d i z i o , 

a r a t i o n a l f a c u l t y , s i n c e he r e g a r d e d u n b r i d l e d i m a g i n a t i o n 
as b e i n g r e s p o n s i b l e f o r s u c h a b e r r a t i o n s as m a r i n i s m o and 

46 
b a r o q u e a r t . 

The c o n c e p t s o f t h e d u a l ends o f p o e t r y and o f i m i t a t i o n 

p l a y a s i g n i f i c a n t p a r t i n M u r a t o r i ' s d i s c u s s i o n o f melodramma, 

s i n c e t h e y a f f e c t d i r e c t l y h i s judgement o f i t as a n i m p e r f e c t 

l i t e r a r y g e n r e . L i k e h i s c o n t e m p o r a r i e s , M u r a t o r i d i s c u s s e s 

t h e f o r m f r o m a l i t e r a r y p o i n t o f v i e w , and w h i l e h i s i n t e r e s t 
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c e n t e r s on t h e l i b r e t t o , he r e f e r s c o n s t a n t l y t o t h e i m p o r 

t a n c e o f t h e o t h e r component e l e m e n t s o f t h e m u s i c a l t h e a t r e , 

t o w h i c h he a s c r i b e s t h e decadence- o f t r u e drama i n I t a l y . 

W h i l e M u r a t o r i c o r r e s p o n d e d w i t h l i b r e t t i s t s and 

d i s c u s s e d t h e m u s i c a l drama , i n h i s l e t t e r s , h i s c o r r e s p o n 

dence m e r e l y e c h o e s t h e v i e w s s e t f o r t h i n t h e t h i r d book o f 

D e l l a p e r f e t t a p o e s i a . I n i t M u r a t o r i b e g i n s h i s d i s c u s s i o n 

o f melodramma w i t h a s h o r t h i s t o r y o f t h e f o r m . He s t a t e s 

t h a t i t h a s r e p l a c e d i n p u b l i c f a v o u r t h e t r a g e d y and comedy 
47 

o f t h e s p o k e n t h e a t r e , 1 and q u e s t i o n s t h e u s u a l c r i t i c a l 

j u s t i f i c a t i o n o f t h e f o r m b a s e d o n the-., n o t i o n t h a t o p e r a was 

an i m i t a t i o n o f t h e a n c i e n t s , a r e - c r e a t i o n o f t h e G r e e k 

manner o f r e c i t i n g drama i n c l a s s i c a l t i m e s : 

[ l ] o n o n s a p r e i a c c o r d a r m i c o n c h i u n q u e a f f e r m a s s e , 
che a n t i c a m e n t e l e T r a g e d i e , e Commedie s i c a n t a s s e r o 
c o n l a M u s i c a s t e s s a * e n e l l a s t e s s a g u i s a , che 
o g g i d i f a r v e diamo. ° 

H i s r e a s o n f o r q u e s t i o n i n g t h i s p o i n t o f v i e w i s t h a t m e l o 

dramma as i t e x i s t s i n h i s day c o n t r a v e n e s a l l t h e r u l e s o f 

v e r i s i m i l i t u d e , t h e r e b y . g o i n g a g a i n s t t h e c l a s s i c a l G r e e k 

d r a m a t i s t s ' r e s p e c t f o r t h e p r i n c i p l e o f t h e i m i t a t i o n o f 

n a t u r e : 

Come mai pud d i r s i , che r e c i t a n d o s i , e r a p p r e s e n t a n d o s i 
i n t a l m a n i e r a i r a g i o n a m e n t i v i c e n d e v o l i , e i c o s t u m i 
de g l i u o m i n i , s ' i m i t i l a V e r i t a , e l a N a t u r a ? E 
q u e s t a c o n s i d e r a z i o n e a p p u n t o , che c a d e r e b b e e z i a n d i o 
s o p r a i Drammi de g l i a n t i c h i , q u a l o r a s i f o s s e r o 
n e l l a s t e s s a g u i s a e a l p a r i de'modern! a n c h ' e s s i 
c a n t a n t i [ s i c j , mi h a sempre f a t t o c r e d e r e , che 
q u e g l i d i v e r s a m e n t e s i c a n t a s s e r o , s a p e n d o s i c o n 
q u a n t a c u r a l ' a n t i c a T r a g e d i a i m i t a s s e , e c o n t r a f a c e s s e 
l a N a t u r a . ^ 9 
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M u r a t o r i c l a i m s t o have s t u d i e d t h e p r o b l e m o f t h e method o f 

p e r f o r m i n g a n c i e n t drama ( t h a t i s , w h e t h e r i t was sung 

t h r o u g h o u t , o r o n l y i n t h e c h o r u s ) i n a l o n g d i s s e r t a t i o n 

t h a t c o u l d n o t be i n c l u d e d i n t h e D e l l a p e r f e t t a p o e s i a . ^ Q 

S u c h a work w o u l d have u n d o u b t e d l y s h e d c o n s i d e r a b l e l i g h t 

o n h i s a t t i t u d e t o w a r d melodramma, b u t i n s p i t e o f v a r i o u s 

r e f e r e n c e s t o i t i n h i s l e t t e r s , t h e t r e a t i s e seems n e v e r t o 

have b e e n c o m p l e t e d , o r i f i t was, i t h a s n o t come down t o u s . 

A c c o r d i n g t o M u r a t o r i , t h e f i r s t r e a s o n f o r melodramma's 

f a i l u r e t o i m i t a t e n a t u r e i s i t s u n i o n w i t h m u s i c . The f u n c 

t i o n o f t r a g e d y and comedy, i n h i s v i e w , i s t o i m i t a t e 

p e o p l e i n a c t i o n and t o r e p r e s e n t as n a t u r a l l y as p o s s i b l e 

c h a r a c t e r s as t h e y a c t u a l l y e x i s t , f u n c t i o n and speak i n t h e 

m i d s t o f t h e i r a f f a i r s , so t h a t t h e a u d i e n c e w i l l t h i n k t h a t 

i t i s w a t c h i n g r e a l , n o t f i c t i o n a l , c h a r a c t e r s , and l i s t e n i n g 

t o a n a c c o u n t o f t r u e , n o t f e i g n e d , e v e n t s . B u t M u r a t o r i 

q u e s t i o n s w h e t h e r t h e r e p r e s e n t a t i o n o f p e o p l e who s i n g i n 

t h e m i d s t o f t h e i r a f f a i r s c a n be c o n s i d e r e d a n i m i t a t i o n o f 

t r u t h and n a t u r e ; he w o u l d l i m i t t h e m i m e t i c q u a l i t i e s o f 

m u s i c as a n a r t t o t h e l y r i c mode, and deny t o m u s i c t h e 

a b i l i t y t o p o r t r a y a c t i o n : 

A l i a L i r i c a , e ad a l t r i Poemi n a t u r a l m e n t e s i 
c o n g i u n g e l a M u s i c a , p e r c h e non s ' i m i t a n o q u i v i g l i 
u o m i n i i n a z i o n e , o i n f a c c e n d e . Ma n e l l a T r a g e d i a , 
e Commedia i m i t a n d o g l i A t t o r i g e n t e a f f a c c e n d a t a 
. . .non pud mai c o n v e n i r e u n a t a l M u s i c a a i 
r e g i o n a m e n t i l o r o . 5.1 

M u r a t o r i c o n s i d e r s t r a g e d y i n t h e A r i s t o t e l i a n s e n s e as a n 

i m i t a t i o n o f a c t i o n . Thus, t h e v e r y c o n c e p t o f t h e u n i o n o f 
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m u s i c and drama i s e s s e n t i a l l y p a r a d o x i c a l and i m p r o b a b l e f o r 

him. F u r t h e r m o r e , he r e a c t s t o t h e f a c t t h a t i n a c t u a l p r a c 

t i c e p o e t r y i n t h e melodramma h a s become s u b j u g a t e d t o 

m u s i c : 

[ C ] i o s i f a ne' t e m p i n o s t r i , c h ' i o s t o p e r d i r e , 
e s s e r s i l a P o e s i a v i l m e n t e p o s t a i n c a t e n e ; e l a d d o v e 
l a M u s i c a u n a v o l t a e r a s e r v a , e m i n i s t r a d i l e i , o r a 
l a P o e s i a e s e r v a d e l l a Musica.-^ 

Whereas p o e t r y s h o u l d be t h e p r i n c i p a l c o n c e r n o f drama 

t h r o u g h i t s d e p i c t i o n o f a n a c t i o n w h i c h w o u l d move and p u r g e 

t h e p a s s i o n s o f t h e s p e c t a t o r s , i t now s e r v e s o n l y as t h e 

means [ m e z z o ] and i n s t r u m e n t [ s t r u m e n t o l t h r o u g h w h i c h m u s i c 

c a n d i s p l a y i t s e l f . U n t r a i n e d i n t h e a r t o f d e c l a m a t i o n , 

t h e s i n g e r s a t t e m p t t o f l a u n t t h e i r v o c a l p r o w e s s by e x t e n d i n g 

e a c h s y l l a b l e a c c o r d i n g t o t h e number o f m u s i c a l n o t e s , 

t h e r e b y r e n d e r i n g t h e words c o m p l e t e l y i n c o m p r e h e n s i b l e t o 

t h e p u b l i c , u n l e s s t h e l a t t e r c o n s u l t a c o p y o f t h e l i b r e t t o . 

F u r t h e r m o r e , a c o n s i d e r a b l e p a r t o f e a c h m u s i c a l drama i s 

o c c u p i e d by a r i a s , t h a t i s t o say, by words t h a t a r e n o t 

n e c e s s a r y t o t h e d e v e l o p m e n t o f t h e n a r r a t i v e , and w h i c h i n 

f a c t i n t e r r u p t t h e a c t i o n . The a r i a s a l l o w t h e composer o r 

t h e s i n g e r , o r b o t h , t o d i s p l a y t o t h e u t m o s t t h e i r v i r t u 

o s i t y . Thus, t h e r e c i t a t i v e i n w h i c h t h e d e v e l o p m e n t o f t h e 

s t o r y must be expounded h a s p e r f o r c e t o be r e d u c e d t o t h e 

minimum b e c a u s e i t s m u s i c a l s i m p l i c i t y b o r e s t h e p u b l i c . 

S i n c e t h e v o c a l o r m u s i c a l accompaniment o f melodramma i s 

i n t e n d e d t o a s t o n i s h t h e s p e c t a t o r w i t h t h i s v i r t u o s i t y , i t 

no l o n g e r a t t e m p t s t o i m i t a t e o r p o r t r a y t h e s e n t i m e n t s 
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expressed i n the drama. Thus, the protagonists come on stage 

i n order to 

rappresentar gravi persone, l e qu a l i trattano materie 
di Stato, ordiscono tradimenti, a s s a l t i , e guerre, 
vanno a l i a morte . . . e pure nel medisimo punto 
cantano dolcemente, gorgheggiano, e con somma pace 
sciolgono un lunghissimo, e soave t r i l l o . 5 3 

The singers, moreover, contribute to the o v e r a l l a i r of un

r e a l i t y by t h e i r scorn of natural acting techniques, prefer

r i n g instead to behave on the stage with an unrestrained 

l i b e r t y , performing i n a f r i v o l o u s fashion when the action of 

the drama would c a l l for a d i g n i f i e d r e c i t a t i o n . Muratori 

also objects on the grounds of i m p l a u s i b i l i t y to the practice 

of using c a s t r a t i , with t h e i r high, effeminate voices, to 

play the part of heroes. 

Quite apart from the circumstances of i t s collabora

t i o n with music, the poetry of melodramma contributes i n other 

ways to the tone of improbability. The paraphernalia of the 

seventeenth-century I t a l i a n theatre, such as u n r e a l i s t i c d i s 

guises, the recognition of long-lost r e l a t i v e s , extraordinary 

adventures, constant changes of scene, a l l test the c r e d u l i t y 

of the audience, as do the effeminate loves attributed to 

heroes and p r i n c e s . ^ Thus, the ends of tragedy and of art 

i n general cannot be served; every component of the musical 

drama renders t h i s impossible. The singers, the l i b r e t t o and 

the music detract from the power of the drama to move and 

purge the passions of the spectator, for i f the l a t t e r cannot 

believe that the v i c i s s i t u d e s of the characters he i s watching 
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are r e a l , he w i l l not be moved, by them. Furthermore, the 

languid and effeminate musical accompaniment debases the 

q u a l i t y t r a d i t i o n a l l y ascribed to music, namely that of 

purging the sentiments. The modern theatre, i n Muratori's 

view, never i n s p i r e s noble sentiments i n the spectators; 

rather, i t inculcates only a feminine tenderness unworthy of 

v i r i l e souls and noble persons. Therefore, the musical drama 

cannot f u l f i l i t s moral purpose of bettering man. Neither 

does i t f u l f i l the other purpose of art, that of granting 

pleasure. The poetry and the manner of the performance do 

not delight the audience with the perfection of the i m i t a t i o n 

of nature; the music i s too long, and since i t appeals to the 

ear alone, rather than to the i n t e l l e c t or the soul, the 

i n i t i a l sensation of delight i t may provoke soon gives way 

to boredom. This i s proved during the actual performance, 

because the spectators seek other pastimes such as conver

sation and gambling instead of becoming involved a t t e n t i v e l y 

i n the action of the drama. 

Muratori believes that melodramma could be considered 

acceptable i f i t at l e a s t f u l f i l l e d the primary end of art, 

that of amussment. But since i t does not, he concludes that 

i t i s i n f a c t harmful to society, for i t neither amuses nor 

i n s t r u c t s . For Muratori, therefore, melodramma does not f a l l 

within the bounds of perfect poetry. Indeed, the poetry 

found i n the melodramma, as a r e s u l t of i t s improbable- union 

with music and i t s consequent subjugation to i t , loses i t s 

a b i l i t y to function as art. The l i b r e t t i s t s cannot perform 
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as true poets, for constrained to serve and obey Music, t h e i r 

creative powers are shackled. At the w i l l or whim of the com

poser, the poet must write, a l t e r or remove the arias and the 

r e c i t a t i v e . Each singer takes i t upon himself to demand cer

t a i n verses, and to complain b i t t e r l y i f h i s part be shorter 

or i n any way i n f e r i o r to another's. The stage-manager may 

i n s i s t that a c e r t a i n machine be u t i l i z e d , whether i t be es

s e n t i a l to the drama or not. The nature of the characters 

to be portrayed must be adapted to the singers available. 

The modern taste for sensuous, pleasing music has l i m i t e d the 

poetic language used i n melodramma to words which are sweet 

and sonorous, decorative and tiarmonious [parole d o l c i , e  

sonanti . . . be l l e ed armoniose]. From the composers' point 

of view i t i s even desirable that the dramas be lacking i n 

depth or strong emotion, for the l a t t e r renders more d i f f i c u l t 

the composition of the musical accompaniment. Under a l l these 

conditions, i t becomes impossible for the poet to create a 

perfect dramatic work. Muratori adds that t h i s point of 

view i s perhaps held by a l l the best judges [intendenti] of 

opera, i f t h e i r knowledge i s matched by t h e i r s i n c e r i t y , as 

i s the case with Zeno and Crescimbeni. Muratori takes pleas

ure i n quoting a l e t t e r from the former, written i n 1701, i n 

which h i s own opinions are confirmed: 

"Circa i Drammi, per d i r sinceramente i l mio 
sentimento, tuttoche ne abbia molti composti, sono i l 
primo a darne i l voto d e l l a condanna. II lungo 
esercizio mi ha fatto conoscere, che dove non s i da 
i n molti abusi, perdesi i l primo fine di t a l i 
componimenti, che e i l d i l e t t o . Piu che s i vuol star 
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sulle.regole, piu s i displace; e se i l Libretto ha 
qualche lodatore, l a Scena ha poco concorso."-57 

Even granted, however, that a perfect work of art i s 

achieved by the poet i n writing the l i b r e t t o , the performance 

of his work of art with a musical accompaniment w i l l destroy 

i t s merit and whatever glory the poet hoped to attain. The 

poet, therefore, i n undertaking to write melodrammi, must be 

prepared to compose according to the taste and demands of 

the music, not according to his talent and inventiveness; he 

must serve, not command.^ 

In examining the reasons for the popularity of 

melodramma, which continues unabated i n spite of i t s defects 

and the boredom i t occasions, Muratori concludes that i t i s 

due to the corrupt taste of the times. In his view, contem

porary taste has been seduced by the sensuality of the 

musical accompaniment and by the v i r t u o s i t y of the singers, 

and has been debased by the inconsequential nature of con

temporary music, so that audiences become bored and impatient 

with any dramatic form of serious i n t e r e s t . Since serious 

tragedy, therefore, i s ignored by the public, poets are 

w i l l i n g to submit t h e i r i n t e l l e c t and natural talent to the 

low taste of the times i n order to have t h e i r work appear 
59 

before the public. ' Muratori considers that the solution 

to the problem of the abuses of dramatic p r i n c i p l e s found i n 

the musical drama l i e s i n the elevation of the standards of 

taste among the public. It i s to the furtherance of t h i s 

end that he has f e l t i t necessary to undertake his analysis 
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of the f a u l t s of the form, for he believes that unless the 

s p e l l ["magia] which music has wrought over the theatre can 

be broken; dramatic poetry i n I t a l y w i l l not regain i t s former 

and just s t a t u r e . ^ 0 

Working from h i s purely t h e o r e t i c a l standpoint, 

Muratori thus arrived at an e s s e n t i a l l y negative attitude 

towards melodramma. However, Muratori was r e a l i s t enough to 

accept the f a c t that i n his day i t was melodramma that drew 

the public to the theatre. He believed that the function of 

poetry was to teach the people, to make them comprehend 

either r e a l Truth [il Vero c e r t o l or possible truth | ~ i l vero 

p o s s i b i l e l providing them at the same time with p r o f i t and 
61 

delight. He also believed that poetry could achieve t h i s 

end better than philosophy or other arts and sciences which 

benefit only a small proportion of people capable of arduous 

studies. Furthermore, without expending physical energy 

fsenza spendere sudor!"], and what i s more remarkable, without 

r e a l i z i n g that they are studying, the common people can ab

sorb the.essence of the best Philosophy which promotes the 
right-ordering of society, of the imagination, and of the 

62 
i n d i v i d u a l . It therefore follows that Muratori defends the 

existence of the theatre i n the well-ordered society, and i f 

melodramma i s what att r a c t s the public, he- w i l l not want to 

see i t destroyed, nor denied to the public, but rather modi

f i e d and moderated i n order to leave a place for more useful 

theatre. P r a c t i c a l considerations intrude; the c r i t i c 

r e a l i z e s that one must proceed gradually to the i d e a l from 
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the r e a l , rather than sweeping away the r e a l i n order to 

erect an i d e a l upon a sort of tabula rasa based on t h e o r e t i 

c a l precept. Viewing the problem from a r e a l i s t i c point of 

view, Muratori sees that compromises must be made, and he 

proposes a series of suggestions of a p o s i t i v e nature for 

the p r a c t i c a l implementations of his desire for reform. 

Though at f i r s t sight the proposals, as already indicated, 

may appear to contradict his t h e o r e t i c a l p o s i t i o n on 

melodramma, from a p r a c t i c a l point of view they are quite 

s i g n i f i c a n t as they anticipate to a large extent - the reforms 

envisaged by Zeno and Metastasio. He suggests that music be 

made more virtuous, simpler and shorter, so that the audience 

might leave the theatre with a desire for more, rather than 

being f i l l e d to satiety. The drama should be constructed 

with simple and v e r i s i m i l a r plots, aided i n i t s purpose of 

imparting pleasure" .by the novelty of stage machinery, dances 

and intermezzi which appeal to the eye, and by words which 
64 

bear some r e l a t i o n to the music. This i s the compromise 

that Muratori, from h i s moderate position, makes again and 

again i n h i s c r i t i c a l judgements. Thus, the p r a c t i c a l reform 

that he advocates would s a t i s f y the taste of the public and 

the exigencies of good taste necessary for the i n s t i t u t i o n 

of the new Repubblica l e t t e r a r i a that he envisages. The 

p r a c t i c a l proposals f o r a solution are of course oversimpli

f i e d , being l i m i t e d to a broad outline of general p r i n c i p l e s 

without any "indication of how they should be put into prac

t i c e . J. R. Robertson notes that "when [Muratori] attempted 



_ 49 - ' 
t o l a y down what o u g h t t o be done i n o r d e r t o e s t a b l i s h t h e 

drama o n a w o r t h y f o o t i n g , he f a i l e d l a m e n t a b l y . " ^ A s i m i 

l a r p o i n t i s made by F u b i n i who s t a t e s t h a t M u r a t o r i , r e l y i n g 

on common s e n s e , p r e s e n t e d s o l u t i o n s t h a t were n o t s o l u t i o n s , 

b u t w h i c h seemed t o him s u f f i c i e n t f o r t h e g o a l he had s e t 

f o r h i m s e l f : n o t so much d i s i n t e r e s t e d s p e c u l a t i o n , as t h e 
6 6 

r e f o r m o f I t a l i a n p o e t r y . Y e t , as we s h a l l see, i n s p i t e 

o f h i s n e o - C l a s s i c i s m , M u r a t o r i p r o p o s e s a s o l u t i o n w h i c h 

may have i n f l u e n c e d M a r t e l l o ' s c o n c l u s i o n s , and w h i c h c e r 

t a i n l y f o r e s h a d o w s t h e r o m a n t i c v i e w o f o p e r a . 

To r e c a p i t u l a t e : f o r M u r a t o r i melodramma i s n o t a 
67 

p e r f e c t p o e t i c work, n o r c a n i t e v e r become one. ' He 

t h e r e b y q u e s t i o n s i t as a p o e t i c g e n r e . I t i s t r u e t h a t he 

b e g i n s t h e s e c t i o n o f D e l l a p e r f e t t a poe>sia w h i c h d e a l s w i t h 

t h e m u s i c a l drama by a p p a r e n t l y c l a s s i f y i n g , melodramma as 

t r a g e d y [ " C o n f e s s o ben' a n c h ' i o , non e s s e r e i m o d e r n i Drammi 

p e r l ' o r d i n a r i o , se non T r a g e d i e v e s t i t e d e l l a M u s i c a " ] , b u t 

he q u i c k l y m o d i f i e s t h i s c l a s s i f i c a t i o n : 
Ma p e r c h e mi. p a r e a d i s m i s u r a mutato s o t t o q u e s t o 
a b i t o i l s e m b i a n t e v e r o d e l l e T r a g e d i e , t a l i n o n 
o s e r e i q u a s i c h i a m a r l e , non s i convenendo l o r o , 
a n z i a b b o r r e n d o s i da l o r o ( s e p u r e h a n da e s s e r e 
p e r f e t t e ) l a M u s i c a , q u a l e a ' n o s t r i g i o r n i s ' u s a . 6 8 

I n t h i s s t a t e m e n t we c a n a l r e a d y d e t e c t t h e germ o f t h e 

c o n c l u s i o n t h a t M u r a t o r i w i l l d e v e l o p t h r o u g h o u t h i s d i s c u s 

s i o n o f melodramma. We f i n d h i m r e f e r r i n g t o melodramma as 
69 

i l l e g i t i m a t e t r a g e d i e s , 7 and he adds t h a t i f t h e s e s e l f -

s t y l e d f i m m a g i n a r i e ] t r a g e d i e s were compared w i t h t r u e 
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70 tragedies, the lack of any s i m i l a r i t y would be obvious. 

The musical dramas, considered within the genre of tragedy, 

are c l e a r l y an anomaly, or, as Muratori says, i n words that 

w i l l be repeated by l a t e r c r i t i c s throughout the eighteenth 

century, they are a monstrous creation and a union of a 
71 

thousand improbabilities.' Up to t h i s point i t would appear 

that Muratori i s r e j e c t i n g melodramma altogether because of 

the i m p o s s i b i l i t y of finding f o r i t a c r i t i c a l j u s t i f i c a t i o n 

as tragedy. However, i t i s clear (although the c r i t i c does 

not elaborate the point) that melodramma considered i n i t 

s e l f , rather than within the genre of tragedy, i s a d i f f e r e n t 

matter. Muratori i s aware that i n melodramma the dominant 

factor i n so far as i t s popularity i s concerned i s the music. 

Therefore, i f the pleasure occasioned by music i s what i s 

sought, then reason dictates that the poet compose the drama 

according to the taste and the needs of music, rather than 

according to h i s own w i l l and design. In the collaboration 
. . . 72 

with the musician, he i s the servant, not the master. 

Therefore, i n his v i s i o n of reformed melodramma, Muratori 

advocates a l i b r e t t o whose words and verses are written 
73 

according to the dictates of music. J His o v e r a l l judgement 

of the form as i t exists i s negative; i t needs to be reformed, 

so that i t w i l l no longer be harmful to society, and w i l l at 

l e a s t f u l f i l the p r i n c i p a l end of art which i s that of 

amusing i t s audience. But since i n the creation of musical 

dramas the poet i s helpless to bring about reform on his own, 

without the cooperation of music, Muratori states that he w i l l 
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leave the preoccupation of reforming melodramma to the 

musicians, f o r he himself must deal with the dramatic genres 

which are poetic, that i s , tragedy and comedy: 

E cio ba s t i intorno a i Drammi, lasciando io p i u 
tosto l a cura di correggerli a chi e pratico d e l l a 
Musica, perche debbo parlar d e l l a Poesia, non serva, 
ma regnante, quale e quella delle vere Tragedie, e 
Commedie r e c i t a t e senza M u s i c a . ^ 

Thus, while Muratori, l i k e Crescimbeni, i s mainly 

interested i n the reformation and r e b i r t h of spoken tragedy 

and comedy i n Italy, and while again he i s not c a l l i n g f or 

the r e j e c t i o n of the musical drama, provided that i t no 

longer i n t e r f e r e with the dramatic forms that are capable of 

being perfect poetry, he d i f f e r s from Crescimbeni i n his 

growing awareness that melodramma i s a d i f f e r e n t form. I t i s 

a form which can perhaps become a work of art, but not i n 

the f i e l d of l i t e r a t u r e . He thus lays the problem i n the 

lap of the musicians, where i t w i l l also be placed by the 

Romantics and by modern aesthetics. 

This i s one of Muratori 1s insights that has been over

looked by hist o r i a n s of the opera who claim that he rejected 

melodramma because of his neo-classical background. Neither 

has i t been noted by those scholars who give more weight to 

the existence of anticipations of Romanticism i n Muratori's 

writings. I t i s curious that Muratori 1s s e n s i t i v i t y to the 

rol e of the imagination i n art, and i t s function i n poetry 

i n the creation of novelty and the marvellous, does not lead 

him to a j u s t i f i c a t i o n of the melodramma, which did i t s 
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utmost i n actual f a c t to emphasize those very q u a l i t i e s . 

I t i s ine v i t a b l e that his neo-classical r a t i o n a l i s t i c i n s i s 

tence on the necessity of discernment rg iud iz io l or good 

taste to control the vagaries of the imagination would have 

turned him away from the excesses^ and abuses which the imagi- . 

nation was allowed to perpetrate i n the s t i l l baroque form of 

the opera i n the early eighteenth century. Yet by his very 

insistence on the primary function of the imagination i n 

poetic creation he paved the way f o r the acceptance of the 

melodramma as an autonomous form i n the l a t t e r h a l f of the 

century. 

In so f a r as Muratori's dramatic theory i s concerned, 

Robertson at t r i b u t e s to i t "the r e v i v a l of dramatic poetry 

i n I t a l y , " but only aft e r i t had been "translated into prac-

t i c a l terms" by Scipione Maffei. ^ The l a t t e r ' s tragedy 

Merope f i r e d the hopes for a r e b i r t h of the tragic genre i n 

I t a l y , and the introduction to h i s Teatro i t a l i a n o reveals the 

i n s p i r a t i o n he had received from Muratori. Pier Jacopo 

Martello was also encouraged i n the composition of his trage

dies by Muratori. Yet Muratori's contribution to the history 

of opera has not been f u l l y appreciated. Having dealt with 

the melodramma i n f a r greater d e t a i l than had Crescimbeni, he 

provided i n h i s prestigious t r e a t i s e Della p e r f e t t a poesia 

the batalogue of abuses and c r i t i c i s m which became common

place i n the eighteenth century, and which provided the mate

r i a l for Benedetto Marcello's famous sa t i r e II Teatro a l i a moda, 

published i n 1720. Muratori's thought might have also i n f l u x 
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enced the., s o - c a l l e d o p e r a t i c r e f o r m s w h i c h took p l a c e i n 

the f i r s t h a l f o f the e i g h t e e n t h c e n t u r y . Both p r o p o n e n t s 

o f t h e s e r e f o r m s , Zeno and M e t a s t a s i o , the l a t t e r b e i n g the 

p r i n c i p a l f i g u r e o f e i g h t e e n t h - c e n t u r y melodramma i n Europe, 

attempted t o r e g u l a r i z e t h e i r operas a c c o r d i n g to t h e p r i n c i 

p l e s o f good t a s t e , and t h e y had g r e a t i n t e r e s t i n knowing 
. . 7 7 

M u r a t o r i ' s o p i n i o n o f t h e i r l i b r e t t i . ' Zeno c o r r e s p o n d e d 

r e g u l a r l y w i t h M u r a t o r i who r e f e r r e d to him as an o u t s t a n d i n g 

d r a m a t i s t , though w i t h o u t c h a n g i n g h i s r e s e r v a t i o n s about 
7 8 

melodramma i n g e n e r a l . N a t u r a l l y , f o r s i m p l e r e a s o n s o f 

c h r o n o l o g y , M e t a s t a s i o does not e n t e r i n t o the d i s c u s s i o n o f 

m u s i c a l drama i n the D e l l a p e r f e t t a p o e s i a , but when the 

famous l i b r e t t i s t b e g i n s t o b r i n g new l i f e t o the m u s i c a l 
t h e a t r e w i t h the p u b l i c a t i o n o f Didone i n 1724, M u r a t o r i i s 

79 
i m p r e s s e d . A c c o r d i n g to G i a z o t t o , t h i s i s due t o the f a c t 

t h a t M u r a t o r i i s p a s t the p e r i o d o f h i s l i t e r a r y t h e o r i z i n g : 

h i s p r a i s e o f M e t a s t a s i o , though not i n f r e q u e n t , i s c u r s o r y , 
80 

as he moves on to o t h e r a r e a s o f i n t e r e s t . F i n a l l y , 

M u r a t o r i ' s p r e - r o m a n t i c i n s i g h t i n t o the n a t u r e o f melodramma, 

an i n s i g h t i n h e r i t e d by M a r t e l l o , and h i s i n s i s t e n c e on the 

i mportance o f the i m a g i n a t i o n i n a r t i s t i c c r e a t i o n , f o r e 

shadows by t h r e e q u a r t e r s o f a c e n t u r y the development o f the 

c r i t i c a l a t t i t u d e t h a t w i l l a c c e p t o p e r a as a d i s t i n c t genre. 
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G i a n V i n c e n z o G r a v i n a . 

A n o t h e r A r c a d i a n who f e l t a deep i n t e r e s t i n t h e 

r e n e w a l o f I t a l i a n c u l t u r e was G i a n V i n c e n z o G r a v i n a , c o -

f o u n d e r w i t h C r e s c i m h e n i o f t h e A c c a d e m i a d e l l ' A r c a d i a , f o r 

w h i c h he a c t e d as l e g i s l a t o r . A p r o f e s s o r o f C i v i l and 

Canon Law, and a r e c o g n i z e d E u r o p e a n a u t h o r i t y on j u r i s p r u 

dence, G r a v i n a a l s o d e v o t e d h i m s e l f t o l i t e r a r y s t u d i e s , 

a c q u i r e d a n i n t i m a t e knowledge o f c l a s s i c a l c u l t u r e , b o t h 

L a t i n and G r e e k , and m a i n t a i n e d c o n t a c t w i t h t h e c u l t u r a l 

m i l i e u o f N a p l e s and Rome. From h i s y o u t h he had a n i n t e r e s t 

i n t h e t h e a t r e , a f a s c i n a t i o n t h a t i n c r e a s e d w i t h t i m e , 

l e a d i n g him u l t i m a t e l y t o c o n s i d e r t r a g e d y as t h e p r i n c i p a l 

l i t e r a r y g e n r e . As a s t u d e n t he had composed two p l a y s , 

T r a g e d i a d i C r i s t o and S a n t ' A t a n a s i o . L a t e r he t o o k p a r t i n 

t h e d i s c u s s i o n s on t h e r e f o r m o f I t a l i a n t h e a t r e w h i c h were 

an i m p o r t a n t p a r t o f t h e l i t e r a r y i n t e r c h a n g e s o f t h e e i g h t 

e e n t h c e n t u r y . He e n c o u r a g e d y o u n g men l i k e M e t a s t a s i o and 

P a o l o R o l l i t o w r i t e t r a g e d i e s , and he s t u d i e d t h e g e n r e i n 

h i s c r i t i c a l w r i t i n g s . M o r e o v e r , he w r o t e and p u b l i s h e d f i v e 

t r a g e d i e s o f h i s own t o s e r v e as examples i n t h e movement t o 

r e f o r m t r a g e d y i n I t a l y . The more s e r i o u s i n t e n t o f G r a v i n a 1 s 

programme o f r e n e w a l , however, was l e s s s u i t e d t h a n t h e i d e a l s 

o f C r e s c i m b e n i t o t h e s p i r i t and t h e p r a c t i c a l c a p a b i l i t i e s 

o f t h e l i t e r a r y s o c i e t y o f h i s t i m e . I d e o l o g i c a l a s w e l l as 

p o l i t i c a l d i f f e r e n c e s l e d t o a s c h i s m i n A r c a d i a b e t w e e n t h e 
2 

a d h e r e n t s o f C r e s c i m b e n i and o f G r a v i n a . The i n t r a n s i g e n c e 

o f G r a v i n a ' s i d e a l s o f r e f o r m , a s w e l l a s h i s i r a s c i b l e and 
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p o l e m i c n a t u r e , c o n t r i b u t e d t o h i s s u b s e q u e n t i s o l a t i o n f r o m 

t h e l i t e r a r y m i l i e u x o f h i s t i m e . B u t h i s p e r s o n a l d e f e a t 

i n A r c a d i a d i d n o t draw him away f r o m l i t e r a r y p u r s u i t s . 

M o d e r n s p e c i a l i s t s i n t h e h i s t o r y o f I t a l i a n l i t e r a r y c r i t 

i c i s m t e n d t o r e g a r d G r a v i n a as a man o u t o f s t e p w i t h h i s 

3 

t i m e . I n h i s i s o l a t e d p o s i t i o n a t t h e b e g i n n i n g o f t h e 

e i g h t e e n t h c e n t u r y t h e y see a f o r e s h a d o w i n g o f t h e neo-

C l a s s i c i s m b e s t e x e m p l i f i e d i n some o f F o s c o l o ' s works; s i m i 

l a r i t i e s w i t h V i c o ' s p h i l o s o p h y have a l s o b e e n d e t e c t e d , and 

have c o n t r i b u t e d t o t h e c h a r a c t e r i z a t i o n o f G r a v i n a as a 

f o r e r u n n e r o f t h e E n l i g h t e n m e n t , p r e - R o m a n t i c i s m and A l f i e r i 

G r a v i n a 1 s m a j o r work, t h e R a g i o n p o e t i c a , i s g e n e r a l l y re-...' 

g a r d e d as h a v i n g c o n t r i b u t e d t o t h e f o r m a t i o n o f t h e new 

d i s c i p l i n e o f a e s t h e t i c s . 

A l t h o u g h he d i d n o t t a k e an a c t i v e p a r t i n t h e O r s i -

B o u h o u r s c o n t r o v e r s y , G r a v i n a was i n f a v o u r o f O r s i ' s d e f e n c 

o f I t a l i a n c u l t u r e . He d e n i e d t h e s u p e r i o r i t y o f t h e F r e n c h 

t r a g i c t h e a t r e , c r i t i c i z i n g i t s c o m p l i c a t e d p l o t s and t h e 

p r e d o m i n a n c e o f l o v e as s u b j e c t - m a t t e r . " ^ I n h i s v i e w , 

I t a l i a n l i t e r a t u r e , i n s p i t e o f t h e s u p p o s e d d e c l i n e i t had 

s u f f e r e d i n t h e s e v e n t e e n t h c e n t u r y , s t i l l r e i g n e d supreme 

b e c a u s e i t was c l o s e r i n s p i r i t t o t h e c l a s s i c s . ' I n t h e 

q u e r e l l e d e s a n c i e n s e t des modernes, G r a v i n a was o n t h e s i d 

o f t h e p a r t i s a n s o f a n t i q u i t y . A c c o r d i n g t o him, t h e an

c i e n t s had b e e n u n s u r p a s s e & M i i a s t e r s i n a l l o w i n g b e a u t y t o 

p e r m e a t e t h e i r works o f a r t , and he b e l i e v e d t h a t t h e s e c r e t 

o f c a p t u r i n g t h a t s u b l i m e q u a l i t y c o u l d o n l y be l e a r n e d f r o m 
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them. Thus he, would, n o t a d m i t t h e p o s s i b i l i t y o f a n a r t i s t i c 

c r e a t i o n t h a t d i d n o t draw i t s o r i g i n s f r o m t h e G r e e k s . I n 

h i s o p i n i o n , t h e G r e e k s had b e e n t h e f i r s t and o n l y p h i l o s o 

p h e r s t o d e f i n e t h e t r u e e s s e n c e o f n a t u r e and t o a d a p t i t 
7 

m j u s t measure t o a r t . ' N e v e r t h e l e s s , G r a v i n a d i d n o t h o l d 

t h a t t h e a n c i e n t s had e x h a u s t e d t h e p o t e n t i a l i t i e s o f a r t t o 

s u c h a n e x t e n t t h a t t h e y l e f t t o t h e moderns o n l y t h e p o s 

s i b i l i t y o f a s e r v i l e i m i t a t i o n o f t h e i r works. R e c a s t i n g 

and a d a p t i n g t o a new c u l t u r a l e n v i r o n m e n t p r i n c i p l e s a l r e a d y 

f o r m u l a t e d by t h e more p r o f o u n d h u m a n i s t s o f t h e f i f t e e n t h 

c e n t u r y s u c h as V a l l a and P o l i z i a n o , G r a v i n a c o n s i d e r e d i m i t a 

t i o n n o t a s a s l a v i s h r e p r o d u c t i o n o f t h e e x t e r n a l t e c h n i q u e s 

o f t h e a n c i e n t s : r a t h e r he p r o p o s e d a d e e p e r u n d e r s t a n d i n g o f 

a n c i e n t drama i n an a t t e m p t t o c a p t u r e t h e e s s e n c e o f t h e 

c l a s s i c a l methods o f c r e a t i n g what B i n n i d e s c r i b e s a s "myths 
i m p r e g n a t e d w i t h t r u t h , works o f c r e a t i v e and f e r t i l e i m a g i n a -

g 

• t i o n , " o r i f we w i l l , t o c r e a t e new and a t t h e same t i m e 

v a l i d works o f a r t . G r a v i n a e n v i s a g e d t h e r e f o r e a r e n a i s 

s a n c e i n c o n t e m p o r a r y l i t e r a t u r e t h a t w o u l d p r o d u c e .art e q u a l 

t o t h a t o f t h e c l a s s i c s , t h u s f o r e s h a d o w i n g a n e o - c l a s s i c a l 

age. 

G r a v i n a 1 s r a t i o n a l i s t i c b a c k g r o u n d must be t a k e n i n t o 

a c c o u n t i n a d i s c u s s i o n o f h i s c o n c e p t o f i m i t a t i o n and o f /. 

h i s v i s i o n o f a n e o - c l a s s i c a l r e n e w a l . I n h i s f o r m a t i v e 

y e a r s G r a v i n a had r e a d D e s c a r t e s u n d e r t h e t u t e l a g e o f t h e 

C a r t e s i a n p h i l o s o p h e r G r e g o r i o C a l o p r e s e , and had become 

imbued w i t h t h e E n l i g h t e n e d t h e o r i e s t h a t p r e v a i l e d i n c e r t a i n 
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9 

J a n s e n i s t c i r c l e s m Naples. As a s c h o l a r w i t h s e r i o u s 

i n t e l l e c t u a l and m o r a l a s p i r a t i o n s , G r a v i n a d e d i c a t e d him

s e l f t o a r e n e w a l o f I t a l i a n c u l t u r e i n i t s v a r i o u s forms, 

s o c i a l , e t h i c a l , p h i l o s o p h i c a l and a e s t h e t i c . Such a r e n e w a l 

would he based on a p r o f o u n d f a i t h i n the l i b e r a t i n g power o f 

r e a s o n as a d i r e c t emanation o f the l i g h t o f God i n man's 

m o r a l and p h i l o s o p h i c a l a c t i v i t i e s . The C a r t e s i a n i n s i s t e n c e 

on the e x e r c i s e o f r e a s o n , and the c o n c o m i t a n t d i s a p p r o v a l 

o f r e l i a n c e on u n t e s t e d a u t h o r i t y , can be d i s c e r n e d i n 
G r a v i n a ' s i d e a l s f o r c u l t u r a l r e f o r m e x p r e s s e d i n the Ra g i o n 

10 

p o e t i c a . H i s a t t e m p t s t o c r e a t e a s c i e n c e o f p o e t r y do 

not depend t h e r e f o r e on t h e u n c r i t i c a l adherence t o t h e 

l e t t e r o f a n c i e n t a u t h o r i t y ; r a t h e r , the r u l e s and l a w s o f 

h i s p o e t i c s must be based on r e a s o n and l o g i c . G r a v i n a d i d 

not advocate the t o t a l d i s r e g a r d o f a l l r u l e s , b u t he c e r 

t a i n l y c o n s i d e r e d the s t r i c t adherence to p r e c e p t s f o r m u l a t e d 
11 

i n a n o t her age as d e t r i m e n t a l t o p o e t i c c r e a t i o n . 

The f i r s t part", o f the R a g i o n p o e t i c a , i n which 

G r a v i n a s t u d i e s Greek and L a t i n l i t e r a t u r e , had a l r e a d y been 

p u b l i s h e d as a s e p a r a t e work i n 1696 under the t i t l e D e l l e 
12 

a n t i c h e f a v o l e . The second p a r t d e a l s w i t h I t a l i a n l i t e r 

a t u r e . I n t h i s work the c r i t i c argues t h a t j u s t as a r c h i t e c 

t u r a l s t y l e s change from age t o age, even though t h e y be 

governed by i n v a r i a b l e laws o f geometry, so by ana l o g y p o e t r y 

must be based on an u n d e r l y i n g cause o r mo t i v e f o r c e [ r a g i o n e ] 
common t o a l l p o e t i c s t y l e s and a d a p t a b l e t o v a r y i n g t i m e s 

13 
and f a s h i o n s . I t i s perhaps a t r u i s m t o s t a t e t h a t a l l 
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p o e t s and l i t e r a r y c r i t i c s t a k e f o r g r a n t e d a b a s i c r a g i o n e 

w h i c h i n f o r m s t h e i r a r t ; G r a v i n a i s no e x c e p t i o n . He i s n o t 

c o n t e n t , ' however, w i t h m e r e l y a c c e p t i n g t h e e x i s t e n c e o f t h i s 

p o e t i c numen o r f o r c e , o r f o u n t o f i n s p i r a t i o n ; r a t h e r , he 

i s c o n c e r n e d i n h i s t r e a t i s e w i t h i d e n t i f y i n g i t and- w i t h 

d e f i n i n g i t s t r u e n a t u r e a s an o b j e c t i v e a r t i s t i c f o r c e c o n 

s t a n t t h r o u g h o u t t h e ages o f man. The a n c i e n t s , he b e l i e v e d , 

p o s s e s s e d a r e m a r k a b l e awareness, o f t h i s b a s i c p r i n c i p l e o f 

a r t . He b e l i e v e d , f u r t h e r m o r e , t h a t by means o f a c l o s e 

s t u d y o f t h e i r p o e t r y , t h i s a w a r e n e s s c o u l d be r e k i n d l e d i n 

t h e modern p o e t so t h a t h i s works, t h o u g h d i f f e r e n t p e r h a p s 

i n f o r m f r o m t h e p o e t r y o f t h e p a s t , would c a p t u r e i n i t s 

e s s e n c e t h e g r a n d e u r and e x c e l l e n c e o f t h e l i t e r a t u r e o f 

c l a s s i c a l t i m e s . G r a v i n a ' s p o s t u l a t e o f a b a s i c r a g i o n e  

p o e t i c a was l a t e r e x t e n d e d by Du Bos f r o m p o e t r y t o p a i n t i n g , 

by B a u m g a r t e n t o a l l t h e o t h e r a r t s , , and became a f u n d a m e n t a l 
1 4 

t e n e t o f V i c o ' s i n t e r p r e t a t i o n o f human a c h i e v e m e n t . 

G r a v i n a c o n c l u d e s t h a t t h e b a s i s o r r a g i o n e o f a l l 

p o e t r y i s t h e i m i t a t i o n o f t r u t h . . For him, i m i t a t i o n i n t h i s 

s e n s e would mean t h e v e r i s i m i l a r r e p r e s e n t a t i o n o f t r u t h i n 

a n a r t i s t i c medium, r a t h e r t h a n i t s e x a c t r e p r o d u c t i o n . The 

p o e t must c r e a t e a f i c t i o n w h i c h i s a n o r g a n i c whole, by 

s e l e c t i n g t h o s e e l e m e n t s t h a t w i l l c o n t r i b u t e t o t h e p o r -

t r a y a l o f t h e t r u t h he i s a t t e m p t i n g t o c o n v e y , and by 

i g n o r i n g t h o s e f e a t u r e s t h a t w o u l d d i s t r a c t t h e mi n d o f t h e 

r e a d e r o r t h a t w o u l d d e t r a c t f r o m t h e v e r i s i m i l i t u d e o f t h e 

p o e t i c f i c t i o n . The f i c t i o n must t h e r e f o r e c a u s e t h e same 
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e f f e c t u pon t h e a u d i e n c e as t h e t r u e o b j e c t o f t h e i m i t a t i o n : 

t h e mind a c c e p t s t h e f i c t i o n as t r u e and r e a l and i s moved by 

i t as i t w o u l d be moved by r e a l i t y o r t r u t h . The t a s k o f 

t h e p o e t , t h e r e f o r e , i s t o c r e a t e a p o s s i b l e r e a l i t y r e l a t e d 

t o a c t u a l r e a l i t y t o t h e p o i n t t h a t a n a u d i e n c e may a c c e p t 

t h i s p o e t i c a l c r e a t i o n w i t h o u t q u e s t i o n i n g i t as a wondrous 
15 

and m a g i c a l p r o d u c t o f t h e i m a g i n a t i o n . J 

F o r G r a v i n a t h i s m a g i c a l q u a l i t y \ i n c a n t o ] i s i m p o r 

t a n t t o s o c i e t y . I n d i r e c t c o n t r a d i c t i o n o f P l a t o he a r g u e s 

t h a t p o e t r y i s b e n e f i c i a l t o man. The q u e s t i o n o f t h e d u a l 

p u r p o s e o f a r t r e s o l v e s i t s e l f , i n G r a v i n a , i n t o a n i n s i s t 

ence on t h e p r e e m i n e n c e o f i t s u t i l i t a r i a n f u n c t i o n , w h i c h 
17 

he c o n s i d e r s t o be b o t h c o g n i t i v e and m o r a l . P o e t r y i s 

t h e means by w h i c h p h i l o s o p h y and t h e knowledge o f t r u t h i s 

c l o t h e d i n a c o n c r e t e f o r m and t h u s t r a n s m i t t e d t o t h e un

e d u c a t e d m ind: 
N e l l e m e n t i v o l g a r i , che sono q u a s i d ' o g n i p a r t e 
i n v o l t e t r a l e c a l i g i n i d e l l a f a n t a s i a , e c h i u s a 
l ' e n t r a t a a g l i e c c i t a m e n t i d e l v e r o e d e l l e c o g n i z i o n i 
u n i v e r s a l i . P e r c h e dunque p o s s a n o i v i p e n e t r a r e , 
c o n v i e n d i s p o r l e i n s e m b i a n z a p r o p o r z i o n a t a a l l e 
f a c o l t a d e l l ' i m m a g i n a z i o n e ed i n f i g u r a a t t a a c a p i r e 
a d eguatamente i n ^ q u e i v a s i ; onde b i s o g n a v e s t i r l e 
d ' a b i t o m a t e r i a l e e c o n v e r t i r l e i n a s p e t t o 
s e n s i b i l e . . . . Quando l e c o n t e m p l a z i o n i a v r a n n o 
a s s u n t o s e m b i a n z a c o r p o r e a , a l l o r a t r o v e r a n n o • 
l ' e n t r a t a n e l l e m e n t i v o l g a r i , p o t e n d o i n c a m m i n a r s i 
p e r l e v i e s e g n a t e d a l l e c o s e s e n s i b i l i ; ed i n t a l 
modo l e s c i e n z e p a s c e r a n n o d e i f r u t t i l o r o anche i 
p i u r o z z i c e r v e l l i . 1 8 

P o e t r y , t h e r e f o r e , f u l f i l s a n i m p o r t a n t s o c i a l f u n c t i o n , 

b e c a u s e t h r o u g h p o e t i c a l images t h e l a w s o f n a t u r e and o f 

God a r e r e v e a l e d t o t h e masses, and t h e s e e d s o f r e l i g i o n 
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19 and honest behaviour are c u l t i v a t e d . ' In t h i s way the poet 

assumes the v i t a l r o le of the.- i n t e l l e c t u a l , the sage who acts 

as mediator i n the dissemination of knowledge and truth to 
20 • • 

the masses. Gravina makes use of Plato's s a t i r i c a l com
parison of the poetic frenzy to the power of a magnet which 
transmits i t s force from i r o n r i n g to i r o n ring, but the 

power of poetry to influence others i s taken by Gravina i n a 
21 

p o s i t i v e sense.. The poet, s t i r r e d by divine fervour, 

excites the one who learns from him; and the l a t t e r , inspired 

by the l i g h t and fervour that the poet has communicated to 

him w i l l i n turn excite his l i s t e n e r . The didactic purpose 

of art figures prominently i n Gravina's concept of theatre. 

Having established the function of poetic imagery i n 

revealing universal truths or ideas to the common masses, 

Gravina goes on to state that f i c t i o n i s a more ef f e c t i v e 

source of u t i l i t y and delight than i s r e a l i t y , a concept 

that would f i n d no support i n Plato. Gravina denies that 

natural laws can be learned as e f f i c a c i o u s l y from r e a l i t y 

as they can from f i c t i o n . Man, he points out, overlooks the 

ordinary and the f a m i l i a r , and i s attracted by novelty. The 

novel causes the mind to marvel, to dwell on the image, to 

r e f l e c t on i t and to l e a r n i t s meaning. The recognition of 

truth i n f i c t i o n , and of the s i m i l a r i t y of f i c t i o n to r e a l i t y , 

as well as the awakening of the same emotions that r e a l i t y 

would s t i r , create an intense delight i n the audience which 

derives g r a t i f i c a t i o n from i t s discovery. Gravina thus con

cludes that i n art the s i m i l a r i t y i t s e l f i s the most extensive 



source of delight and u t i l i t y . 

Gravina i s dealing here with the concepts of novelty 

and the marvellous which a r t i s t s of the baroque era had 

emphasized. ^ But whereas the Baroque attempted to create 

the marvellous rmeravig l ia] by appealing to the senses and 

through them t̂o the i n t e l l e c t and the emotions, Gravina would 

have the marvellous appeal d i r e c t l y to the mind. This con

f l i c t s .with .^sensationalist doctrine, for Gravina maintains 

that the senses alone cannot lead to knowledge: 

I s o l i sensi non possono imprimerci l a cognizione 
del l e cose s i n g o l a r i , senza l a r i f l e s s i o n e d e l l a 
mente", onde e prodotto l'assenso ed e generata l ' i d e a 
universale, che e poi seme d e l l a scienza.24 

Gravina's concept of universals has a d i s t i n c t l y neoplatonic 

bias. In his view, the originator [madre] of f i c t i o n s i s the 

idea, drawn by the human mind from nature i t s e l f which con-
2 5 

tains a l l that the mind conceives. ^ For Gravina, the 

pleasure occasioned by poetry i s an i n t e l l e c t u a l one; the 

enchantment worked by poetry acts on the mind which i s g r a t i 

f i e d to recognize i n art the idea of r e a l i t y already existing 

i n the mind. In t h i s way, the pleasure which poetry creates 

i s used to reveal knowledge or universal ideas to those who 

otherwise would not be aware of i t . Consequently, the pleas

ure generated by art i s subservient to i t s p r i n c i p a l end, 

which i s to in s t r u c t . Whereas for the Baroque, p a r t i c u l a r l y 

i f viewed as Marinistic' poetry, the main end of art i s to 

give pleasure, i n Gravina the didactic purpose takes preced

ence. Furthermore, whereas Muratori regarded fantasia as 
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an entity separate from the i n t e l l e c t , but perforce subject 

26 
to the control of the i n t e l l e c t , f o r Gravina the imagina

t i o n was a function of the mind, and therefore naturally 

subject to reason. 

Gravina's view of the organic unity of a work of art, 

i t s f i d e l i t y to reason and v e r i s i m i l i t u d e , and the pre emir',, 

nance of i t s didactic function, influence his attitude towards 

the melodramma. His contribution to the history of operatic 

c r i t i c i s m has received scant attention, probably because he 

wrote a r e l a t i v e l y small amount on the subject. Yet his 

ideas have t h e i r importance, i f only for t h e i r significance 

as a background to the career of Gravina's protege, Pietro 

Metastasio. The claim of Robert Freeman who believed that 

Gravina's views " f a i l e d to make an impression . . . even on 

the future of his adopted son . . . Metastasio" i s quite 

erroneous; s i m i l a r l y , Luigi Russo's hypothesis of a dispersion 

by Metastasio of the i n t e l l e c t u a l inheritance l e f t him by 
Gravina i s imprecise i n i t s formulation and needs to be re-

27 
defined. ' 

Gravina comments b r i e f l y on musical drama i n his 
28 

Discorso sopra 1'Endimione, i n his Regolamento degli studi 
29 3 0 di nobile e valorosa donna, i n the Tragedie cinque, and 

31 

m s l i g h t l y greater d e t a i l m h i s t r e a t i s e Della tragedia. 

He does not dwell, however, on the form per se, but rather 

remarks upon i t i n passing i n h i s consideratio.n of tragedy. 

The c r i t i c does not deal with the form as a separate entity 

within the theatre. For him melodramma simply f a l l s within 
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the dramatic mode, and he does not analyse i t to determine 
whether i t belongs to the genre of tragedy, or whether i t i s 
a l e g i t i m a t e or i l l e g i t i m a t e k i n d of tragedy. The reason f o r 
t h i s i s two-fold. On the one hand, Gravina b e l i e v e d that 
everything i n the universe, being an i m p r i n t of the d i v i n e 

32 
idea, was a l e g i t i m a t e subject of poetry.. On the other 
hand, he denied t h a t the ancients had drawn the boundaries 
of poetry i n such a-way as to exclude from the f i e l d of 
poetry whatever d i d not correspond to pre-ordained genres. 

I n f a c t , one of Gravina's most important c o n t r i b u t i o n s 
to the h i s t o r y of l i t e r a r y t h e o r i e s was h i s attack on the 
s t r i c t d i v i s i o n of l i t e r a t u r e i n t o w e l l - d e f i n e d genres, as 

33 

p r a c t i s e d by h i s predecessors and contemporaries. ^ Already 
i n 1692, i n an essay published with the f i r s t e d i t i o n of 
L"Endimione Gravina upheld the n o t i o n of the freedom that 
should be granted to the p o e t i c , i m a g i n a t i o n , i n v e i g h i n g 
against r h e t o r i c a l precepts ["ambiziosi ed a v a r i p r e c e t t i " ] : 

[N]on pud u s c i r e a l i a - l u c e opera alcuna che non s i a 
subito a v a n t i i l t r i b u n a l e d e ' c r i t i c ! chiamata ~-
all'esame ed i n t e r r o g a t a i n primo luogo d e l nome e 
d e l l ' e s s e r suo, sicche s i vede tosto i n t e n t a t a 
l ' a z i o n e che i j u r i s c o n s u l t i chiaman p r e g i u d i z i a l e , 
e s i forma i n un t r a t t o c o n t r o v e r s i a sopra l o stato 
d i essa, se s i a poema, o romanzo, o t r a g e d i a , o 
comedia, o d ' a l t r o genere p r e s c r i t t o . E se q u e l l ' o p e r a 
travia'in'q.ualche .modo d a ' p r e c e t t i . . . v'ogliono 
t o s t o che q u e l l ' o p e r a s i a b a n d i t a ed i n eterno 
p r o s c r i t t a . 

Gravina then adds an important conclusion:' 

E pure per quanto scuotano e d i l a t i n o i l o r o 
a f o r i s m i -non. potranno comprender mai t u t t i i v a r i 
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g e n e r i de 1componimenti che i l v a r i o e continue- moto 
dell'umano ingegno pud p r o d u r r e d i nuovo. Onde non 
so perche non s i debba t o r r e questo i n d i s c r e t o f r e n o 
a l i a g r a n d e z z a d e l l e n o s t r e i m m a g i n a z i o n i , ed a p r i r l e 
s t r a d a da vagare p e r e n t r o q u e i g r a n d i s s i m i s p a z i , 
n e ' q u a l i e a t t a a p e n e t r a r e . 

R e f e r r i n g s p e c i f i c a l l y to L'Endimione, a m u s i c a l drama, 

G r a v i n a makes the f o l l o w i n g judgement: 

Non so se e l l a s i a o t r a g e d i a , o comedia, o 
t r a g i c o m e d i a o a l t r o che i r e t o r i s i possan sognare. 
E l l a e una r a p p r e s e n t a z i o n e d e l l ' a m o r e d i Endimione 
e d i Diana. Se q u e i v o c a b o l i s i stendon t a n t ' o l t r e , 
p o t r a n n o anche a c c o g l i e r q u e s t a n e l l o r o grembo, se 
t a n t o non s i d i l a t a n o , p o t r a s s e n e r i n t r a c c i a r e un 
a l t r o , che diamo a c i a s c u n o l a f a c o l t a i n c o s a che 
n u l l a r i l e v a ; se non s ' i n c o n t r a v o c a b o l o a l c u n o , non 
v o g l i a m o n o i , g e r mancanza d i nome, p r i v a r c i d i 

G r a v i n a t h e n proceeds to an e x a m i n a t i o n o f the t e x t , and 

c o n c l u d e s t h a t the work i s an o r g a n i c whole. 

The f a c t t h a t L'Endimione was a m u s i c a l drama does not 

p r e v e n t G r a v i n a from c o n s i d e r i n g i t as an harmonious and 

u n i f i e d work. Here l i e s the second r e a s o n f o r h i s acceptance 

o f melodramma as a d r a m a t i c form. U n l i k e M u r a t o r i and 

C r e s c i m b e n i , G r a v i n a does not c o n s i d e r the u n i o n o f p o e t r y 

and music i n a d r a m a t i c work to be i m p l a u s i b l e . H i s i n s i s t 

ence on the o r g a n i c u n i t y o f a p o e t i c work does not p r e 

c l u d e the c o l l a b o r a t i o n o f music. G r a v i n a sought h i s i d e a l 

o f t r a g e d y i n the drama o f . t h e a n c i e n t s . I n the c o n t r o v e r s y 

over the i n t e r p r e t a t i o n o f the r o l e o f music i n Greek drama, 

he championed P a t r i z i ' s v i e w p o i n t and b e l i e v e d - - a l b e i t 

e r r o n e o u s l y - - t h a t C a s t e l v e t r o , i n h i s r e a d i n g o f A r i s t o t l e ' s 
. . 35 

P o e t i c s , s h a r e d the same o p i n i o n . G r a v i n a was aware t h a t 
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many c r i t i c s h e l d t h a t i n G r e e k drama o n l y t h e c h o r u s was 

a c c o m p a n i e d by m u s i c , and he f e l t t h a t a w i d e r a c q u a i n t a n c e 

w i t h C a s t e l v e t r o ' s p e n e t r a t i n g t h o u g h d i f f i c u l t commentary on 

t h e P o e t i c s w o u l d l e a d t o a m o d i f i c a t i o n o f t h a t p o s i t i o n . 

C l a i m i n g i n d e b t e d n e s s t o C a s t e l v e t r o , G r a v i n a e s p o u s e s t h e 

v i e w t h a t t h e d r a m a t i c works o f t h e a n c i e n t G r e e k s were 

a c c o m p a n i e d by m u s i c i n t h e i r e n t i r e t y . He s e t s o u t t o p r o v e 

h i s p o i n t by e m p l o y i n g t h e t e c h n i q u e s o f r a t i o n a l i s m , sup

p o r t i n g h i s p o s i t i o n w i t h t h e t e s t i m o n y o f c l a s s i c a l w r i t e r s . 

He b e l i e v e d t h a t t h e m u s i c a l accompaniment o f t h e c h o r u s d i f 

f e r e d f r o m t h e m u s i c a l accompaniment a l l o t t e d t o the. p a r t s o f 

t h e i n d i v i d u a l c h a r a c t e r s , j u s t as i n t h e t h e a t r e o f h i s own 

day t h e a r i a s d i f f e r e d f r o m t h e r e c i t a t i v e . The u n i o n o f 

t h e two a r t s does n o t a p p e a r t o him a s u n r e a s o n a b l e o r i n v e r i -

s i m i l a r s i n c e m u s i c i s a m i m e t i c a r t , as i s p o e t r y . 

We c a n say, t h e r e f o r e , t h a t G r a v i n a a c c e p t s t h e c o n c e p t 

o f t h e i d e a l melodramma as a d r a m a t i c work c o m p r i s i n g t h e 

u n i o n o f p o e t r y and m u s i c . Y e t t h e a t t i t u d e he a d o p t e d 

t o w a r d s t h e o p e r a as i t e x i s t e d i n h i s day i s c o n s i s t e n t w i t h 

h i s o p i n i o n o f c o n t e m p o r a r y t h e a t r e i n g e n e r a l : ,drama, f o r 

G r a v i n a , had f a l l e n i n t o a d e g e n e r a t e s t a t e i n t h e s e v e n 

t e e n t h c e n t u r y , and had n o t y e t r e c o v e r e d . He i s p r o f u s e i n 

h i s a t t a c k s o n t h e c o n t e m p o r a r y t h e a t r e , r e g a r d i n g i t as a 

m o n s t r o u s c r e a t i o n as i t d o e s n o t comply w i t h t h e l a w s o f 

n a t u r e . A l r e a d y i n t h e Regolamento d e g l i s t u d i he had r e ; -

i e r r e d t o b o t h t h e s p o k e n and t h e m u s i c a l drama i n s i m i l a r 

t e r m s . I n t h e t r e a t i s e D e l l a t r a g e d i a , he c h a r a c t e r i z e d t h e 
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c o m p o s i t i o n s f o r the m u s i c a l t h e a t r e as r i d i c u l o u s dramas, 

and i n the p r o l o g u e t o h i s T r a g e d i e c i n q u e he h e l d melodramma 

r e s p o n s i b l e f o r the d e g e n e r a t i o n o f t h e a t r i c a l t a s t e i n 
37 

g e n e r a l d u r i n g the e i g h t e e n t h c e n t u r y . 

L i k e h i s p r e d e c e s s o r s , G r a v i n a c o n s i d e r s melodramma 

from a l i t e r a r y p o i n t o f view, t h a t i s , as drama, and he 

makes no d i f f e r e n t i a t i o n between o p e r a s e r i a and t r a g e d y . 

The r e a s o n s why G r a v i n a would i n f a c t f i n d o b j e c t i o n a b l e i n 

p r a c t i c e an a r t i s t i c form o f which he would approve i n t h e o r y 

c a n be g a t h e r e d from the e x a m i n a t i o n o f h i s i d e a s on t r a g e d y , 

and. from h i s c r i t i c i s m o f the e x i s t i n g melodramma. 

• D e s p i t e h i s d i s l i k e o f the d i v i s i o . n o f l i t e r a t u r e i n t o 

g enres, G r a v i n a came to c o n s i d e r t r a g e d y as the h i g h e s t form 
O Q 

o f p o e t r y . T h i s a t t i t u d e was m o t i v a t e d by h i s b e l i e f i n 

the d i d a c t i c f u n c t i o n o f a r t . I f p o e t r y i s t o r e v e a l t r u t h 

to those who cannot g r a s p i t t h r o u g h p h i l o s o p h i c a l m e d i t a t i o n , 

i t f o l l o w s t h a t the most v i v i d a r t - f o r m and one p r e s e n t i n g 

f i c t i o n s as a c t u a l r e a l i t i e s t a k i n g p l a c e b e f o r e the v e r y 

eyes o f the audience i s the most s u i t e d f o r a c l e a r r e p r e s e n 

t a t i o n o f t r u t h , and i s the form l i a b l e t o have the g r e a t e r 

impact on the a u d i e n c e . 
Essendo dunque, come larga m e n t e n e l l a R a g i o n p o e t i c a 
abbiam p r o v a t o , l a p o e s i a u n ' i m i t a z i o n e che ammaestra 
i l p o p o l o , q u e l l a ha d i p o e s i a maggior grado che t u t t a 
n e l l ' i m i t a z i o n s i t r a t t i e n e , q u a l e l a drammatica.-
E d e l l a . drammatica q u e l l a m e r i t a luogo p i u degno, l a 
q u a l e e p i u n o b i l e ed u t i l e , q u a l e l a t r a g e d i a . 3 9 

G i v e n the h i g h o p i n i o n he had o f t r a g e d y as an a r t i s t i c form, 

as w e l l as h i s d e s i r e to r e f o r m p o e t i c a r t i n I t a l y , i t i s 
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l o g i c a l and. i n e v i t a b l e t h a t G r a v i n a should- h a v e s e t h i m s e l f 

t h e t a s k o f c o m p o s i n g t r a g e d i e s . H i s T r a g e d i e c i n q u e a p p e a r e d 
i 40 

m 1712. T h e i r a u t h o r e x p l i c i t l y s t a t e d h i s i n t e n t i o n o f 
o f f e r i n g t h r o u g h them examples o f t r a g e d y composed a c c o r d i n g 

4 l 
t o t h e i d e a l s o f t h e a n c i e n t s . M o d e r n c r i t i c s a r e i n 

a greement o v e r t h e e x e m p l a r y n a t u r e o f t h e works, y e t a r e a l s o 

unanimous i n commenting on t h e p o v e r t y o f t h e i r p o e t i c q u a l -
. . 42 
l t i e s . G r a v i n a ' s t u r g i d s t y l e , o r a t o r i c a l t o n e and d i d a c t i c 

i n t e n t made i t c e r t a i n t h a t t h e t r a g e d i e s would n o t be r e -
43 

c e i v e d w i t h f a v o u r by h i s c o n t e m p o r a r i e s . H i s i d e a l , as 

i t t u r n e d o u t , demanded o f h i s f e l l o w - d r a m a t i s t s a c o n c e s s i o n 

t h a t t h e y were n o t y e t r e a d y t o make, as t h e y r e g a r d e d p l e a s 

u r e as t h e end o f a r t . F o r t h i s r e a s o n , as M a f f e i r e m a r k e d , 

G r a v i n a ' s t r a g e d i e s p r o v e d t o be t o o f a r removed f r o m t h e 

c u r r e n t t a s t e . 

T h r e e y e a r s l a t e r , i n 1715. G r a v i n a p u b l i s h e d h i s 

t r e a t i s e D e l l a t r a g e d i a , a work g e n e r a l l y c o n s i d e r e d as a 
44 

d e f e n c e o f h i s f i v e t r a g e d i e s . G r a v i n a p r e s e n t s t h e t r e a -

t i s e as an e n d e a v o u r t o c l a r i f y t h e a n c i e n t i d e a l o f t r a g e d y , 

o f w h i c h h i s f i v e examples a r e t h e p r a c t i c a l a p p l i c a t i o n , 

and t o show t h a t t h e I t a l i a n drama o f h i s c o n t e m p o r a r i e s 
45 

f a l l s f a r s h o r t o f t h e i d e a l . A c o n s i d e r a t i o n o f 

melodramma f o r m s p a r t o f h i s d i s c u s s i o n . 

G r a v i n a b e g i n s w i t h a j u s t i f i c a t i o n o f t h e u n i o n o f 

p o e t r y and m u s i c i n a n a r t i s t i c f orm, c i t i n g t h e p r a c t i c e o f 

a n t i q u i t y . The c r i t i c , u t i l i z e s a g a i n t h e o l d t h e o r y o f t h e 

t h e r a p e u t i c power o f m u s i c . He m a i n t a i n s t h a t p r i m i t i v e 
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s o c i e t i e s , r e c o g n i z i n g t h e power o f song and dance o n t h e 

human s p i r i t , a s d e m o n s t r a t e d f o r example i n t h e f e s t i v a l s o f 

B a c c h u s , c l o t h e d t h e i r t e a c h i n g s i n song, a n a r t i n v e n t e d by 

t h e common p e o p l e f o r t h e i r own amusement. Song i n p u b l i c 

g a t h e r i n g s , f e s t i v a l s , games and, e v e n t u a l l y , - t h e t h e a t r e 

t h u s s e r v e d t h i s e d u c a t i o n a l p u r p o s e . I n t h i s way t r a g e d y 

came i n t o b e i n g t o i n s t r u c t t h e common man i n m o r a l and c i v i c 

v i r t u e s . However--and t h i s i s a c e n t r a l p o i n t i n G r a v i n a ' s 

t h o u g h t - - t h e e f f e c t i v e n e s s o f t h e u n i o n o f words and m u s i c i n 

a n t i q u i t y r e s t e d o n t h e f a c t t h a t b o t h t h e words and t h e 

m u s i c o f c l a s s i c a l t r a g e d y were composed by a s i n g l e i n d i - . . . 

v i d u a l . G r a v i n a h e r e a d h e r e s t o a n o t i o n h e l d by o t h e r 

e i g h t e e n t h - c e n t u r y c r i t i c s : t h e c l a s s i c a l t r a g e d i a n i s r e g a r d e d 

as a sage who, i n h i s wisdom, b e a r s i n h i s mind t h e norm o f 

human l i f e , - and e x p r e s s e s i t s p r e c e p t s i n p o e t i c f o r m a c c e s 

s i b l e t o t h e c o m p r e h e n s i o n o f t h e o r d i n a r y man. The c r i t i c 

t h u s c o m b i n e s . i n one p e r s o n t h e r o l e o f p h i l o s o p h e r , p o e t and 

m u s i c i a n . The p o e t i c work c r e a t e d by an i n d i v i d u a l so s i n g u 

l a r l y endowed w i l l t e n d i n a l l i t s component p a r t s t o w a r d s 

t h e f u l f i l m e n t o f t h a t s i n g l e end c l e a r l y d e t e r m i n e d by i t s 

s i n g l e a u t h o r . C o n s e q u e n t l y , t h e o r g a n i c , h a r m o n i o u s u n i t y 

o f t h e work o f a r t , and i t s d i d a c t i c p u r p o s e so s t r o n g l y 

a d v o c a t e d by G r a v i n a , c a n i n t h i s manner be f i r m l y s e c u r e d . 

I n t h e p r a c t i c e o f t h e e i g h t e e n t h c e n t u r y however, as 

G r a v i n a w e l l knew, t h e c r e a t o r o f melodramma i s no l o n g e r a 

s i n g l e p e r s o n . The c r e a t i v e f u n c t i o n i s d i v i d e d among d i f 

f e r e n t i n d i v i d u a l s , e a c h o f them f a i l i n g t o comprehend f u l l y 
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the a r t o f the o the r . The a r t i s t i c and p r a c t i c a l u n i t y o f 

the work t ha t i s the end-product o f t h e i r c o l l a b o r a t i o n i s 

thus i n e v i t a b l y weakened. G iven t h i s s i t u a t i o n , the c r i t i c 

laments the f a c t tha t what i s l e f t i n contemporary thea t re 

i s "pure v o i c e " , the "vo i ce" o f the s i n g e r s , t ha t i s , a v o i c e 

modulated i n obedience to r e f i n e d a r t i s t i c laws , but devoid 
46 

of a l l " p r a c t i c a l eloquence" and " p h i l o s o p h i c a l sent iment ." 

Furthermore, the music o f the contemporary thea t re cannot, i n 

G r a v i n a ' s v iew, compare w i t h anc ien t music, 

l a quale animava e r e g o l a v a tanto 1 ' e sp re s s ione 
na tu ra l e e con t a n t a e f f i c a c i a n e i c u o r i umani 
penet rava , che, per t e s t imon ianza d i m o l t i e 
pa r t i co l a rmen te d i P l a tone , e c c i t a v a e sedava l e 
p a s s i o n i , curava i morbi e cangiava i cos tumi . 

U n f o r t u n a t e l y , G r a v i n a contends, the mus i ca l a r t o f the 

anc ien t s has been l o s t ; i n i t s s tead , 

co r re per l i t e a t r i a ' d i n o s t r i una musica s t e r i l e d i 
t a l i e f f e t t i , e p e r c i o da q u e l l a a s s a i d i f forme, e s i 
e s a l t a p e r l o p i u q u e l l 1 a r m o n i a l a quale quanto a l l e t t a 
g l i animi s temperat i e d i s s o n a n t i , tanto l a c e r a 
c o l o r o che danno a guidare i l senso a l i a r a g i o n e : 
perche i n cambio d i esprimere ed i m i t a r e , suo l 
p i u t o s t o [ s i c ] es t inguere e c a n c e l l a r e ogni 
sembianza d i v e r i t a : se pur non godiamo, che i n 
cambio d i esprimere sent iment! e p a s s i o n i umane, ed 
i m i t a r l e nos t re a z i o n i e cos tumi , s o m i g l i ed 
i m i t i , come f a sovente., con quei t r i l l i tanto ammirat i 
l a l e c o r a o ' T c a n a r i o . ' 

G r a v i n a thus ob jec t s to the music o f contemporary thea t re 

which , f o r him, has l o s t the o r i g i n a l purpose o f music i n 

drama. I t no longe r serves , as i t d i d (or was thought to do) 

i n c l a s s i c a l t imes , to e l u c i d a t e and i n t e r p r e t the meaning 

o f the poe t ry , and through i t s melodious power d r i v e the 

\ 
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m o r a l and. p h i l o s o p h i c a l message i n t o t h e s o u l o f t h e a u d i e n c e . 

R a t h e r , i t has become a mere d e c o r a t i v e e l e m e n t w h i c h , by i t s 

l a c k o f i m i t a t i o n o f human a c t i o n , may i n f a c t s e r v e o n l y t o 

o b s c u r e t h e m e a n i n g o f t h e t e x t . F o r t h i s r e a s o n , G r a v i n a 

c o n c l u d e s t h a t modern drama has l o s t t h e h a r m o n i o u s u n i t y o f 

i t s component p a r t s . 

G r a v i n a l a y s t h e blame f o r t h e d e g e n e r a t i o n of- c o n 

t e m p o r a r y m u s i c o n t h e c o r r u p t n a t u r e o f t h e p o e t r y o f t h e 

day, t h i s v i e w b e i n g c o n s i s t e n t w i t h h i s g e n e r a l d i s t a s t e 

f o r t h e B a r o q u e . A l l i m i t a t i v e a r t s , he c l a i m s , u n dergo - t h e 

same m u t a t i o n s as human s o c i e t i e s e v o l v e t h r o u g h t h e c e n t u r i e s . 

J u s t as p o e t r y i n t h e s e v e n t e e n t h c e n t u r y came t o depend 

h e a v i l y on .'elaborate s t y l i s t i c d e v i c e s t o i n t e n s i f y i t s 

e f f e c t s , so m u s i c r e l i e s e v e r more o n a r d u o u s and complex 

m o d u l a t i o n s o f t h e v o i c e t o e n c h a n t t h e p u b l i c and t o - p r o d u c e 

a s e n s u a l p l e a s u r e s i m i l a r i n n a t u r e t o t h e s p e l l c a s t by t h e 

song o f t h e g o l d f i n c h o r t h e n i g h t i n g a l e . The t e c h n i c a l 

d e v e l o p m e n t o f t h e m elody h a s b e e n d e t r i m e n t a l t o t h e i n t e r n a l 

s t r u c t u r e o f t r a g e d y , and i t h a s a l s o d e t e r m i n e d a new and 

d e p l o r a b l e c o n t e n t . I n s t e a d o f i m i t a t i n g c i v i c and m o r a l 

v i r t u e s , p l a y w r i g h t s p u r s u e r o m a n t i c a d v e n t u r e s f r o n i a n s e s c h e 

- - s i c - - c h i m e r e ~ [ f a r removed f r o m r e a l i t y . M o r e o v e r , t h e i r 

i n s i s t e n c e u pon l o v e as s u b j e c t - m a t t e r l e a d s t o t h e n e g l e c t 

o f any s e r i o u s i n v e s t i g a t i o n o f o t h e r human p a s s i o n s and 
48 

a c t i v i t i e s . As a f i n a l r e s u l t , b o t h i n t e r m s o f p o e t r y and 

m u s i c , G r a v i n a f i n d s c o n t e m p o r a r y melodramma i n v i o l a t i o n o f 

t h e l a w s o f r e a s o n , and hence c o n t r a r y t o n a t u r e . 
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The c r i t i c states the obvious truth that musical drama 

appeals to the ear of the audience. In his opinion, however, 

art should not appeal exclusively to the senses; the a r t i s t i c 

product must also s a t i s f y the demands of the i n t e l l e c t i n 

order to f u l f i l i t s proper aims. In melodramma, only-the 

f i r s t of the two t r a d i t i o n a l ends of poetry i s achieved: i t 

can only provide pleasure. The melodious voices of the 

singers delight the audie'nce, but the i n d i v i d u a l soul i s 

denied,any moral p r o f i t ; indeed i t i s harmed by the f a l s e 

concepts which modern drama, corrupt as i t i s , i n e v i t a b l y 

expresses. By the l o g i c of his argument, Gravina i s bound 

to conclude that at the present time poetry i s a harmful 

"minister" of an even more harmful type of music. 7 

Crescimbeni and Muratori had considered melodramma 

responsible for the decadence of contemporary theatre. 

Gravina repeats t h i s view i n the prologue to his tragedies, 

while i n the t r e a t i s e Della tragedia he attributes the decline 

of the I t a l i a n theatre i n the seventeenth and eighteenth 

centuries to the precepts of the rhetoricians and to the 

interpreters of A r i s t o t l e , g u i l t y , i n his opinion, of having 

f i r s t made barren, then of having deformed modern theatre by 

t h e i r vain and s t e r i l e commentaries. In his view, the licence 

and extravagance of the Baroque arose out of a reaction to 

the s t u l t i f y i n g and l i m i t i n g c o d i f i c a t i o n of poetry by the 

rhetoricians: 

Perche non potendo i poeti osservare I ' i n d i s c r e t i e 
p u e r i l i p r e c e t t i ad Aristot'ele a t t r i b u i t i , hanno 
anche spezzato ogni legame di natural ragione, 
uscendo affatto d a l l a v e r i s i m i l i t u d i n e e decreto e 
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proprieta.; come spesso avviene che g l i uomini, 
rompendo i l freno di eccedente rigore, trascorrono 
f u o r i d e l l a norma comune ad una immoderata lic e n z a , 
ove son portato • 'dall' audaciaQChe, scuotendo i l piu. 
duro freno, hanno concepita.-^ 

The polemic against the tyranny of po e t i c a l precepts i s thus 

v i t a l to Gravina i n view of his r a t i o n a l i s t i c adherence to 

reason and nature as the only guides to poetic creation. 

The t r e a t i s e D e l l a tragedia was directed against the 

contemporary dramatists who were producing spectacles contrary 

to Gravina 1s i d e a l of c l a s s i c a l tragedy; as such, i t implies 

a desire f o r reform. Yet the conclusion of the t r e a t i s e seems 

to preclude the p o s s i b i l i t y of reform i n a general or univer

sal sense: 

F i n qui . . . parmi aver a bastanza d e l l a tragedia 
ragionato, non per r e s t i t u i r l a nei t e a t r i e nelle 
comuni idee, troppo o dalle f o l l i e romansesche [ s i c ] 
o dal l e pedantesche regole occupate, ma per i s v e l a r l a 
a g l i studio s i d e l l ' antichita. ed a g l i amatori del vero, 
l i q u a l i sofrirebbero troppo affanno ed incontrarebbero 
molti s c o g l i , se l a dovessero, come a noi e convenuto, 
r i n t r a c c i a r e per testimonianze e memorie cosi rotte e 
sparse, e t r a loro a l l e volte ripugnanti, e poi 
ridu r r e l e cognizioni'ad una comune ed i n t e r a idea 
ordinatamente e con l'armonia di tutte l e sue p a r t i 
r a c c o l t a e r i composta.-5 x 

This i s a d i r e c t contradiction of the hope he had expressed 

four years e a r l i e r to the e f f e c t that the theatre might be 
52 

reformed s u f f i c i e n t l y to allow i t to open again m Rome. 

In Delia tragedia he appears to indicate that the general 

public and the composers of popular theatre are committed to 

the degenerate drama, and he therefore addresses his disser

t a t i o n on tragedy to the i n t e l l e c t u a l s alone. Amedeo 
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Quondam v i e w s t h i s p o s i t i o n as one o f r e t r e n c h m e n t o n 

G r a v i n a ' s - p a r t , a r e t r e a t f r o m t h e p o s i t i o n s " m a i n t a i n e d i n 

p r e v i o u s w o r ks s u c h as t h e R a g i o n p o e t i c a and t h e R egolamento  

d i s t u d i d i n o b i l e e v a l e r o s a donna. I n D e l l a t r a g e d i a , 

a c c o r d i n g t o Quondam, G r a v i n a s h a t t e r s t h e r e l a t i o n s h i p ./ 

b e t w e e n t h e sage and t h e p e o p l e w h i c h u n d e r l i e s h i s t h e o r y 

o f p o e t i c s : t h e sage, i t w o u l d seem, c a n o n l y communicate 

w i t h a n o t h e r sage. Thus, t h e m e d i a t o r y f u n c t i o n o f t h e p o e t 

as t e a c h e r o f t h e masses seems t o be n e g a t e d . ^ 

The p o o r r e c e p t i o n g i v e n h i s own t r a g e d i e s w i t h t h e i r 

l o f t y d i d a c t i c i n t e n t i o n s , may o f f e r a p a r t i a l e x p l a n a t i o n 

o f G r a v i n a 1 s c o n c l u s i o n t o D e l l a t r a g e d i a . The c o n c l u s i o n 

c o u l d a l s o be t h e r e s u l t o f h i s r e a c t i o n t o t h e more hedo-' 

n i s t i c t e n d e n c i e s o f A r c a d i a and c o n t e m p o r a r y w r i t e r s . C e r 

t a i n l y t h e t r e a t i s e i t s e l f i n s i s t s o n t h e n e c e s s i t y o f a 

r e f o r m o f drama, and a t t e m p t s a r e - e v a l u a t i o n o f t h e d r a m a t i c 
54 

a r t . Thus, w h i l e G r a v i n a ' s d i r e c t c o n t r i b u t i o n t o 

e i g h t e e n t h - c e n t u r y c r i t i c a l l i t e r a t u r e o n melodramma may be 

s l i g h t , h i s i d e a l o f t r a g e d y c o n t r i b u t e s , e s p e c i a l l y i n so 

f a r as M e t a s t a s i o i s c o n c e r n e d , t o t h e e s t a b l i s h m e n t o f a 

m e l o d r a m a t i c f o r m t h a t w i l l s p a n t h e c e n t u r y . 
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P i e r J a c o p o M a r t e l l o 

I n 1715. o n l y a s h o r t w h i l e b e f o r e t h e p u b l i c a t i o n o f 

G r a v i n a ' s D e l l a t r a g e d i a , a n o t h e r t r e a t i s e o n t h e same sub

j e c t , e n t i t l e d D e l l a t r a g e d i a a n t i c a e moderna, made i t s ap-
1 2 p e a r a n c e i n Rome. I t s a u t h o r was P i e r J a c o p o M a r t e l l o , 

a n A r c a d i a n who t u r n e d t o p o e t r y i n a n a t t e m p t t o v i n d i c a t e 

t h e h o nour o f I t a l y i n t h e f i e l d o f l i t e r a t u r e . T h r o u g h h i s 

p o e t i c a l a v o c a t i o n he came i n t o c o n t a c t w i t h t h e v i t a l l i t 

e r a r y m i l i e u o f h i s n a t i v e B o l o g n a , and w i t h s u c h l i t e r a t i 

and men o f t h e a t r e a s C r e s c i m b e n i , M u r a t o r i , Maggi and L u i g i 

R i c c o b o n i . I n h i s V i t a , M a r t e l l o s t a t e s t h a t i t was O r s i 

h i m s e l f who e n c o u r a g e d h i m t o t u r n t o t h e t h e a t r e , f o r i t was 

i n t r a g e d y e s p e c i a l l y t h a t c o n t e m p o r a r y I t a l y was l a c k i n g i n 

g l o r y . To t h i s end he was f u r t h e r e n c o u r a g e d by h i s f r i e n d 

M u r a t o r i , w i t h whom he had b e e n on i n t i m a t e t e r m s s i n c e b e 

f o r e I69O. M a r t e l l o r e s o l u t e l y s e t t o h i s t a s k by s t u d y i n g 
4 

G r e e k and F r e n c h t h e a t r e . The c o n c l u s i o n s he r e a c h e d a r e 

summarized i n h i s e s s a y D e l v e r s o t r a g i c o , p u b l i s h e d as t h e 

p r e f a c e t o t h e f i r s t v o l u m e - o f h i s t r a g e d i e s . I n t h i s e s s a y 

he d e c l a r e s h i s b e l i e f i n t h e e x c e l l e n c e o f t h e G r e e k s i n 

drama, and t h e s u p e r i o r i t y o f t h e F r e n c h o v e r t h e I t a l i a n s 

i n t r a g e d y . T h e l a t t e r c o n c l u s i o n h a s l e d c r i t i c s t o 

c l a s s i f y M a r t e l l o a s a f r a n c o p h i l e and a p a r t i s a n o f t h e 

moderns i n t h e q u e r e l l e des a n c i e n s e t des modernes. Y e t a 

c a r e f u l r e a d i n g o f M a r t e l l o ' s works b r i n g s t h e r e a l i z a t i o n 

t h a t i n f a c t , l i k e M u r a t o r i , he h e l d a m o d e r a t e p o s i t i o n and 

a d v o c a t e d a h e a l t h y r e s p e c t f o r t h e a n c i e n t s and a n a p p r e c i -
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7 a t i o n f o r t h e works o f t h e p r e s e n t . 

M a r t e l l o ' s e a r l y i n f a t u a t i o n w i t h M a r i n i s t p o e t r y l e f t 

h i m w i t h a c e r t a i n a p p r e c i a t i o n f o r b a r o q u e l i t e r a t u r e w h i c h 

i n f l u e n c e d h i s own s t y l e and f u r t h e r d i f f e r e n t i a t e d h i m f r o m 
o 

t h e c l a s s i c i s t s who condemned M a r i n i ' s a r t o u t r i g h t . I n t h e 

O r s i - B o u h o u r s p o l e m i c he u p h e l d t h e d e f e n c e o f I t a l i a n l i t -
,, Q 

e r a t u r e l a u n c h e d by t h e M a r q u i s O r s i a g a i n s t t h e F r e n c h . 

Y e t he f e l t t h a t t h e F r e n c h o u g h t n o t t o be d e n i e d t h e i r j u s t 

m e r i t s , among them b e i n g t h e s u p e r i o r i t y o f t h e i r t h e a t r e , and 

he c l a i m e d t h a t t h e I t a l i a n s c o u l d l e a r n f r o m t h e i r n e i g h b o u r s . 

I n D e l v e r s o t r a g i c o M a r t e l l o e x p l a i n s how he u n d e r t o o k 

a c o m p a r i s o n o f F r e n c h and I t a l i a n drama. R e w r i t i n g i n p r o s e 

some I t a l i a n examples o f t h e g e n r e , and a b a n d o n i n g t h e p o e t 

i c a l o r n a m e n t a t i o n so p r e v a l e n t i n t h e I t a l i a n t r a g e d i e s o f 

t h e p e r i o d , he f o u n d them as p o w e r f u l and v i t a l i n t h e e x p r e s 

s i o n o f t r a g i c p a s s i o n s as were t h e F r e n c h . To him, t h e 

r h e t o r i c a l e m b e l l i s h m e n t s were t h e e l e m e n t s t h a t d e s t r o y e d 

I t a l i a n t r a g e d y . I t s f a i l u r e , he c o n c l u d e d , l a y n o t i n t h e 

i n a b i l i t y o f I t a l i a n d r a m a t i s t s t o c r e a t e g r e a t t r a g i c s i t u a 

t i o n s , b u t i n t h e l a c k o f a n a p p r o p r i a t e v e h i c l e o f e x p r e s s i o n . 

M a r t e l l o t h e r e f o r e a p p l i e d h i m s e l f t o f a s h i o n i n g a s u i t a b l e 

v e r s e - f o r m m o d e l l e d on t h e F r e n c h a l e x a n d r i n e , w h i c h came t o 
1 o 

be known a s v e r s o m a r t e l l i a n o ; 

I n 1713 M a r t e l l o s p e n t s e v e r a l months i n P a r i s , where 

he a t t e n d e d t h e t h e a t r e and t h e o p e r a ; he a l s o c u l t i v a t e d t h e 

company o f men o f F r e n c h b e l l e s - l e t t r e s and t h e a t r e s u c h as 

F o n t e n e l l e , H o u d a r t de L a M o t t e , C r e b i l l o n and C a m p i s t r o n . 
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T h i s e x p e r i e n c e s t r e n g t h e n e d h i s a d m i r a t i o n o f F r e n c h t h e a t r e , 

d e s p i t e h i s r e s e r v a t i o n s c o n c e r n i n g t h e d i c t i o n and - t e c h n i q u e s 

o f t h e F r e n c h a c t o r s , and i t b o l s t e r e d as w e l l h i s f a i t h i n 

t h e e f f i c a c y o f t h e d r a m a t i c v e r s e - f o r m he had c r e a t e d . Upon 

h i s r e t u r n t o I t a l y he c o n t i n u e d h i s e f f o r t s t o g i v e new l i f e 

t o I t a l i a n t h e a t r e . 

F o r t h e t h e a t r e M a r t e l l o composed s e v e r a l t r a g e d i e s , 
11 

a few c o m e d i e s , and f i v e l i b r e t t i f o r m u s i c . H i s main 
12 

i n t e r e s t , however, l a y i n t r a g e d y . H i s own t r a g i c p l a y s 
met w i t h s u c c e s s , e s p e c i a l l y h i s I f i g e n i a i n T a u r i as p e r 

i l 

f o r m e d by t h e company o f L u i g i R i e c o b o n i . A l t h o u g h M a f f e i ' s 

Merope o b s c u r e d t h e s u c c e s s o f M a r t e l l o ' s t r a g e d i e s , i n 1788 

N a p o l i S i g n o r e l l i s t i l l c o n s i d e r e d t h e I f i g e n i a as a n e x e m p l a r 

o f t h e g e n r e . M o d e r n s c h o l a r s c o n c u r on t h e i m p o r t a n c e o f 

M a r t e l l o i n t h e h i s t o r y o f I t a l i a n t h e a t r e and c r i t i c i s m . 

B o t h A. G a l l e t t i and E. B e r t a n a c l a i m t h a t e i g h t e e n t h - c e n t u r y 
14 

t r a g e d y i n I t a l y b e g a n w i t h M a r t e l l o . G i u l i o N a t a l i r e c o g 

n i z e s him a s a n i n n o v a t o r i n t h e g e n r e , and a s a p r e c u r s o r o f 
15 

f i g u r e s s u c h a s C o n t i , B e c e l l i , B a r e t t i and M e t a s t a s i o . ^ 

M a r i a C a r m i , a s w e l l as G a l l e t t i and R o b e r t s o n see i n him a 

p r e o c c u p a t i o n w i t h t h e p s y c h o l o g y o f h i s c h a r a c t e r s w h i c h 

t h e y c l a i m e d was s t i l l unknown i n t h e t h e a t r e o f t h e t i m e , 

b o t h I t a l i a n and F r e n c h , and w h i c h d i d n o t come t o f r u i t i o n 
16 

u n t i l t h e n i n e t e e n t h c e n t u r y . Ada R u s c h i o n i e c h o e s N a t a l i ' s 
17 

judgement o f M a r t e l l o as t h e t r u e A r c a d i a n o f t r a g e d y . H i s 

t r a g e d i e s , however, a r e n o t g r e a t works o f a r t , and d i d n o t 

i n f a c t renew I t a l i a n t r a g i c t h e a t r e . N e v e r t h e l e s s , t h e y were 
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a n i m p o r t a n t s t e p i n t h e t h e a t r i c a l d e v e l o p m e n t t h a t l e d t o 

A l f i e r i . C o n t e m p o r a r y c r i t i c s r e c o g n i z e t h a t M a r t e l l o ' s t r u e 
18 

b e n t was s a t i r i c a l and humorous r a t h e r t h a n t r a g i c . B i n n i 

h a s p o i n t e d o u t t h e l i t e r a r y v a l u e o f h i s c o m e d i e s , and t h e 

humorous v e i n o f h i s s a t i r e on M a f f e i , I I F e m i a s e n t e n z i a t o , 
19 

w h i c h i s g e n e r a l l y r e g a r d e d as one o f h i s t e t t e r works. 

S c h o l a r s have a l s o come t o a p p r e c i a t e t h e v a l u e o f h i s c r i t 

i c a l w r i t i n g s . I n 1923, R o b e r t s o n n o t e d t h e i m p o r t a n c e o f 

M a r t e l l o ' s t r e a t i s e o n t r a g e d y i n t h e c r i t i c a l d e v e l o p m e n t o f 
20 

drama i n t h e e i g h t e e n t h c e n t u r y . B e n e d e t t o C r o c e and W a l t e r 
B i n n i a l s o a t t e s t t o t h e c r i t i c a l acumen o f M a r t e l l o i n h i s 

21 

own t i m e . However, h i s c r i t i c a l works have y e t t o be 

s t u d i e d i n a n o r g a n i c and c o m p l e t e f a s h i o n . 

M a r t e l l o ' s c o n t r i b u t i o n t o t h e h i s t o r y o f o p e r a h a s 

a l s o t o be p r o p e r l y s t u d i e d . A l t h o u g h h i s name a p p e a r s i n 

m odern d i s c u s s i o n s o f e i g h t e e n t h - c e n t u r y commentators on o p e r a , 

h i s work o n t h e melodramma ha s b e e n examined o n l y s u p e r f i ^ . 
22 

c . I a l l y . :;As we s h a l l ' s e e , h i s p o s i t i o n i s i m p o r t a n t , i f i m p e r 

f e c t l y u n d e r s t o o d by s c h o l a r s who have d e a l t w i t h t h e p r o b l e m . 

M a r t e l l o ' s p l a n t o w r i t e a t r e a t i s e s p e c i f i c a l l y o n 

t r a g e d y a r o s e o u t o f t h e v i t a l i n t e r e s t e x p r e s s e d f o r t h e 

t h e a t r e b o t h i n I t a l y and i n F r a n c e , and e s p e c i a l l y o u t o f 

h i s d i s c u s s i o n s on t h e s u b j e c t w i t h A n t o n i o C o n t i , F o n t e n e l l e 
2 3 

and o t h e r F r e n c h and I t a l i a n l i t e r a t i i n P a r i s . ^ B e f o r e 

M a r t e l l o , i n e i g h t e e n t h - c e n t u r y I t a l y , t r a g e d y had b e e n d i s 

c u s s e d r a t h e r s c h e m a t i c a l l y as p a r t o f p o e t r y i n t r e a t i s e s by 

C r e s c i m b e n i , M u r a t o r i and G r a v i n a . W h i l e t h a t d i s c u s s i o n 
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centered on the question of the v a l i d i t y of modern tragedy i n 

view of the excellence of Greek drama, Martello set out to 

explore the problem "by means of an examination of both ancient 

and modern I t a l i a n , French and Spanish theatre i n his Dell a  

tragedia antica e moderna. Although the d e f i n i t i v e version 

appeared i n 1715 i n Rome, i t was o r i g i n a l l y published under 

Conti's supervision i n Paris i n 1714 and therefore precedes by 

several months Gravina 1s own t r e a t i s e on the same subject. 

Though the purpose of these published dissertations on tragedy 

was b a s i c a l l y the same, that i s , the comparison of ancient and 

modern drama, Martello's d i f f e r s from the previous works, as 

well as from Gravina's l a t e r 1 t r e a t i s e , not only i n being the 

longest work on the subject, but i n that the l i t e r a r y tech

nique and the conclusions he draws are quite d i s t i n c t . 

Martello held a degree i n philosophy from the university 

of Bologna, to which he returned as professor of l i t e r a t u r e 

i n 1718. His writings reveal h i s f a m i l i a r i t y with c l a s s i c a l 

philosophers and poets, as well as with I t a l i a n and French 

authors. He thus possessed the i n t e l l e c t u a l background com

mon to other scholars and c r i t i c s who had studied tragedy. 

Yet his work had not the weighty, erudite presentation that 

one would expect from a Gravina or a Muratori. Martello 

approached the problem more as an essayist than as a l i t e r a r y 

c r i t i c i n the t r a d i t i o n a l sense. Far from being a grave and 

learned exposition, his Deli a tragedia antica e moderna i s a 

very readable t r e a t i s e presented as a dialogue. The reasons 

for Martello's choice of t h i s l i t e r a r y form can be seen i n 
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t h e d e d i c a t i o n o f h i s I I v e r o p a r i g i n o i t a l i a n o t o O r s i . 

M a r t e l l o p r a i s e s t h e d i a l o g u e s o f t h e M a r q u i s , j u d g i n g them 

t o be more e f f e c t i v e t h a n l o n g d i s s e r t a t i o n s i n w h i c h t h e 

r e a d e r l o s e s t h e t h r e a d o f t h e argument: 

[ N ] o n amando v o i que ' l u n g h i p e r i o d i i n mezzo a ' q u a l i 
c h i v i s i a g g i r a s i p e r d e , i n u n p i u s i c u r o e piu. 
b r i e v e g i r o c o n l e g g i a d r i a m a e s t r e v o l e v o l t e g g i a n d o v i , 
i l p a r l a r g e n t i l e c o l f a m i g l i a r e c o s i componete che, 
s c r i v e n d o a l p u b b l i c o , p a r che p a r l i a t e a g l i a m i c i ; 
ne l a d i m e s t i c h e z z a a l d e c o r o , ne q u e s t o a q u e l l a s i 
o p p o n e . 2 ^ 

The s i m p l i c i t y , t h e l i g h t e r and more f a m i l i a r s t y l e s u i t a b l e 

t o t h e d i a l o g u e a t t r a c t s M a r t e l l o . He i n t r o d u c e s i n t o h i s 

d i a l o g u e o n t r a g e d y a l l t h e charm and w i t so c h a r a c t e r i s t i c 

o f t h e A r c a d i a n s p i r i t . The t o n e o f t h e work i s m i l d l y 

i r o n i c ; t h e p o i n t s a r e c o n v e y e d w i t h a l l t h e g r a c e and 

u r b a n i t y o f t h e t i m e , and t h e a u t h o r makes no c o n c e s s i o n t o 

t h a t " f u r o r l e t t e r a r i o , che i n g u e r r a mena", w e l l - k n o w n as 

one o f t h e a t t r i b u t e s o f c r i t i c s o f t h e p e r i o d . 

L i k e M u r a t o r i and G r a v i n a , M a r t e l l o was s t r i v i n g t o 

e s t a b l i s h c r i t i c a l b a s e s f o r a l i t e r a t u r e t h a t m i g h t r e s p e c t 

t h e b e s t i n t h e c l a s s i c a l t r a d i t i o n and y e t be f u l l y a t u n e d 

t o t h e needs and a s p i r a t i o n s o f h i s own t i m e . The f u l f i l m e n t 

o f t h i s aim i n c l u d e d a r e j e c t i o n o f s t r i c t a d h e r e n c e t o 

A r i s t o t e l i a n p r i n c i p l e s , and M a r t e l l o employs a b r i l l i a n t l y 

r o c o c o d e v i c e o f u s i n g A r i s t o t l e h i m s e l f t o d i s c r e d i t t h e 
25 

s t r i c t f o l l o w e r s o f s u c h p r i n c i p l e s . ^ I n t h e d i a l o g u e , 

t h e r e f o r e , A r i s t o t l e becomes t h e m o u t h p i e c e f o r M a r t e l l o ' s 
i 26 
o p i n i o n s , and M a r t e l l o p l a y s t h e r o l e o f t h e a n t a g o n i s t . 
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The s k i l l with which the dialogue i s handled provides good 

evidence of the fact that Martello was equally accomplished 

as an a r t i s t i n prose and i n verse. 

The framework of the dialogue i s as follows: Martello 

imagines that he encounters, during a sea-voyage to France, 

a wizened old man who claims to be the philosopher A r i s t o t l e , 

kept a l i v e through the centuries by means of a secret potion, 

but a potion which he can no longer concoct. Though Martello 

considers the old man to be an impostor, t h e i r conversation 

nevertheless turns to the subject of tragedy, and t h i s f i c t i 

tious A r i s t o t l e agrees to discuss the nature of dramatic 

poetry. I t i s i n d i c a t i v e of Martello's attitude towards the 

querrelle des anciens et des modernes that he uses the oracle 

of the partisans of antiquity to- express his own interpreta

tion- of: A r i s t o t l e ' s Poetics, while at the same time showing 

a freedom from the subservience to antiquity by the gentle 

caricature of A r i s t o t l e . Unlike the V e r g i l whom Dante ,r • 

encounters at the beginning of the Divina Commedia, "che per 

lungo s i l e n z i o parea f i o c o , " Martello's A r i s t o t l e has kept 

himself a l i v e a r t i f i c i a l l y through the centuries. The magic, 

potion with which he has accomplished t h i s feat can be taken, 

therefore, to symbolize the power that he has held over l i t 

erary c r i t i c i s m since the l a t e Renaissance. This power, how

ever, i s waning [ A r i s t o t l e has l o s t the formula for the 

potion]. The old man stammers as he speaks [the Poetics have 

never been easy to i n t e r p r e t ] . This caricature i s neverthe

les s an external device, for within the i n t e r n a l structure 
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of the dialogue, M a r t e l l o 1 s A r i s t o t l e i s extremely fluent and 

eloquent i n his attack on the excesses of his commentators 

and i n the explanation of Martello's own i n t e r p r e t a t i o n of 

the Poetics. 

The t r e a t i s e i s divided into s i x dialogues i n which 

Martello deals respectively with the six constituents of 

tragedy that determine i t s q u a l i t y according to A r i s t o t l e ' s 

Poetics: p l o t [favola], character [cosjtumi], d i c t i o n , thought, 

spectacle and song. The author's approach d i f f e r s from that 

of some of his predecessors i n yet another aspect. Since 

Martello was himself a playwright, his i n t e r e s t s are mainly 

of a p r a c t i c a l nature. The author takes as his point of 

departure the widespread concept of art as imitation. But 

he argues against what he understands to he the contemporary 

conception of imitation: the emulation of c l a s s i c a l poets 

and the adherence to the precepts formulated "by the commen

tators on A r i s t o t l e ' s Poetics. In opposition to t h i s concept 

of mimesis, Martello urges the r a t i o n a l i s t i c p r i n c i p l e of art 

as the i m i t a t i o n of nature, with reason as the only guide to 
2 7 

such>imitation. In the dialogues, the wizened A r i s t o t l e 
discourses on the v e r i s i m i l i t u d e proper to tragedy,, that i s , 

the a r t i s t i c reproduction of truth that perfects the said 

truth, and i n so doing i s c l e a r l y a f i c t i o n , but a f i c t i o n so 

" r e a l " that an audience can accept i t as such for the dura-
2 8 

t i o n of the performance. A r i s t o t l e also presents an i n t e r 

pretation of catharsis which, we must remember, i s actually 

that of Martello. A r i s t o t l e admits that, at the time he 
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c o n c e i v e d h i s P o e t i c s , b y c a t h a r s i s he had meant t h e p u r g a 

t i o n o f p a s s i o n s . I n o t h e r words, he had b e l i e v e d t h a t by 

t h e t h e a t r i c a l e x p e r i e n c e t h e p u b l i c was t o be p u r g e d o r 

c l e a n s e d o f p a s s i o n s s i m i l a r t o t h o s e p o r t r a y e d on t h e s t a g e . 

However, A r i s t o t l e adds t h a t he h a s now c h a n g e d h i s i n t e r 

p r e t a t i o n due t o t h e c h a n g e s t h a t have t a k e n p l a c e i n s o c i e t y . 

By c a t h a r s i s he w o u l d now mean t h e m o r a l i n s t r u c t i o n o f t h e 
29 . p u b l i c . ' L a t e r , m t h e d i s c u s s i o n o f melodramma, A r i s t o t l e 

p r e s e n t s a t h i r d and e v e n more u t i l i t a r i a n i n t e r p r e t a t i o n , 

namely, t h a t o f r e v i v i n g t h e s p i r i t s o f t h e p u b l i c . I n a l l 

t h r e e e x p l a n a t i o n s M a r t e l l o has added t o t h e o r i g i n a l 

A r i s t o t e l i a n c o n c e p t o f c a t h a r s i s t h e H o r a t i a n i d e a o f u t i l i t y , 

a n e x e g e t i c a l c o n f u s i o n p r e v a l e n t among c r i t i c s s i n c e t h e l a t e 
30 

R e n a i s s a n c e . F o r M a r t e l l o , t h e n , as f o r h i s p r e d e c e s s o r s , 

t h e ends o f a r t were t w o f o l d : t o d e l i g h t , and t o i n s t r u c t . 

I n a d d i t i o n t o h i s i n t e r p r e t a t i o n o f t h e s e t h r e e v i t a l c o n 

c e p t s o f A r i s t o t e l i a n c r i t i c a l t h o u g h t ( i m i t a t i o n , v e r i s i m i l 

i t u d e , and c a t h a r s i s ) , M a r t e l l o d e a l s i n g r e a t e r d e t a i l w i t h 

s p e c i f i c p r o b l e m s t h a t f o r m p a r t o f t h e d i s c u s s i o n s o f h i s 

t i m e on t r a g e d y : i t s themes, i t s s t y l e , t h e v a l i d i t y o f t h e 

t h r e e u n i t i e s , o f s o l i l o q u i e s , o f t h e u s e o f rhyme, m e t a p h o r s 

and s i m i l e s . 

I n t h e c o u r s e o f M a r t e l l o ' s d i s c u s s i o n o f t r a g e d y w i t h 

A r i s t o t l e , i n t h e f i f t h d i a l o g u e , a t t e n t i o n i s t u r n e d t o 

m u s i c a l drama. M a r t e l l o a l l o w s A r i s t o t l e t o j u s t i f y t h e i n 

c l u s i o n o f melo_dr^arana i n t h e i r d i a l o g u e on t h e g r o u n d s t h a t 

s e r i o u s m u s i c a l drama i s s i m i l a r t o t r a g e d y , and i s t h o u g h t 
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by some c r i t i c s t o be a r e f l e c t i o n o f a n c i e n t G r e e k t r a g e d y . 

A r i s t o t l e b e g i n s w i t h a n e g a t i v e judgement o f F r e n c h and 

I t a l i a n o p e r a , a n o p i n i o n w i t h w h i c h M a r t e l l o c o n c u r s , t h o u g h 

he makes an e x c e p t i o n i n t h e c a s e o f c e r t a i n l i b r e t t i o f 

G i o v a n n i M o n i g l i a , F r a n c e s c o de Lemene, C a r l o Capece, 

E u s t a c h i o M a n f r e d i , S i l v i o S t a m p i g l i a , Domenico B e r n i n i , 

Domenico de T o t i s , and a l l t h o s e o f A p o s t o l o Zeno. W h i l e he 

p r a i s e s a l l o f Zeno's l i b r e t t i , M a r t e l l o h e l d r e s e r v a t i o n s 

s i m i l a r t o t h o s e o f M u r a t o r i and C r e s c i m b e n i c o n c e r n i n g t h e 

p l a y s o f t h e V e n e t i a n d r a m a t i s t . On t h e one hand he l i n k s 

Z e n o's name i n d i s c r i m i n a t e l y w i t h s e v e r a l v e r y m i n o r l i t e r a r y 

f i g u r e s , a p p a r e n t l y w i t h t h e o b j e c t o f p r a i s i n g them. On 

t h e o t h e r hand, i n a l e t t e r t o M u r a t o r i , M a r t e l l o had made t h e 

f o l l o w i n g r e m a r k s c o n c e r n i n g V e n e t i a n m u s i c a l drama i n g e n e r a l : 

I n V e n e z i a . . . t u t t o i l g i o r n o anche da G i o r n a l i s t i 
s i compongono Drami p i e n i d e ' c a s i c h ' E s s i - chiamano. 
m e r a v i g l i o s i , e che i o b a t t e z z o p e r i n v e r i s i m i l i , 
p i e n i d i u n a L o c u z i o n e l i r i c a a f f a t t o , e t a d o r n a , 
che i n b o c c a d e g l i A t t o r i s a t u t t a d ' a f f e t t a z i o n e . 

32 

W i t h o u t a d o u b t , one o f t h e g i o r n a l i s t i t o whom M a r t e l l o 

r e f e r s i s A p o s t o l o Zeno, f o r i n t h e f o l l o w i n g p a r a g r a p h and 

i n a n e a r l i e r p a r t o f t h e l e t t e r M a r t e l l o s p e a k s o f Zeno and 

h i s G i o r n a l e d e ' l e t t e r a t i d ' I t a l i a . Of c o u r s e , b o t h . • 

M a r t e l l o ' s l e t t e r and t h e t r e a t i s e were w r i t t e n b e f o r e t h e 

m a t u r a t i o n o f Zeno's s o - c a l l e d r e f o r m o f t h e o p e r a l i b r e t t o . 

B u t a l r e a d y i n t h i s s h o r t p a r a g r a p h o f a l e t t e r composed 

a b o u t f o u r y e a r s b e f o r e h i s d i a l o g u e on t r a g e d y , we see 

M a r t e l l o ' s p r e o c c u p a t i o n w i t h c r i t i c a l p r o b l e m s r e g a r d i n g 
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melodramma that he w i l l develop l a t e r i n h i s t r e a t i s e , that 

i s , with the question of v e r i s i m i l i t u d e and with the exces

sive a r t i f i c i a l i t y of s t y l e . 

In the f i f t h dialogue of the t r e a t i s e , A r i s t o t l e 

agrees with Martello's exceptions to the general condemnation 

of musical drama. But the old man adds: 

[jvQa ben mi spiace che c o t e s t i per a l t r o i n s i g n i e 
s p i r i t o s i poeti abbiano s i male impiegati i loro 
t a l e n t i i n componimento che mai non v i v r a ne f a r a 
vivere i loro nomi.33 

In II vero parigino i t a l i a n o Martello discusses h i s 

i n t e r p r e t a t i o n of the pleasure caused "by poetry. I t proceeds, 

he declares, from man's desire for immortality; poetry resus-
34 

e i t a t e s the dead and renders the l i v i n g immortal. There

fore, at the a r t i s t i c l e v e l , a work that w i l l not l a s t for 

p o s t e r i t y i s , i n his estimation, f u t i l e . In the dialogue on 

melodramma he admits to A r i s t o t l e that he himself has wasted 

his time on such compositions, and he expresses his regret 

for having done so: 
[E]d i o , che v a r i ne ho po s t i i n scena, non ho 
maladetti [ s i c ] di cuore i momenti impiegati a 
comporre, come a l l o r a , vedendo l e cose piu b r i l l a n t i 
e che piu sono vezzose e d e l l e quali piu s i compiace 
i l poeta, r i u s c i r e per lo piu insipide per l a musica 
e d e t e s t a b i l i a'nostri smaschiati cantori e a l l e 
nostre che, per vergogna del secolo, osiam chiamar 
virtuose. Quando, per lo contrario, l i t r a t t i piu 
s c i a u r a t i d e l l a poesia, e cio che l e t t o nauserebbe, 
ho veduto gustarsi, g r a d i r s i , acclamarsi non meno 
d a l l ' u d i t o r i o che da'cantori. 

Yet i n the same paragraph, Martello admits that he has been 

fascinated by musical drama, i n spite of i t s f a u l t s , when he 
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s e e s i t 

s p i c c a r d i m a n i e r a s u i p a l c h i che i o s t e s s o , 
a s s i d e n d o m i a s c o l t a t o r e , mi s o n s e n t i t o s t u z z i c a r e 
a compiacermene, e me ne s o n c o m p i a c i u t o . 3 5 

F u r t h e r m o r e , he r e m a i n s as f a s c i n a t e d by i t as he i s embar

r a s s e d by t h e f a s c i n a t i o n . L a t e r i n t h e d i a l o g u e he e x p r e s s e s 

t h e w i s h t h a t t h e m u s i c a l t h e a t r e s s h o u l d be c l o s e d so t h a t he 

s h o u l d n o t be ashamed o f I t a l y ' s s e l f - a b a n d o n m e n t t o o p e r a i n  

m u s i c a , n o r be so ashamed o f h i m s e l f f o r w a n t i n g t o a t t e n d 

c o n t i n u o u s l y . T h e r e c a n be no d o u b t t h a t m u s i c a l drama 

c a u g h t t h e i m a g i n a t i o n o f P i e r J a c o p o M a r t e l l o , a l w a y s open 

t o n o v e l t y , and s t i l l a t t r a c t e d t o b a r o q u e l a n g u a g e and s p e c -
37 

t a c l e . H The g r e a t a t t r a c t i o n t h a t t h e g e n r e h e l d f o r him i s 

f u r t h e r s u g g e s t e d by t h e f a c t t h a t i n t h e f i f t h d i a l o g u e o f 

D e l l a t r a g e d i a a n t i c a e moderna he p r o d u c e d by f a r t h e l o n g e s t 

and most r e f l e c t i v e s t u d y o f o p e r a t h a t had so f a r b e e n pub

l i s h e d . The i n t e r e s t o f C r e s c i m b e n i , M u r a t o r i and G r a v i n a 

i n m u s i c a l drama was m a r g i n a l ; M a r t e l l o ' s r e f l e c t i o n s a r e p u t 

down i n t o o g r e a t d e t a i l f o r us t o r e g a r d them as j u s t a p e 

r i p h e r a l interest.^® ' Y e t M a r t e l l o had w r i t t e n l i b r e t t i o n l y 

b e t w e e n 1697 and l699» t h a t i s , e a r l y i n h i s c a r e e r , and t h e s e 

l i b r e t t i were o n l y p u b l i s h e d i n d i v i d u a l l y on t h e o c c a s i o n o f 

t h e i r p e r f o r m a n c e ; t h e y were n o t i n c l u d e d by t h e a u t h o r i n 
39 

h i s e d i t i o n s o f h i s T e a t r o i t a l i a n o . ' I n f a c t , i f we were 

to t a k e l i t e r a l l y a remark made i n 1722 i n t h e d e d i c a t i o n o f 

t h e f i n a l volume o f h i s T e a t r o , i t wo u l d a p p e a r t h a t M a r t e l l o 

/ 
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Reconsidered, his career as a dramatist to have "begun i n 1702. 

This would suggest that Martello was repudiating the l i b r e t t i 

which he had written for the musical theatre. A study of 

the f i f t h dialogue of his t r e a t i s e on tragedy w i l l explain 

t h i s apparent ambivalence i n his attitude. 

In the f i f t h dialogue, Martello deals with musical 

tragedy from the point of view of a poet or dramatist. Like 

Muratori, --but simply as a point of departure--, he considers 

melodramma as an imperfect i m i t a t i o n of great tragedy, and 

ref e r s to it«in consequence as imperfect tragedy. Elsewhere 

he characterizes the musical dramas as bad tragedies, fca-ttive  

tragedie [. However, one can deduce from the f i f t h dialogue 

that while Martello c a l l s the opera s e r i a of his time 

"tragedy", he does so only because no separate accepted cate

gory existed i n which musical drama could be included. 

Previous c r i t i c s had considered i t as an attempt to perform 

tragedy according to Greek exemplars. But, as we s h a l l see, 

i t i s quite evident that Martello views musical drama as a 

separate entity with i t s own rules and exigencies, not e n t i r e l y 

subject to the same laws as spoken tragedy. The i n t u i t i o n of 

a difference between melodramma and tragedia was already 

present i n Muratori. Martello c l a r i f i e s t h i s i n t u i t i o n and 

presents i t i n a f o r c e f u l manner. 

Martello states that' the difference between the two 

forms r e s u l t s from drama's association with music. Like 

Muratori, he attributes to t h i s union the f a u l t s that make 

musical drama an imperfect tragedy. Unlike Gravina, for whom 
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the musical accompaniment was a natural element of tragedy, 

Martello recognizes the alt e r a t i o n s to the structure of 

tragedy that are made necessary by drama's association with 

music. For, contrary to Gravina's b e l i e f , Martello considered 

the tragedies of the Greeks to have been recited, with only 

the chorus being sung, and he makes A r i s t o t l e confirm t h i s 
• • 4 3 

opinion. Consequently, the modern theatre's musical ac

companiment was not a return to Greek models which, to 

Gravina, were an harmonious union of words and music. In the 

modern musical theatre, according to Martello's A r i s t o t l e , 

music i s pre-eminent: 
[B]isogna supporre per fondamento che i n questo vago 
spettacolo non dee negarsi l a preminenza d e l l a musica. 
E l l a e 1'anima di un tale recitamento, e ad essa 
debbesi i l p r i n c i p a l e riguardo di chi e chiamato a 
parte, o per poesia o per apparato, di s i m i l 
componimento. ^ 

In fact, A r i s t o t l e goes so far as to claim that i n order to 

please, melodramma has no need of words and poetry, but can 

r e l y e n t i r e l y on the melodious music and voices of the singers. 

This i s a f a r cry from the claims of Gravina, Muratori and 

Zeno to the e f f e c t that the music should serve to c l a r i f y and 

i n t e n s i f y the meaning of the words sung. Here we see not 

only the importance that Martello placed on music i n 

melodramma, but also his acknowledgement that music was a l l 

that mattered to the public, and that the voice was simply 

another instrument used by the musician to delight the ear. 

The f a c t that the voice sang words with meaning was no more 

than an i n c i d e n t a l addition to the pleasure offered by the 
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m u s i c a l p e r f o r m a n c e . J
 r 

A c c o r d i n g t o M a r t e l l o , t h e m a i n p u r p o s e o f m u s i c a l 

drama i s t o p r o v i d e d e l i g h t , h e n c e h i s i n s i s t e n c e o n t h e p r e 

eminence o f m u s i c w h i c h he r e g a r d e d a s a n a r t i n v e n t e d f o r 

drama a l s o s e r v e s a p r a c t i c a l s o c i a l p u r p o s e . A c c o r d i n g t o 

M a r t e l l o 1 s A r i s t o t l e : 

Q u e s t o s p e t t a c o l o adunque e t a l e che s o l l e v a g l i 
a n i m i d a t u t t e l e c u r e , e g l i a s s o r b e i n u n a 
s p e n s i e r a t a q u i e t e che d i se c o n t e n t i l i r e n d e , d i 
m a n i e r a che r i t o r n a n o d a g l i u d i t i c o n c e n t i e d a l l e 
v e d u t e a p p a r e n z e c o s i r i s t o r a t i d i l e n a , che p o i s i 
t r o v a n o p i u f o r t i e p i u v e g e t i a t u t t e l e o p e r a z i o n i 
umane, ©. c o s i t a n t o f i s i c a q u a n t o mdralmente e u t i l e 
a l i a r e p u b b l i c a non meno d e l l a s a t i r i c a , d e l l a commedia 

Thus, i n M a r t e l l o ' s o p i n i o n , melodramma a c h i e v e s b o t h ends o f 

a r t — u t i l i t y and p l e a s u r e - - . M a r t e l l o d i s a g r e e s on t h i s 

p o i n t w i t h M u r a t o r i f o r whom m u s i c a l drama a c h i e v e d n e i t h e r 

end, and w i t h G r a v i n a f o r whom i t f u l f i l l e d o n l y t h e p u r p o s e 

o f i m p a r t i n g p l e a s u r e . The r e a s o n f o r t h i s d i f f e r e n c e o f 

o p i n i o n l i e s i n t h e i n d i v i d u a l i n t e r p r e t a t i o n p u t o n t h e 

c o n c e p t o f t h e u s e f u l f u n c t i o n o f a r t . F o r M u r a t o r i i t i s a 

m o r a l f u n c t i o n , and f o r G r a v i n a d i d a c t i c and c i v i l . As we 

have seen, i n an e a r l i e r d i a l o g u e on t r a g e d y , M a r t e l l o a g r e e d 

w i t h h i s c o n t e m p o r a r i e s o n t h e m o r a l d i d a c t i c p u r p o s e o f 

t r a g e d y . However, i n d e a l i n g w i t h melodramma (and t h e r e b y 

f u r n i s h i n g f u r t h e r p r o o f o f t h e d i f f e r e n c e b e t w e e n i t and 

t r a g e d y ) , he e n v i s a g e s a n o t h e r i n t e r p r e t a t i o n o f t h e u s e f u l 

p u r p o s e o f a r t : t h a t o f s e r v i n g a s a d i v e r s i o n , and hence as 

t h e p l e a s u r e and d i v e r s i o n o f t h e s p i r i t . 46 B u t m u s i c a l 
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a r e s t o r a t i o n of the s p i r i t and energies of the public,. In 

hi s i n t u i t i o n of catharsis as a s o c i a l rather than a moral 

effect, Martello anticipates the Enlightenment, and i n his 

insistence on the e f f e c t of catharsis on the sentiments rather 

than on the i n t e l l e c t , on i t s acting on the i r r a t i o n a l and 

through the i r r a t i o n a l , he anticipates the romantic concep

t i o n of art. 

To return to the question of the pre-eminence that 

Martello placed on music: while others noted and deplored the 

same pre-eminence i n the contemporary theatre, Martello, as a 

pragmatist, presents i t not only as a r e a l i t y , but as a f a c t 

that must be accepted before any further discussion of 

melodramma can be possible. The pre-eminent role, of music 

does not inval i d a t e the notion that the music i n melodramma 

should be an expression of the words sung. In fact, A r i s t o t l e 

claims that a composer who i s master of his c r a f t w i l l endeav

our to mould and adapt his music to the meaning of the words. 

It i s , however, the musical score rather than the poetic 

text which must be coherent at a l l cost. Therefore the 

poetry must be simple enough to be comprehensible to an audi

ence that only hears i t sung, and to leave the composer free 

to ornament his music as he wishes. In t h i s , Martello disa

grees with his contemporaries and indeed the majority of 

l a t e r eighteenth-century c r i t i c s of melodramma. According 

to Martello, i t i s quite obvious that i n the union of words 

and music, music i s mistress and poetry i s her handmaid. In 

a tragedy or comedy, poetry holds the p r i n c i p a l position, i n 
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melodramma the lowest. In spoken drama i t acts as mistress, 
4 8 

i n musical drama i t ministers to the needs of music. 

A r i s t o t l e , however, questions whether the text of 

musical drama can properly he c a l l e d "poetry", and whether 

the writers of such texts can i n f a c t be c a l l e d "poets": 
Non poeti dunque, ma piuttosto verseggiatori; ma 
nemmeno verseggiatori, perche poi v i ha ad esser l a 
favola, che f a essere non so che di piu che verseggiatore. 
Non dunque meri verseggiatori, non v e r i poeti, ma non 
saprei come d i r l i c e r t i che siano piu degli uni, e 
meno degli a l t r i s ' i n v i t i n o a servire a l bisogno del 
melodramma. ° < 

Therefore, i n M a r t e l l o 1 s opinion, the writer of musical texts 

i s a hybrid poet, and one subject to a l l manner of r e s t r i c 

tions. He must submit his art to the whims and approval of 

the composer, the impresario, the singers, the stage c r a f t s 

men, and'the audience.^ 0 I t i s a point on which most of the 

c r i t i c s of the time agree. Like Muratori and Gravina, 

Martello thinks i t better that the composer and the poet be 

one and the same person, but he takes t h i s idea a step f u r 

ther: 

E pero v o r r e i mediocremente poeta i l compositore, e 
questo sarebbe i l meglio per 1'opera, imperocche 
potrebbe e g l i o r d i r s i i n mente, e tesser poi s u l l e 
carte, t u t t a l a t e l a musicale dai p r i n c i p i o a l i a f i n e 
del dramma.51 

The phrase "sarebbe i l meglio per 1'opera" should be empha

sized as another i n d i c a t i o n of the d i r e c t i o n Martello i s 

taking. He i s again viewing the new work uniting words and 

music as a form which must be considered on i t s own grounds, 
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melodramma an author who i s both a great musician and a great 

poet, so as to create tragedy that i s a great work of art, 

Martello considers what i s "best for a form which i s c l e a r l y 

not tragedy. In t h i s case, he i n s i s t s that the poet must be 

mediocre. For the success of the music the poet must be 

undistinguished, since i n his view, great poetry expressing 

great sentiments would not permit the composer the freedom 

to embroider the music, nor would i t be simple enough to be 

r e a d i l y understood by the audience. Should the composer who 

i s also a mediocre poet not exist, then i t would be useful 

i f the l i b r e t t i s t fpoetastro verseggiatorel had some knowl

edge of music so as to make his verses conform as c l o s e l y as 
52 

possible to the ideas of the composer. We have here a 

complete reversal of the concept generally held by the major

i t y of c r i t i c s of melodramma i n the eighteenth century. In 

ei.t.her case, Martello i n s i s t s that the poet must be mediocre. 

This notion i s i n marked contrast with Zeno's i d e a l i n which, 

as we s h a l l see, any reform i n melodramma can only be brought 

about by the improvement of the q u a l i t y of the poetic text. 

The f i r s t part of the dialogue on melodramma deals 

with the form as i t existed at the time. Both Martello and 

A r i s t o t l e agree that as.an a r t i s t i c form i t i s imperfect. 

However, A r i s t o t l e admits that i n a few cases a l i b e r a l 

prince has succeeded i n having acceptable melodrammi per

formed before the n o b i l i t y . The pragmatic Martello then 
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asks for a body of rules to solve the problems besetting the 

musical theatre and to serve as- a guide towards the oompo-
• • 53 

s i t i o n of a work that would s a t i s f y l i t e r a t i . ^ As a poet, 

Martello thus turns to the consideration of a possible 

improvement. He seeks a l i b r e t t o that i s acceptable when 

read as well as when performed, an i d e a l Zeno also sought. 

A r i s t o t l e agrees to attempt to put some order into a work 

that i s disorderly p r e c i s e l y because i t i s intended to please 

the public [che per piacere vuol essere sregolato"]. But to 

be able to do so, he adds, he must forget that he i s a 

philosopher, and formulate precepts based on his own obser

vations .and experience, rather than on pure reason: 
Giacche tu vuoi ch'io t i dia qualche regola per un 
componimento, che per piacere vuol essere sregolato, 
te ne diro qulalcheduna, piuttosto fondata • • ; 
sull'osservazione e s u l l a sperienza che s u l l a ragione, 
e mescolero quanto posso per appagarti l e incumbenze 
del corago, del compositore di musica, del musico e 
del poeta, scordandomi quasi d i essere f i l o s o f o .-5̂ " 

A r i s t o t l e ' s most important precept i s that melodramma cannot 

be. expected to follow the rules of tragedy, for i t i s subject 

to so many external influences which make of i t a d i f f e r e n t 

form. For the f i r s t time therefore we see postulated as a 

precept the d i v i s i o n of the musical drama into three acts 

rather than f i v e i n order to make i t quite clear that i t i s 

a melodramma and not a tragedy: 

L'uso comanda che i l tuo melodramma s i a diviso i n 
tre a t t i , perche,;..se i n cinque lo partirai,,.pptre'stiV 
far credere di voler esporre a l popolo una tragedia, 
e t i f a r e s t i debitor follemente di quelle regole che 
i n nessuna maniera p o t r e s t i poi osservare.-5-5 
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The statement that melodramma should not be dependent on the 

precepts of tragedy spares Martello and A r i s t o t l e the neces

s i t y 'of having to discuss the question of the three u n i t i e s . 

However, e a r l i e r i n t h e i r discussion of tragedy i t s e l f , 

Martello had already made his opinions on t h i s issue quite 

clear, claiming that the only unity that i s important i s the 

unity of action, the other two having been formulated simply 

for the convenience'of the ancient stage. We may observe 

at t h i s point the acuteness shown by Martello i n his under

standing of the text of the Poetics on the question of the 

u n i t i e s (where i n f a c t the only unity emphasized and required 

as essential i s the unity of action). This untraditional 

interpretation, p e r f e c t l y j u s t i f i a b l e i n the l i g h t of the 

findings of modern c l a s s i c a l philology i s , however, of primary 

importance i n establishing Martello as one of the forerunners 
. . . 57 

of pre-romantic s e n s i t i v i t y . 

Making a further d i s t i n c t i o n between tragedy and 

melodramma, A r i s t o t l e advises that the plots be taken from 

fables (that i s , from l i t e r a r y and mythological sources) 

rather than from history, 
avvisandosi essere, come i n f a t t i s i e troppa crudelta 
i l deformare sfacciatamente l a v e r i t a de'successi 
s c r i t t i da L i v i o , da Giustino, da Salustio e da 
qualunque piu antico e venerato s c r i t t o r e , l o che 
s a r i a i n e v i t a b i l e per introdurvi l e cose che vuole i l 
compositore, che vogliono i cantori, l e c a n t a t r i c i , 
che vuole 1'architetto, i l macchinista, i l p i t t o r e , e 
s i n 1'impresario. 

He thus j u s t i f i e s the deformation of fables i n order to s u i t 

the whims of the many collaborators i n the performance of 
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melodramma. The l i b r e t t i s t may even lay aside the ancient 

fables, for he i s quite capable of inventing new situations 

for his public forever t h i r s t i n g for novelty and greater 

spectacle: 

[ l ] n ogni casd i l verseggiatore ha t u t t a l a f a c o l t a 
che avevano i n o s t r i antenati di dar ad intendere 
de l l e f r p t t o l e , e di aggiungere bugie i t a l i a n e a l l e 
greche.^ 

Therefore, a melodramma should never begin simply with a 

dialogue. At the very least, asserts A r i s t o t l e i n a humorous 

vein, the c u r t a i n should r i s e on the landing of a ship, a 

storm, a wrestling spectacle, so that the public w i l l be 

astonished and excited, and w i l l not regret the money spent 

i n the purchase of a t i c k e t for enjoyment's sake ["e 

benedicono quell'argento che hanno speso a l l porta per 
. -i 59 s o l l a z z a r s i " J . 

The problem of spectacle brings A r i s t o t l e to a discus

sion of v e r i s i m i l i t u d e . While f o r Muratori and Zeno v e r i 

similitude i s v i r t u a l l y a sacrosanct precept of composition, 

A r i s t o t l e calmly advises that i n melodramma i t i s of l e s s e r 

importance than the marvellous. As long as the outcome i s 

probable, then a l l manner of improbabilities may be used to 

lead up to i t , and the public w i l l marvel and be s a t i s f i e d : 

[M.vjesso da parte i l severo v e r i s i m i l e d e l l a greca, 
franzese, e, diciam anche, i t a l i a n a tragedia, a p p l i g l i a t i 
pur con franchezza all'intrecciamento igegnoso degli 
Spagnuoli. Io nondico che tu debba ommettere affatto 
i l v e r i s i m i l e negli accidenti, ma questo d i l e t t o tup 
v e r i s i m i l e non t i s i a tanto caro che piu non s i a l o i l 
mirabile. I n v e r i s i m l i i ancora, se vuoi, sieno i,.mezzi 
dell'avvenimento, ma po s t i que'mezzi, 1'avvenimento 
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p o i s i a v e r i s i m i l e , e c o s l c o n s e g u i r a i l a m a r a v i g l i a 
e 1'applause- d e g l i a s c o l t a n t i . ° ° 

M a r t e l l o ' s a t t i t u d e c l o s e l y m i r r o r s t h e f r e e d o m a d v o c a t e d a t 

t h e b e g i n n i n g o f t h e s e v e n t e e n t h c e n t u r y by c r i t i c s l i k e 

B a t t i s t a G u a r i n i , and l a t e r t o be expanded d u r i n g t h e age o f 

R o m a n t i c i s m . A t t h e same t i m e , t h e p a s s a g e c i t e d above i s 

f u r t h e r p r o o f t h a t M a r t e l l o c o n s i d e r e d melodramma and t r a g e d y 

as s e p a r a t e e n t i t i e s , f o r i n d e a l i n g w i t h t r a g e d y he p r e f e r r e d 

t h e n a t u r a l and r e a l i s t i c i n l a n g u a g e and t r e a t m e n t . ^ I n d e e d , 

t h e b u r d e n o f h i s l e n g t h y l e t t e r t o M u r a t o r i on 9 A u g u s t 1710 

i s a d e f e n c e o f h i s n o n - m u s i c a l t r a g e d i e s P e r s e l i d e and 
6 2 

I f i g e n i a i n T a u r i on t h e b a s i s o f t h e i r v e r i s i m i l i t u d e . 
V 

S i n c e A r i s t o t l e makes o f t h e m a r v e l l o u s a more i m p o r 

t a n t e l e m e n t i n melodramma t h a n t h e v e r i s i m i l a r , i t f o l l o w s 

t h a t t h e p r a c t i c e , condemned by M u r a t o r i , o f b a s i n g t h e p l a y 

o n " r e c o g n i t i o n " becomes a c c e p t a b l e . A r i s t o t l e f u r t h e r 

s u g g e s t s t h a t t h e drama s h o u l d be f u l l o f t h e c o m p l i c a t e d 

i n t r i g u e s o f t h e S p a n i s h s t a g e . He a dmonishes, however, t h a t 

t h e v i c i s s i t u d e s f p e r i p e z i e l s h o u l d be p e r f o r m e d o n t h e s t a g e , 

r a t h e r t h a n r e l a t e d by one o f t h e a c t o r s and l e f t t o t h e 

i m a g i n a t i o n o f t h e p u b l i c , b e c a u s e w h a t e v e r s t r i k e s t h e s e n s e s 

i s m o r e - p l e a s i n g t o t h e p u b l i c who a t t e n d t h e t h e a t r e t o see 
6 ? 

r a t h e r t h a n t o t h i n k . F u r t h e r m o r e , i n o r d e r t o p l e a s e t h e 

a u d i e n c e , t h e ending- o f t h e m u s i c a l drama s h o u l d a l w a y s be 

happy. E v e n t h o u g h e v i l s h o u l d be p u n i s h e d i n o r d e r t o s e r v e 

t h e good o f t h e r e p u b l i c , t h e p u n i s h m e n t s h o u l d n e v e r be d e a t h , 

s i n c e melodramma e x i s t s t o d i v e r t t h e s p e c t a t o r s , n o t t o make 
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64 them sad. Thus, by pointing to the s o c i a l function of 

melodramma, Martello j u s t i f i e s the happy ending [ l i e t o f i n e ] 

which by 1715 was i n general use, although s t i l l a point of 

controversy i n c r i t i c a l discussions. 

Further evidence of Martello's d i f f e r e n t i a t i o n between 

melodramma and tragedy can be found i n his discussion of love 

as a tragic theme. Martello's s e n s i b i l i t y towards love as a 

topic of poetry leads him to make the following statement to 

A r i s t o t l e while discussing tragedy: 

Ma pure . . . non pud negarsi che aride come (perdona 
a l vero) l e vostre sarebbero l e nostre tragedie, senza 
che questa b e l l a passione l e r i n v e r d i s s e . ° 5 

Nevertheless, Martello was quite aware of the disapproval 

expressed by I t a l i a n c r i t i c s towards the theme of love i n 

tragedy, and consequently his A r i s t o t l e issues a warning i n 

the t h i r d dialogue against immoderate use of the theme i n 

tra g i c works. In melodramma, however, A r i s t o t l e recommends 

that love be the main passion represented, as i t i s the one 

most common to a l l men. This could be seen as another prelude 

to the pre-romantic tendency towards sentimentality, as 

exemplified i n English by Richardson's Pamela, by the French 

comedie larmoyante, and by some of the I t a l i a n comedies of 

Goldoni, such as his Buona f i g l i u o l a . A r i s t o t l e goes on to 

j u s t i f y the use of the theme i n melodramma by stating that i f 

love i s portrayed with good taste, then i t w i l l serve a s o c i a l 

purpose as well: 

[L]'amorosa passione di tutte l e a l t r e t r i o n f i ; e l e 
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a l t r e non servano che a far spiccar questa, l a quale, 
essendo l a piu comune a t u t t i g l i uomini, s i vede 
rappresentata piu. v o l e n t i e r i . Ben e perd vero che 
per amore d e l l a repubblica t i dee piacer l'onesta: 
con questa l ' a f f e t t o amoroso e u t i l i s s i m o a ' c i t t a d i n i , 
i n v i t a n d o g l i a ' l e g i t t i m i accoppiamenti, da'quali 
nasce il.bene del crescer popolo, che el'anima d e l l e 
cittadi.° 5 

While Muratori placed an A r i s t o t e l i a n stress on tragedy 

as the representation of action, Martello on the contrary 

looks to a portrayal of character. In the f i r s t dialogue 

A r i s t o t l e states: 

D i s s i che senza questa agnizione pud sussistere l a 
tragedia, ma t i confido due s o r t i di agnizioni, senza 
una almen delle q u a l i i l tuo dramma non r i p o r t e r a 
mai applauso: l'una e f i s i c a , e quella te l a perdono; 
l ' a l t r a e morale, e questa non e da t r a s c u r a r s i per 
verun conto. Nasce questa dallo scoprimento d'una 
passione i n un animo opposta a quella che dianzi 
appariva. ' 

Although l i t e r a l "recognitions" of the kind condemned by 

Muratori are allowed by Martello, he claims that no drama i s 

possible without s p i r i t u a l "recognition", that i s , changes of 

b e l i e f or character during the course of the action. This, 

to Martello, i s the r e a l intrigue, rather than the complicated 

plo;ts that f i l l e d the drama of his day. I t i s an i n t u i t i o n 
68 

of considerable importance. Yet i n dealing with melodramma, 

Martello's A r i s t o t l e speaks only of the physical intrigues, 

i r o n i c a l l y condoning them a l l , including the deus ex machina, 

for t h e i r marvellous q u a l i t i e s . 

In examining the l i t e r a r y style suitable for the musi

cal drama,. A r i s t o t l e suggests the moderate and graceful [il 
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moderate- e v e n u s t o l r a t h e r t h a n t h e s e r i o u s and g r a n d i l o q u e n t 
v. 

f i l g r a v e e m a g n i f i c o ] w h i c h i s more s u i t e d t o t r a g e d y . T h i s 

f o r e s h a d o w s t h e mo d e r a t e , g r a c e f u l s t y l e t h a t M e t a s t a s i o was 

l a t e r t o b r i n g t o p e r f e c t i o n . A r i s t o t l e ^ a l s o a d v i s e s , some

what i r o n i c a l l y , t h a t u s e be made o f c h a r m i n g c o m p a r i s o n s and 

s i m i l e s : 

T i raccomando n e l l e a r i e q u a l c h e c o m p a r a z i o n e d i 
f a r f a l l e t t a , d i a u g e l l e t t o o d i r u s c e l l e t t o ; q u e s t e 
s o n t u t t e c o s e che g u i d a n o I ' i d e a i n non so che d i 
r i d e n t e , che l a r i c r e a , e s i c c o m e sono v e n u s t i q u e s t i 
o b b i e t t i c o s i i l s o n l e p a r o l e che l i rammentano e l i 
d i p i n g o n o , a l i a f a n t a s i a ; ed i l c o m p o s i t o r d e l l a m u s i c a 
sempre v i s i s p a z i a c o n a v v e n e n z a d i n o t e . 9 

I t i s t h e s e v e r y c o m p a r i s o n s and s i m i l e s t h a t M a r c e l l o and 

M e t a s t a s i o l a t e r r i d i c u l e , t h o u g h M e t a s t a s i o h i m s e l f makes 

use o f them i n h i s s e r i o u s d r a m a t i c works. 

M a r t e l l o and A r i s t o t l e t h e n move o n t o a d i s c u s s i o n 

o f m e t r e . One r e a s o n f o r M a r t e l l o ' s a c c e p t a n c e o f melodramma 

may l i e i n h i s deep i n t e r e s t i n t h e m u s i c a l i t y o f t h e l a n g u a g e , 

as c a n be s e e n f o r i n s t a n c e i n h i s d i a l o g u e I I v e r o p a r i g i n o 
70 

i t a l i a n o . M a r t e l l o i s t h e f i r s t c r i t i c o f melodramma t o 

c o n s i d e r t h e q u e s t i o n o f t h e m e t r e s u i t a b l e f o r m u s i c a l 

drama as d i s t i n c t f r o m t r a g e d y o r comedy. H i s t r a g i c v e r s o  

m a r t e l l i a n o i s n o t m e n t i o n e d e v e n as a p o s s i b i l i t y . 

A r i s t o t l e c o n c l u d e s h i s " p o e t i c s " o f melodramma by 

a s s e r t i n g : 

L a p r o f e s s i o n e d e l compor melodrammi, M a r t e l l o mio, 
e u n a s c u o l a p e r v o i d i m o r a l e che p i u d i o g n i a l t r a 
i n s e g n a a ' p o e t i i l v i n c e r se s t e s s i , r i n u n c i a n d o a l 
p r o p r i o d e s i d e r i o . . . . Che se p o i 1 ' i m p r e s a r i o , i l 
q u a l e dee p a g a r t i l a t u a f a t i c a ( n o n a r r o s s i r e , che 
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questa e l' u n i c a sorta d i poesia destinata a s e r v i r 
per mercede), vorra che tu l e c a r i c h i [ l e a r i e ] , e tu 
l e carica,- e dona a l c i e l o l ' e s e r c i z i o d e l l a tua 
eroica pazienza i n isconto o dell'aver v i o l a t o qualche 
tempio o di altro errore per te commesso.71 

Martello r e p l i e s i n dismay t h a t . i t seems easier to write a 

good tragedy than the imperfect tragedy which i s melodramma. 

A r i s t o t l e concurs, but-adds that i t s imperfection as a l i t e r 

ary form does not j u s t i f y i t s suppression from the stage: 

Pare e te che con tutte l e cautele che io t i ho 
p r e s c r i t t e , e che secondo l a ragione melodrammatica 
paiono necessarie, s i a mai stato fatto, o possa f a r s i 
mai melodramma? E pure s i dovran per questo chiudere 
i t e a t r i che a s i m i l i rappresentazioni son destinati? 

For melodramma f u l f i l s a useful function: i t benefits society. 

Thus Martello sees the' purpose of opera i n terms of the 

thought of the Enlightenment and the new s o c i o l o g i c a l orientar-

•/'ition of eighteenth-century culture. Martello's acceptance 

of melodramma as a t h e a t r i c a l form may also stem from his 

ingrained desire to defend the r i g h t s of the imagination 

against the r a t i o n a l i t y of Cartesianism. This attitude i s 

evident i n one of the witty comparisons of the rhetorics of 

two cultures, between: French rationalism and I t a l i a n appeal 

to the senses, i n the dialogue II vero .parigino i t a l i a n o : 

Ma' i v o s t r i Franzesi, che per l o piu d a l l a situazione 
.gram a t i c a l e delle parole non s i dipartono, sono, 
anzl che no, d i a l e t t i c i , e non hanno questa, che 
abbiamo noi, signoria s u l l e passioni degli u d i t o r i . 
Sono eglino percio i n necessita di convincere 
g l ' i n t e l l e t t i c o l l e ragioni; laonde per voi s i 
mostra l a nuda capezza a l cavallo, che ne rifugge, o 
non l ' a c c e t t a se non a forza di bat t i t u r e e di minacce 
e di grida e d i paura del nerbo che vede alzar dai 
cozzone; ma per noi g l i s i presenta l a b r i g l i a , non 
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come un freno, ma come un ornamento, d i cui sendo 
vago quell'ambizioso animale, s i r a l l e g r a d e l l a non 
conosciuta sua schiavitudine, e, mansueto, 
ubbidisce. 73 

F i n a l l y , i n the f i f t h dialogue of Del l a tragedia antica  

e moderna, A r i s t o t l e r e p l i e s to Martello*s condemnation of 

the taste of the I t a l i a n s , and of others who enjoy opera, 

with the counter-condemnation of a l l those who consider 

melodramma under the erroneous assumption that poetry i s 

mistress i n i t s association with music: 

E quando per l a poesia qui s e r v i l e vuoi condannare 
1'affascinato gusto d e l l e nazioni, temerariamente 
f a v e l l i . Una cosa e da condannarsi, ed e i l tuo 
g i u d i c i o , e di t u t t i q u e l l i che intervengono a l 
melodramma con 1'erronea presunzione che l a poesia 
f a c c i a i n esso l a prima f i g u r a . ' 

The f i f t h dialogue r e i t e r a t e s Martello's important and fresh 

assertion of the primacy of music over poetry i n melodramma. 

To be successful, a drama for music must have a mediocre 

poetic text. However, i n spite of i t s mediocrity, the poetic 

text can be pleasing, i f only poetry were accepted for what 

i t i s i n melodramma, namely, the servant of music. There

fore, those c r i t i c s are mistaken who come to the musical 

drama with the preconceived 1 idea that the r o l e of poetry 

should be either superior or equal to the r o l e played by the 

music. Only when the subservience of poetry to the pre-

eminence of music i s accepted w i l l the true r o l e of poetry 

be recognized, thus allowing i t to be judged i n true perspec

t i v e . Then, and only then, w i l l i t be appreciated for what 
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i t a c c o m p l i s h e s w i t h i n i t s l i m i t e d s c o p e , j u s t as c o l o u r i s 

a p p r e c i a t e d and f o u n d p l e a s i n g e v e n t h o u g h i t h a s e s s e n c e 

o n l y when i t i s r e f l e c t e d f r o m t a n g i b l e o b j e c t s . Thus t h e 

p o e t i c t e x t o f a melodramma has e s s e n c e o n l y when i t i s p r e 

s e n t e d w i t h i t s m u s i c a l accompaniment; 

[ l ] l melodramma e . . . u n * i m p e r f e t t a t r a g e d i a che non 
pud v i v e r e c o n a p p l a u s o f u o r d e l l e n o t e e d e l canto.75 

One c a n n o t o v e r e m p h a s i z e t h e s i g n i f i c a n c e o f t h e s e words. 

A c c o r d i n g t o M a r t e l l o , melodramma i s a n i m p e r f e c t i m i t a t i o n 

o f good t r a g e d y t h a t c a n n o t e x i s t s u c c e s s f u l l y o u t s i d e t h e 

bounds o f m u s i c and song. And s i n c e , f o r him, t r a g e d y as a 

g e n r e i s r e c i t e d w i t h o u t c o n t i n u o u s m u s i c a l accompaniment, 

melodramma c a n n o t be p e r f e c t t r a g e d y . W h i l e M a r t e l l o may 

c o n s i d e r t h e m u s i c a l drama f r o m t h e p o e t ' s p o i n t o f v i e w , 

he n e v e r t h e l e s s j u d g e s i t t o be i n s e p a r a b l e f r o m i t s m u s i c a l 

s c o r e . T h e r e f o r e , as h i s A r i s t o t l e e x h o r t s , t h e l i b r e t t o 

s h o u l d n o t be p u b l i s h e d as a p o e t i c t e x t a p a r t f r o m i t s m u s i 

c a l accompaniment: 

[ M ] e r i t a , f i n a l m e n t e , che t u n o n f a c c i a c o m p a r i r e n e l -
1 ' i m p r e s s i o n e d e l t u o t e a t r o l a p o e s i a m e l o d r a m m a t i c a , 
p e r c h e f a r e s t i u n ' i n g i u s t i z i a a l i a m u s i c a , d i c u i 
e mera a u s i l i a r i a , c o n l o s c o m p a g n a r l a da l e i , e 
r i p o r t e r e s t i i l g a s t i g o d e l l ' i n g i u s t i z i a n e l l ' e s s e r 
d e r i s o d a ' l e g g i t o r i . 7 ° 

T h i s i s u n d o u b t e d l y t h e r e a s o n why M a r t e l l o d o e s n o t i n c l u d e 
77 

h i s l i b r e t t i i n t h e e d i t i o n s o f h i s t h e a t r i c a l w orks.'' 

M a r t e l l o r e a c h e d h i s c o n c l u s i o n ( w h i c h was to-become a 

c o r n e r s t o n e o f t h e r o m a n t i c a t t i t u d e t o o p e r a ) on the...indi-
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v i s i b i l i t y of l i b r e t t o arid score toy 1?15. The century had 

nearly ended before l i b r e t t i s t s heeded his exhortations; 

Zeno, Metastasio and Calzabi'gi a l l had t h e i r l i b r e t t i pub

l i s h e d separately as dramatic works. 

Regarding the musical theatre as he did, i t i s hardly 

surprising that Martello's career as a l i b r e t t i s t was ex- -

tremely short. Martello's aim was to make a v a l i d contri-

" bution to the f i e l d i n which contemporary I t a l y was so i n f e r i o r 

to France, namely, the theatre. I t was quite clear to him 

that the musical theatre, with i t s necessarily mediocre 

poetry, was not l i k e l y to bring to either poet or I t a l y much 

l i t e r a r y glory, so he turned his attention to what he con

sidered the highest genre of dramatic art: spoken tragedy. 

With t h i s end i n mind he wrote several tragedies that' he 

considered to be of high quality, c e r t a i n l y at l e a s t equal 

to those of Greece and France. F i n a l l y , i n keeping with 

the p a r t i c u l a r c u l t u r a l atmosphere i n which he l i v e d , he 

wrote a t r e a t i s e on tragedy which he hoped would be of service 

and value to contemporary dramatists. Intended to be a novel 

contribution to the f i e l d of l i t e r a r y c r i t i c i s m , i t was im

possible to omit from i t a discussion of the musical theatre 

which was considered as tragedy, however imperfect, by 

Martello's contemporaries. Martello, having a greater i n t e r 

est i n the theatre than h i s predecessors, and a greater 

p r a c t i c a l knowledge of i t as a r e s u l t of his experience as a 

dramatist, produced what was the most complete d i s s e r t a t i o n 

of his-time on melodramma. In view of t h i s , we cannot accept 
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Giazotto's i n c l u s i o n of Martello i n his remark that Muratori, 

Crescimbeni, Gravina, Maffei, Martello, etc., by p r a i s i n g and 

even exalting an i n d i v i d u a l [Zeno], do not deem melodramma 
7 9 

worthy of t h e i r c r i t i c a l consent.'' However, i t i s true that 

Martello did not judge the l i b r e t t o to be a l i t e r a r y work of 

art. I t i s also true that his advice to l i b r e t t i s t s i s down-

to-earth: to do the best possible under the circumstances, 

adjusting to t h e i r p o s i t i o n as servants to the composer and 

a l l the p a r t i c i p a n t s i n the performance. 

Martello viewed melodramma as a hybrid art-form, an 

inseparable union of music and poetry which was i n consequence 

a separate e n t i t y from the non-musical tragedy. Although he 

does not go so f a r as to c l a s s i f y i t as a d i f f e r e n t genre, 

he c e r t a i n l y implies i t , and he i s the f i r s t of the eighteenth-

century c r i t i c s to do so. 

I t may be legitimate to note here that, despite the 

remarkable contributions provided by Hannibal S. Noce to pave 

the way to a sounder c r i t i c a l exploration of the i n t e l l e c t u a l 

world of Pier Jacopo Martello, the c r i t i c a l l i t e r a t u r e on the 

Bolognese writer i s rather l i m i t e d i n quantity and rather 

generic i n q u a l i t y . The attempts made by Martello to define 

opera as an autonomous work of art, to be judged as a whole, 

regardless of the s p e c i f i c nature of i t s heterogenous compo

nents, are very important i n the history of I t a l i a n l i t e r a r y 

c r i t i c i s m . Because of t h i s , the s p e c i f i c nature of these 1 

attempts ought to be emphasized more than has been the case 

u n t i l now. Perhaps one of the reasons which led c r i t i c s (and 
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among them e v e n o u t s t a n d i n g f i g u r e s l i k e W a l t e r B i n n i ) t o 

o v e r l o o k , t o a c e r t a i n e x t e n t , t h e p a g e s o f M a r t e l l o ' s D e l l a  

t r a g e d i a a n t i c a e moderna i n w h i c h t h e a u t h o r d i s c u s s e s 

p r o b l e m s r e l a t e d t o o p e r a , may be f o u n d i n t h e p e r s i s t i n g 

i n f l u e n c e o f c e r t a i n p r i n c i p l e s c o d i f i e d i n C r o c e ' s s y s t e m 

o f a e s t h e t i c s . C r o c e was q u i t e r e l u c t a n t t o c o n s i d e r as 

c o m p l e t e and p e r f e c t a r t - f o r m s t h o s e r e s t i n g , o r d e p e n d i n g , 

u p o n t h e h a r m o n i o u s c o m b i n a t i o n o f e l e m e n t s o f a d i f f e r e n t 

n a t u r e . More s p e c i f i c a l l y , C r o c e ' s r e s e r v a t i o n s a b o u t t h e 

t h e a t r i c a l a r t s a r e c l e a r l y i n d i c a t e d by h i s n e g a t i v e a p p r o a c h 

t o t h e commedia d e l l ' a r t e , o r e v e n more e x p l i c i t l y a t t h e 

m e t a p h y s i c a l l e v e l by h i s n o t e s o n t h e compounded and c o n -
8 0 

t r a s t i n g a t t i t u d e o f p o e t s and l i t e r a t i t o w a r d s t h e t h e a t r e . 

M a r t e l l o ' s c o n t r i b u t i o n s t o t h e d e f i n i t i o n o f o p e r a as an 

autonomous and i n d e p e n d e n t a r t - f o r m , i n t e l l i g i b l e as s u c h 

w i t h o u t r e f e r e n c e t o t r a g e d y , a r e o u t s t a n d i n g and d e s e r v e 

a t t e n t i o n . M a r t e l l o t r i e d t o do f o r o p e r a what G u a r i n i d i d 

f o r t r a g i c o m e d y a t t h e end o f t h e s i x t e e n t h c e n t u r y and a t 

t h e b e g i n n i n g o f t h e s e v e n t e e n t h . • . G u a r i n i . ' s t r e a t i s e s i n 

d e f e n c e o f h i s P a s t o r F i d o , and h i s c e n t r a l c o n t r i b u t i o n s t o 

t h e p o l e m i c t h a t o r i g i n a t e d f r o m t h a t work, a r e i n s u b s t a n c e 

a c l a i m t o be f r e e f r o m any r i g i d d ependence o n A r i s t o t l e ' s 

P o e t i c s . , They c o n s t i t u t e a n a s s e r t i o n o f t h e r i g h t o f t h e 

"moderns" t o e x p r e s s t h e i r a r t i s t i c w o r l d w i t h o u t any s e r v i l e 

s u b m i s s i o n s t o t h e " a u t h o r i t i e s " , and t h u s t h e y became a v e r y 

i m p o r t a n t c h a p t e r o f t h a t b a t t l e b e t w e e n t h e a n c i e n t s and t h e 

moderns w h i c h was f o u g h t i n I t a l i a n l i t e r a t u r e b e f o r e — a n d 
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f o r a l o n g e r t i m e - - t h a n i n any o t h e r E u r o p e a n l i t e r a t u r e . 

G u a r i n i ' s p r i n c i p l e s may he c o n s i d e r e d as a p r e l u d e t o t h e 

f r e e d o m f r o m t h e " a u t h o r i t i e s " as e x p r e s s e d by t h e " l i b e r t i n e " 

w r i t e r s o f t h e Baroque p e r i o d . P e r h a p s i t i s much t o o b o l d 

t o c o n s i d e r M a r t e l l o ' s i d e a s o n o p e r a as a p r e l u d e t o t h e 

r o m a n t i c r e v o l u t i o n s i n t h e f i e l d o f d r a m a t i c l i t e r a t u r e , 

e s p e c i a l l y i f we t a k e i n t o a c c o u n t t h e p r e d o m i n a n t l y c l a s s i c a l 

s t r u c t u r e o f h i s p u b l i s h e d t r a g e d i e s . N e v e r t h e l e s s , t h o s e 

i d e a s o u g h t t o be t a k e n i n t o c o n s i d e r a t i o n as we examine t h e 

c u l t u r a l a t m o s p h e r e i n w h i c h t h e p r e - r o m a n t i c s p i r i t i n 

g e n e r a l h a s i t s f i r s t m a n i f e s t a t i o n s . 

M o d e r n s c h o l a r s h i p has r i g h t l y r e c o g n i z e d M a r t e l l o as 

t h e f i r s t t o a c c e p t t h e p r e - e m i n e n c e o f m u s i c i n o p e r a , and 

t h e f i r s t t o i n s i s t o n t h e f u t i l i t y o f c o n s i d e r i n g as e q u a l 

t h e r o l e s o f m u s i c and p o e t r y . I t h a s a l s o p o i n t e d t o 

M a r t e l l o as t h e f i r s t t o d e f e n d melodramma a g a i n s t c o m p l i a n c e 
81 

w i t h A r i s t o t e l i a n r u l e s . N e v e r t h e l e s s , t h e s e s t u d i e s 

r e v e a l a r a t h e r s u p e r f i c i a l r e a d i n g o f t h e f i f t h d i a l o g u e o f 

D e l l a t r a g e d i a a n t i c a e moderna t h a t f a i l s t o show t h e t r u l y 

a d v a n c e d p o s i t i o n a d o p t e d by M a r t e l l o , h i s b r e a k f r o m t h e 

c o n s e r v a t i v e a t t i t u d e o f h i s c o n t e m p o r a r i e s , and h i s r e a l i - ' 

• z a t i o n t h a t t h e s e v e n t e e n t h c e n t u r y had c r e a t e d a t h e a t r i c a l 

v e h i c l e t h a t was n o t i n f a c t a r e - c r e a t i o n o f t h e t r a g e d y o f 

t h e a n c i e n t s , b u t an a r t i s t i c f o r m o f i t s own. 

F reeman c l a i m s t h a t M a r t e l l o ' s s u g g e s t i o n s f o r s o l v i n g 

t h e p r a c t i c a l p r o b l e m s w h i c h f a c e d t h e e i g h t e e n t h - c e n t u r y 

m u s i c a l t h e a t r e seem t o have b e e n f o l l o w e d by many l i b r e t t i s t s 
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o f t h e p e r i o d , and t h a t h i s i d e a s o n d r a m a t u r g i c a l d e v e l o p 

ment, p l a c e m e n t o f a r i a s and t h e i r d i s t r i b u t i o n among p l a y e r s 

became c o n v e n t i o n s . He f u r t h e r c l a i m s t h a t M a r t e l l o ' s l i s t 

o f p r a i s e w o r t h y l i b r e t t i s t s i n f l u e n c e d Q u a d r i o * s l i s t , and 

t h a t t h e f i f t h d i a l o g u e p r o v i d e d a t l e a s t p a r t o f t h e i n s p i -
82 

r a t i o n f o r M a r c e l l o ' s T e a t r o a l i a Moda. T h e r e c a n be l i t t l e 

d o u b t t h a t M a r t e l l o ' s t r e a t i s e was r e a d and commented by h i s 

c o n t e m p o r a r i e s . Q u a d r i o and M a r c e l l o were n o t t h e o n l y 
Q Q 

w r i t e r s a f f e c t e d by i t . T h e r e a r e e c h o e s o f t h e t r e a t i s e 

i n t h e d i s s e r t a t i o n o n m u s i c a l drama by t h e Abbe Du Bos, and 

i n F r a n c e s c o A l g a r o t t i . M a r t e l l o was a c q u a i n t e d w i t h many 

l i t e r a r y f i g u r e s o f t h e t i m e ; he knew C r e s c i m b e n i f r o m h i s 
84 

p a r t i c i p a t i o n a t t h e A r c a d i a n Academy i n Rome; he m a i n t a i n e d 

an a m i c a b l e f e u d w i t h G r a v i n a o v e r t h e q u e s t i o n o f t h e i d e a l 

o f t r a g e d y and t h e v e r s o m a r t e l l i a n o , ^ t h e l a t t e r c a u s i n g a 
86 

b i t t e r p o l e m i c w i t h M a f f e i . M a r t e l l o s e n t h i s works t o 

M a f f e i and Zeno and.was e s p e c i a l l y d e s i r o u s o f t h e i r f a v o u r 

a b l e r e v i e w s i n t h e p r e s t i g i o u s G i o r n a l e d e ' l e t t e r a t i 
Q ry 

d ' I t a l i a . One o f h i s i n t i m a t e f r i e n d s and c o l l a b o r a t o r s 

was E u s t a c h i o M a n f r e d i , a n a d m i r e r o f F r e n c h drama, whose 

D a f n i M a r t e l l o had p r a i s e d , as d i d Q u a d r i o . I t was M a n f r e d i , 

among o t h e r s , t o whom N a p o l i S i g n o r e l l i had a t t r i b u t e d t h e 
88 

f i r s t a t t e m p t s a t r e f o r m i n g melodramma. M a r t e l l o ' s warm 
r e l a t i o n s h i p w i t h M u r a t o r i i s w e l l - d o c u m e n t e d by t h e i r e p i s -

89 
t o l a r y e x c h a n g e s . 7 Y e t i t i s i r o n i c t h a t w h i l e t h e m i n o r 

p o i n t s o f h i s t r e a t i s e , s u c h as t h e l i s t o f p r a i s e w o r t h y 

l i b r e t t i s t s and m i n o r d r a m a t u r g i c a l c o n v e n t i o n s , were t a k e n 
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f r o m D e l l a t r a g e d i a a n t i c a e moderna by l i b r e t t i s t s and 

c r i t i c s , M a r t e l l o ' s m a j o r i n s i g h t s i n t o t h e n a t u r e o f 

melodramma were o v e r l o o k e d . W h i l e l i b r e t t i s t s i n p r a c t i c e 

gave i n t o t h e s u b s e r v i e n c e o f p o e t r y t o m u s i c , Zeno s t i l l 

a s p i r e d t o m a k i n g o f t h e l i b r e t t o a l i t e r a r y work i n i t s e l f , 

M e t a s t a s i o b a s e d h i s e n t i r e p o e t i c s on t h e c o n c e p t o f t h e 

s u b s e r v i e n c e o f m u s i c t o words, B e n e d e t t o M a r c e l l o w r o t e 

m u s i c a c c o r d i n g t o t h e same p r i n c i p l e , and s u c h c r i t i c s a s 

M a f f e i , A l g a r o t t i and B e t t i n e l l i c o n t i n u e d t o l a m e n t t h e 
90 

h y b r i d and u n e q u a l u n i o n o f m u s i c and p o e t r y . 
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B e n e d e t t o M a r c e l l o 

E c h o e s o f M a r t e l l o ' s w i t t y d i a l o g u e o n o p e r a a r e 

h e a r d i n a more p o p u l a r f o r m i n a l i t t l e s a t i r i c a l book en-
1 

t i t l e d I I T e a t r o a l i a Moda. A l t h o u g h t h i s work was i s s u e d 

anonymously, b e a r i n g no d a t e o r p l a c e o f p u b l i c a t i o n , s c h o l 

a r s now c o n s i d e r t h a t i t was p u b l i s h e d i n V e n i c e i n 1720, 

and t h e a u t h o r h a s b e e n p o s i t i v e l y i d e n t i f i e d as t h e 
2 

V e n e t i a n p a t r i c i a n B e n e d e t t o M a r c e l l o . A t t h e end o f t h e 

s e c o n d d e c a d e o f t h e e i g h t e e n t h c e n t u r y V e n i c e was an i m p o r 

t a n t c e n t r e o f o p e r a t i c a c t i v i t y . I n t h e s e v e n t e e n t h 

c e n t u r y , e i g h t e e n t h e a t r e s had b e e n b u i l t i n t h e c i t y c e n t r e . 

S i x t e e n o f them p r e s e n t e d melodrammi, a t t i m e s as many as 

e i g h t r u n n i n g c o n c u r r e n t l y . I n t h e f i r s t t w e n t y - t h r e e y e a r s 

o f t h e e i g h t e e n t h c e n t u r y , a b o u t two h u n d r e d o p e r a s - - t h e 

work o f some s e v e n t y d i f f e r e n t l i b r e t t i s t s - - w e r e p e r f o r m e d 

m V e n i c e . y 

M a r c e l l o p o s s e s s e d b o t h a t h o r o u g h t r a i n i n g i n m u s i -

c a l c o m p o s i t i o n and a n e x c e l l e n t e d u c a t i o n . He had l i t e r 

a r y a s p i r a t i o n s and was a member o f t h e A r c a d i a n Academy.-^ 

As a y o u n g man, he had f r e q u e n t e d t h e t h e a t r i c a l c i r c l e s o f 

V e n i c e . S u c h o p e r a c o m p o s e r s as H a s s e , J o m m e l l i , P o r p o r a , 

T r a e t t a , and l a t e r G a l u p p i g a t h e r e d a t h i s home. He was 

r e s p o n s i b l e f o r t h e t r a i n i n g o f " L a F a u s t i n a " , one o f t h e 

m ost famous s o p r a n o s o f t h e t i m e . M o r e o v e r , M a r c e l l o was 

b o t h a l i b r e t t i s t and composer, and was t h u s f a m i l i a r w i t h 

t h e p r a c t i c a l a s p e c t s o f t h e m u s i c a l t h e a t r e , as w e l l a s i t s 
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professional r i v a l r i e s and personal i n t r i g u e s . ^ II Teatro 

gives a comprehensive picture of the musical theatre of the 

day and i n fact deals exclusively with melodramma. This 

strongly suggests that musical drama was regarded as the 

fashionable theatre of the day, corroborating the claims of 

contemporary c r i t i c s that other forms of theatre, such as 

tragedy, had been overshadowed i n public favour by dramma i n 

musica. In 1783 Arteaga referred those readers who wished 
7 

to know the state of I t a l i a n theatre to Marcello's s a t i r e . 

This reference i s c i t e d by modern scholars as proof that II 
8 

Teatro a l i a Moda was not an unjust representation of r e a l i t y . 

It i s not necessary, however, to search for such proof i n a 

work written some si x t y years aft e r the p u b l i c a t i o n of II  

Teatro a l i a Moda; u n t i l now, scholars have un i v e r s a l l y over

looked the fact that i n 1721 v i r t u a l l y the same assurance 

was given by Apostolo Zeno, the foremost l i b r e t t i s t of the 

time, who c a l l s II Teatro a l i a Moda "a most delicate s a t i r e " 

funa s a t i r a gentilissima"], while i n the same breath attacking 

a c r i t i c a l work by Lenfant as being f u l l of errors, an ac-
9 

cusation that he does not l e v e l at Marcello's. II Teatro  

a l i a Moda can be taken therefore as a valuable account of 

the t h e a t r i c a l and s o c i a l mores of the period, the picture 

which emerges being that of an e s s e n t i a l l y degenerate 

spectacle i n which a l l i n t e r e s t s are served save those of 

art. 

II Teatro a l i a Moda purports to be a manual of i n s t r u c 

tions, each section of which i s addressed to the various 
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i n d i v i d u a l s c o n n e c t e d w i t h t h e c o m p o s i t i o n , p r o d u c t i o n and'-

p e r f o r m a n c e o f m u s i c a l drama. The i n s t r u c t i o n s t a k e t h e f o r m 

o f p r e c e p t s w h i c h , i f f o l l o w e d , w o u l d l e a d t o t h e c r e a t i o n o f 

t h e t y p e o f melodramma c o n s i d e r e d hy M a r c e l l o t o be t h e a c 

c e p t e d vogue o f t h e p e r i o d . The work f a l l s w i t h i n t h e t r a d i -

' t i o n o f d i d a c t i c l i t e r a t u r e t o w h i c h b e l o n g s u c h t r e a t i s e s 

as I I T e a t r o d e i v a r i e d i v e r s i c e r v e l l i mondani o f Tommaso 
. 10 

G a r z o n i . I n I I T e a t r o a l i a Moda t h e p r e c e p t s a r e g i v e n 

i r o n i c a l l y " i n r e v e r s e " i n t h e f o r m o f a p a r o d y , t h u s s t a n d i n g 

t h e r u l e - b o o k on i t s head. The t e c h n i q u e had a l r e a d y b e e n 

u s e d by M a r t e l l o , a t a f a r more w i t t y l e v e l , when i n h i s 
S e g r e t a r i o C l i t e r n a t e , he i r o n i c a l l y o f f e r s p r e c e p t s t o a n 

. . 11 

a s p i r i n g p o e t . B o t h works r e l y o n t h e p r e s u p p o s i t i o n t h a t 

t h e r e a d e r i s endowed w i t h t h e common-sense and good t a s t e 

t o a l l o w him t o d i s c e r n t h e l u d i c r o u s n a t u r e o f t h e p r i n c i p l e s 

expounded. By means o f i r o n i c p r e c e p t s , t h e r e f o r e , b o t h 

M a r t e l l o and M a r c e l l o r i d i c u l e r e s p e c t i v e l y , t h e c o n t e m p o r a r y 

p o e t and t h e c o n t e m p o r a r y m u s i c a l t h e a t r e . 

I n I I T e a t r o a l i a Moda M a r c e l l o comes t o no s p e c i f i c 

c o n c l u s i o n s . As a r e s u l t , t h e q u e s t i o n o f h i s p r e c i s e a t t i 

t u d e t o w a r d s o p e r a h a s l e d t o d i f f e r e n c e s o f o p i n i o n among 

s c h o l a r s who have d e a l t w i t h t h e p r o b l e m . On t h e one hand 

a r e t h o s e who b e l i e v e t h a t M a r c e l l o i s m a k i n g a n o u t r i g h t 
12 ' r e p u d i a t i o n o f t h e m u s i c a l drama. On t h e o t h e r a r e t h o s e 

who see i n t h e d e t a i l e d p i c t u r e w h i c h I I T e a t r o g i v e s a n 

i m p l i e d a e s t h e t i c and e t h i c a l j u s t i f i c a t i o n o f t h e e x i s t e n c e 
13 

o f melodramma, y and a n i m p l i c i t demand f o r r e f o r m b a s e d o n 
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the implied i d e a l ' o f melodramma as being the opposite of what 

would r e s u l t i f the precepts were followed l i t e r a l l y . How

ever, both these c r i t i c a l attitudes are founded on the same 

premise, namely that II Teatro a l i a Moda operates on the 

p r i n c i p l e of "precepts i n reverse" f c o n s i g l i a rovescio], and 

t h i s p r i n c i p l e must be kept constantly i n mind during any 

discussion of the work. In fact, throughout the s a t i r e , 

Marcello implies as the i d e a l the very opposite of whatever 

his precepts states. 

Marcello's precepts encompass a l l facets of melodramma. 

Muratori and Martello. take into consideration influences 

other than l i t e r a r y and musical i n the production and per

formance of the melodramma, but Marcello i s the f i r s t to deal 

systematically with every aspect of the performance, from the 

poet and composer, through the impresarios, singers, patrons 

and mothers of the female singers, the musicians, stage-

designers,, prompters, copyists, etc., for each i n his own 

way contributes, i n Marcello's view, to the success or f a i l u r e 

of a performance. More than Martello, Marcello looks at 

melodramma as a l i v i n g entity i n a l l i t s parts, rather than 

as an a r t i s t i c form posing t h e o r e t i c a l problems to be studied 

at the metaphysical l e v e l . In his good-humoured sa t i r e , 

Marcello even takes into consideration the t i c k e t s e l l e r s and 

concessionaires (coffee vendors and the l i k e ) . For the pur

pose of the present study, however, we s h a l l l i m i t our atten

t i o n to Marcello's attitude towards melodramma as a l i t e r a r y 

genre, the r e l a t i o n between poetry and music, and the l i b r e t -
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t i s t as a poet. 

In the querelle des anciens et des modernes.;' Marcello 

was undoubtedly on the side of the ancients. His admiration 

for them i s abundantly clear not only i n the many references 

to classical* writers i n his works, but also i n the u n f l a t 

teri n g remarks i n II Teatro a l i a Moda directed towards the 

modern a r t i s t s ( " i l Maestro moderno", " i l Poeta moderno", 

" l a Virtuosa moderna") responsible for the current degener

ation of the theatre. He s a t i r i z e s t h e i r deliberate attempts 

to d i f f e r from the a r t i s t s of antiquity: 

Sara u t i l i s s i m a cosa a l Poeta moderno di fare una 
Protesta a'Lettori ch'ha composta 1'Opera negl'anni  
piu g i o v a n i l i , e se potesse aggiungervi d'aver cio  
fatto i n poche giornate (benche g l i avesse lavorato 
intorno piu anni) cio appunto sarebbe da buon moderno, 
mostrando scostarsi affatto dall'antico precetto: 
Nonumque prematur i n annum, etc. etc. -O 

His respect for antiquity i s i l l u s t r a t e d by the Estro poetico-

armonico, Marcello's most famous musical work which earned 

for him high praise from contemporaries such as Telemann and 
l 6 

Johann Matheson. In the Estro, Marcello set to music the 

I t a l i a n t r a n s l a t i o n of the Psalms made by his fr i e n d Girolamo 

Ascanio G i u s t i n i a n i . However, before embarking on the pro-" 

ject, Marcello undertook a series of investigations among his 

Jewish acquaintances i n order to discover the ancient i n t o -
17 

nation of the o r i g i n a l Psalms. In his preface to the work, 

Marcello makes frequent reference to such c l a s s i c a l authors 

as Plato, A r i s t o t l e and Cicero. 

Yet, while Marcello looked back to the example of the 
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ancients, he was aware that times and public taste had 

changed. The ancients should indeed be studied, but they 

should not be copied i n a s e r v i l e manner. Concessions must 
18 

be made to a d i f f e r e n t age and d i f f e r e n t circumstances. 

Because of t h i s attitude, Marcello does not question the 

v a l i d i t y of melodramma as an a r t i s t i c form, nor does he f i n d 

i t necessary to attempt a t h e o r e t i c a l j u s t i f i c a t i o n . I t i s 

true that the f i r s t set of precepts contained i n h i s Teatro  

a l i a Moda i s addressed to the Poets of the musical theatre. 

This would seem to be i n accord with the c r i t i c a l attitude of 

the time which considered melodramma as tragedy (that i s , a 

l i t e r a r y form) accompanied by music. However, contempo-

r a r i e s c l a s s i f i e d melodramma under the l i t e r a r y genre of 

tragedy, and i n s i s t e d that i t be subject to i t s rules and 

conventions. Marcello, on the other hand, studies a l l aspects 

of melodramma, regarding i t as a form made up of the close 

i n t e r a c t i o n of various components, thereby possessing i t s 

own exigencies which make i t substantially d i f f e r e n t from 

spoken tragedy. Furthermore, although he does not deal 

d i r e c t l y with the problem of genres, Marcello refers to 

melodramma not as tragedia, but simply as opera. He,thereby 

emphasizes i t s separate i d e n t i t y . 

However, Marcello d i f f e r s from Martello i n h i s concept 

of t h i s separate i d e n t i t y . Both c r i t i c s base t h e i r remarks 

on the c l a s s i c a l concept of the organic unity of a work of 

art. But while Martello i n s i s t e d on the importance of the 

coherence of the musical score, Marcello i s closer to such 
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c o n t e m p o r a r y c r i t i c s as M u r a t o r i and. G r a v i n a i n i n s i s t i n g 

t h a t t h e o r g a n i c u n i t y o f t h e melodramma depend on t h e i n t e r 

n a l c o h e r e n c e o f t h e l i b r e t t o as a l i t e r a r y work, and on t h e 

i n t i m a t e c o n n e c t i o n b e t w e e n t h e t e x t and t h e m u s i c . As a 

r e s u l t , among h i s c a r d i n a l r e q u i r e m e n t s f o r t h e form, i s a n 

i n s i s t e n c e o n v e r i s i m i l i t u d e and t h e i m i t a t i o n o f n a t u r e . 

T h i s i s made q u i t e c l e a r by h i s • -satiri.ea.l_... p r e c e p t s p o r 

t r a y i n g t h e c o n t e m p o r a r y drama as a c o n g l o m e r a t i o n o f i m p r o b 

a b i l i t i e s t h a t s e r v e t o d e s t r o y t h e i n t e g r i t y o f t h e r e p r e s e n 

t a t i o n . Thus, he w r i t e s , t h e a s s i g n m e n t o f r o l e s i s s u c h 

t h a t no a t t e n t i o n i s p a i d t o n a t u r e , so t h a t a " s o n " w i l l be 

p o r t r a y e d b y a s i n g e r who i s e v i d e n t l y some t w e n t y y e a r s h i s 

" m o t h e r ' s " s e n i o r . S i m i l a r l y , t h e c o s t u m e s b e a r l i t t l e 

r e l a t i o n t o r e a l i t y , and a s u p p o s e d s l a v e w i l l a p p e a r i n 
19 

b e j e w e l l e d s p l e n d o u r . The s i n g e r s do e v e r y t h i n g m t h e i r 

power t o d e s t r o y t h e i l l u s i o n t h a t t h e y s h o u l d be c r e a t i n g o n 

s t a g e : 

S i n o che q u a l c h e P e r s o n a g g i o r e c i t a s e c o o c a n t a 
1 ' A r i e t t a , s a l u t e r a . l a VIRTUOSA moderna (come s i e 
d e t t o d i s o p r a a l MUSICO) l e M a s c h e r e n e ' P a l c h e t t i , 
s o r r i d e n d o c o l M a e s t r o d i C a p e l l a , c o ' S u o n a t o r i , 
Comparse, S u g g e r i t o r i , e t c . , p o n e n d o s i dopo i l  
V e n t a g l i o a l V i s o , p e r c h e s i s a p p i a d a i p o p o l o e s s e r 
e l l a l a S i g n . GIANDUSSA PELATUTTI, non g i a . 
1 ' I m p e r a t r i c e FILASTROCCA che r a p p r e s e n t a , i l d i c u i 
c a r a t t e r e m a e s t o s o p o t r a . p o i c o n s e r v a r l o f u o r d e l 
T e a t r o . 2 0 

I t seems t h e r e f o r e t h a t a l l manner o f i m p r o b a b i l i t i e s a r e 

c o m m i t t e d t o a s s u r e . t h e p u b l i c t h a t t h e drama i s n o t h i n g 

more t h a n m a k e - b e l i e v e : 

http://-satiri.ea.l_
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Se s i trovassero i n una Prigione Marito e Moglie, e 
che l'uno andasse a morire, dovra indispensabilmente 
restar 1 ' a l t r o per cantar un'Arietta, l a quale dovra 
essere d'allegre parole per sollevar l a mestizia del 
Popolo, e per f a r g l i comprendere che l e Cose tutte 
sono da- scherzo. 2 

By s a t i r i z i n g these improbabilities, Marcello reveals his 

p r o - c l a s s i c a l and anti-baroque position. He also r i d i c u l e s 

the tendency to base a play on implausible recognition 

scenes, advising that the opera end 

con l e s o l i t e Nozze o scoprimenti di Personaggi per 
mezzo d i Risposte d'Oracoli, d i . S t e l l e i n petto, di 
Bende, d i Nei sul ginocchio, s u l l a Lingua, Orecchie, 
etc. etc~. 2"2~ 

He also s a t i r i z e s the introduction of novelty and spectacle 
23 

for t h e i r own sake. 

The early eighteenth-century c r i t i c s who dealt with 

melodramma maintained that art had a dual function to f u l f i l , 

and t h e i r judgement of musical drama proceeds from t h i s point 

of view. Although Marcello does not discuss the dual purpose 

of theatre i n II Teatro a l i a Moda, i t i s evident i n the Estro  

poetico-armonico that he attributes to vocal music the power 

of f u l f i l l i n g both functions, f o r vocal music aims to g r a t i f y 

the ear, move the heart, and restore the s p i r i t of the l i s 

tener. He attributes to music the a b i l i t y to act as vener

able and majestic guide to philosophical speculation, but he 

considers that contemporary music has f a i l e d to f u l f i l t h i s 

high function. Owing to the vain and worthless poetry to 

which music i s subject, i t can only excite soft and volup

tuous passions: 
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Conciossiache l e per lo piu vane poesie a l l e quali 
ne 1tempi no s t r i e l l a [ l a musica] e c o s t r e t t a di 
soggiacere, In luogo di somministrarle modo di 
comparire venerabile e maestosa guida a l l e f i l o s o f i c h e 
speculazioni, l a conducono ad una affatto v a r i a 
comparsa, poco o n u l l a degna d 1estimazione, (benche 
certuni se ne compiacciono) ed atta piuttosto ad 
eccitare 0 passioni m o l l i , e voluttuose (e cio almeno 
avvenisse nel solo teatro, non che t a l o r a n e l l a 
Chiesa santa di D i o ) . 2 ^ 

In documenting the state of the contemporary melodramma, 

Marcello makes i t quite clear that the i d e a l s of c o l l a b o r a t i o n 

between music and poetry sought aft e r by the early eighteenth-

century reformers of I t a l i a n culture had not been achieved. 

The poet and the composer worked at odds with one another, 

each interested only i n personal gain, i n having t h e i r p a r t i 

cular art outshine the other. To t h i s end, the poet v i s i t s 

the composer and charges him to compose only b r i e f musical 
25 

passages i n the arias so that the poetry may shine. And 

to the same end, 
avverta i l Maestro moderno se dasse [ s i c ] lezzione a 
qualche VIRTUOSA dell'Opera, d ' i n c a r i c a r l a a pronunciar  
male, e, per t a l effet t o , insegnarle gran quantita  
di Spezzature e d i Passi, perche non s'intenda veruna 
parola e i n . t a l maniera comparisca e s i a meglio intesa 
l a Musica.26 

In the unity of the musical drama, Marcello regarded 

the poetic text as the dominant element. He considered that 

a l l other elements should work i n close collaboration i n 

order to make the story represented on stage comprehensible 

and coherent. In fact, however, the various a r t i s t s con

nected with the performance attached l i t t l e importance to the 

text of the work. The poet himself i s not excluded from t h i s 
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a c c u s a t i o n , f o r he composes t h e l i b r e t t o p i e c e m e a l , w i t h o u t 

f o r m u l a t i n g a n o v e r a l l p l a n o f t h e a c t i o n t o he p o r t r a y e d : 

S c r i v e r a t u t t a 1 'Opera s e n z a f o r m a l i z a r s i A z z i o n e 
v e r u n a d e l l a medesima, b e n s i c o m p o n e n d o l a v e r s o p e r 
v e r s o , a c c i o c c h e non i n t e n d e n d o s i mai 1 ' I n t r e c c i o d a i 
P o p o l o , s t i a q u e s t i c o n c u r i o s i t a s i n o a l f i n e . 2 7 

He w r i t e s t h e words t o a r i a s t h a t b e a r no r e l a t i o n s h i p what

s o e v e r t o t h e r e c i t a t i v e : 

L ' A r i e t t e non d o v r a n n o a v e r r e l a z i o n e v e r u n a a l 
R e c i t a t i v o - , -ma c o n v i e n f a r e i l p o s s i b i l e d ' i n t r o d u r r e 
n e l l e medesime p e r l o p i u f a r f a l l e t t a , m o s s o l i n o , 
r o s s i g n u o l o , q u a g l i o t t o , n a v i c e l l a , c o p a n e t t o , g e l s o m i n o , 
v i o l a z o t t a , cavo rame, p i g n a t e l l a , t i g r e , l e o n e , b a l e n a , 
g a m b a r e t t o , d i n d i o t t o , c a p o n f r e d d o , e t c . e t c . e t c . , 
i m p e r c i o c c h e i n t a l m a n i e r a i l P o e t a s i f a c o n o s c e r e 
b uon F i l o s o f o d i s t i n g u e n d o c o ' p a r a g o n i l e p £ p p r i e t a 
d e g l i A n i m a l i , d e l l e P i a n t e , d e ' F i o r i , e t c . 2 ° 

The composer t h e n w r i t e s m u s i c w i t h o u t p a y i n g t h e s l i g h t e s t 

a t t e n t i o n t c t h e s p e c i f i c n a t u r e o f t h e p o e t i c a l c o n t e x t : 

D i v i d e r a p a r i m e n t i i l M a e s t r o moderno i l s e n t i m e n t o 
o s i g n i f i c a t o d e l l e p a r o l e , p a r t i c o l a r m e n t e n e l l ' A r i e , 
f a c e n d o c a n t a r e a l MUSICO i l p r i m o v e r s o (benche d a 
se s o l o n u l l a s i g n i f i c h i ) e p o i i n t r o d u c e n d o u n l u n g o 
R i t o r n e l l o d i V i o l i n i , V i o l e t t e , e t c . e t c . " 

The p e r f o r m e r s s i n g o r a c t w i t h o u t h a v i n g any c o m p r e h e n s i o n 

o f t h e s t o r y t h e y a r e t o r e p r e s e n t . The p r i m a donna p l a y s 

h e r p a r t o n s t a g e t a k i n g c a r e n o t t o t r o u b l e h e r s e l f a b o u t 
30 

t h e meaning o f t h e words. The m u s i c i a n i n t h e o r c h e s t r a 

n e v e r g l a n c e s a t h i s s c o r e . H i s r e a d i n g c a p a b i l i t i e s a r e o f 

no c o n s e q u e n c e , s i n c e he p l a y s h i s i n s t r u m e n t n e i t h e r i n 

a c c o r d w i t h t h e n o t e s o f t h e s c o r e n o r w i t h t h e words sung by 
31 

t h e s i n g e r s . H i s m u s i c w i l l t h u s f a i l t o c o n v e y meaning 
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t o t h e a u d i e n c e . I t i s q u i t e a p p a r e n t , t h e r e f o r e , t h a t w i t h 

o u t t h e c o l l a b o r a t i o n o f a l l c o n c e r n e d i n t h e p e r f o r m a n c e o f 

t h e p o e t r y and t h e m u s i c , i t i s i m p o s s i b l e t o m a i n t a i n any 

s e m blance o f a r t i s t i c i n t e g r i t y w i t h i n t h e melodramma, and 

t h e o r g a n i c u n i t y o f t h e t h e a t r i c a l f o r m i s t h e r e b y d e s t r o y e d . 

I n I I T e a t r o a l i a Moda M a r c e l l o i n s i s t s c o n s t a n t l y on 

t h e i m p o r t a n c e o f t h i s p r i n c i p l e o f a s s o c i a t i o n b e t w e e n 

p o e t r y and m u s i c b y ' s a t i r i z i n g t h e modern t h e a t r e ' s t o t a l 
32 

d i s r e g a r d o f i t . A s i m i l a r i n s i s t e n c e o n t h i s p r i n c i p l e 

a p p e a r s a g a i n and a g a i n i n M a r c e l l o ' s o t h e r works, b o t h m u s i c a l 

and l i t e r a r y . I n t h e p r e f a c e t o t h e f i r s t volume o f t h e E s t r o  

p o e t i c o - a r m o n i c o , M a r c e l l o w r i t e s o b v i o u s l y as a s e r i o u s 

s c h o l a r e x p o u n d i n g o n v o c a l m u s i c , b o t h as he b e l i e v e d i t t o 

have b e e n p r a c t i s e d i n a n t i q u i t y , and as i t was p e r f o r m e d i n 

h i s own day. He a s s e r t s t h a t t h e s i g n i f i c a n c e o f t h e words 

and t h e i r s e n t i m e n t s i s o f p r i m e i m p o r t a n c e : 

C o n v i e n p e r o d i r e che i l o r o c a n t i , v o c i , e s t r o m e n t i 
non c o n f o n d e s s e r o l e p a r o l e e non c o n t a m i n a s s e r o i l 
s e n s o . C o n c i o s s i a c h e se a l c u n e v o l t e e z i a n d i o p e r 
e s s i c a n t a v a s i i n numeroso Coro ed i n c o n s o n a n z a , 
o g n i p a r o l a n e l l o s t e s s o p u n t o s i p r o n u n c i a v a , ne s i 
u d i v a n o s o v e r c h i e o c o n f u s e r e p l i c h e ne' v a r i ' ~ ~ • 
p a s s a g g i . 3 3 

The m u s i c t h e r e f o r e must r e f l e c t t h e p a s s i o n s and t h e s e n t i -
34-

ments e x p r e s s e d by t h e words. T h i s p r i n c i p l e r e a p p e a r s i n 

a n i n t e r e s t i n g p a s s a g e o f t h e " L e t t e r a f a m i g l i a r e d'un 

A c c a d e m i c o F i l a r m o n i c o ed A r c a d e " g e n e r a l l y a t t r i b u t e d t o 

M a r c e l l o : 
L a M u s i c a mai p r o d u r r a . n e l l ' a n i m o n o s t r o e f f e t t o 
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veruno d i p a s s i o n e , come a n t i c a m e n t i f a c e v a , quando 
d a i c o m p o s i t o r e d i e s s a non saranno bene i n t e s e l e 
p r o p r i e t a d e i s e n t i m e n t i ed i l s i g n i f i c a t o d e l l e 
e s p r e s s i o n i . 

I t i s r e i t e r a t e d i n t h e remarks o f the a u t h o r on t h e two 

m a d r i g a l s on c a s t r a t i ( f o r which M a r c e l l o composed b o t h the 

words and t h e m u s i c ) . Here M a r c e l l o s t r i k e s o u t a g a i n s t the 

male sopranos' f l o r i d manner o f s i n g i n g and t h e i r l a c k o f 

comprehension o f the t e x t : 

Cominciano pero i n Tuono a l l e g r o , e tempo v i v a c e , 
benche l a m a t e r i a s i a grave e s e r i a , p e r s i g n i f i c a r e 
che cantano o g n i c o s a s'cherzando, ne punto s ' i n t e r n a n o 
r i e l s e n t i m e n t o d e l l e , ' p a r o l e , supponendosi^ s i m i l m e n t e 
composta a l o r o g e n i o l a m u s i c a d e l M a d r i g a l e . 3 ° 

The sonnets M a r c e l l o wrote on Benedetto P a s q u a l i g o ' s l i b r e t t o 
37 

I f i g e n i a i n T a u r i d e c r i t i c i z e i t s l a c k o f coherence. The 

p r o l o g u e and s a t i r i c a l sonnet on P a s q u a l i g o ' s r e w o r k i n g o f 

G u a r i n i ' s P a s t o r F i d o f o r the o p e r a t i c s t a g e a l s o i n s i s t on 

the l a c k o f f a i t h f u l n e s s to the t e x t , and M a r c e l l o ' s m u s i c a l 

c o m p o s i t i o n s such as A r i a n n a , G i o a z , Timoteo, and C a l i s t o i n 

o r s a e x e m p l i f y , l i k e the E s t r o p o e t i c o - a r m o n i c o , a c o n s t a n t 
s e a r c h f o r the c l o s e s t p o s s i b l e r a p p o r t between music and 

39 

p o e t r y . 

M a r c e l l o a g r e e s w i t h M u r a t o r i and M a r t e l l o i n c l a s 

s i f y i n g the l i b r e t t i s t as a h y b r i d poet, and one who cannot 

be f a i t h f u l to h i s Muse because o f the demands p l a c e d upon 

him by the o t h e r elements i n melodramma. The s o l u t i o n i s 

t h a t found i n the i d e a l o f a n c i e n t Greek drama, namely, t h a t 

the p l a y w r i g h t be a t once b o t h poet and m u s i c i a n . Y e t , i n 
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t h e e i g h t e e n t h - c e n t u r y m u s i c a l t h e a t r e as c h a r a c t e r i z e d i n I I  

T e a t r o a l i a Moda, melodramma i s f u r t h e r f r a g m e n t e d by" t h e 

f a c t t h a t t h e composer i s n o t a c q u a i n t e d w i t h t h e p o e t i c a r t : 

P a s s a n d o p o i a d i s c o r r e r e s o p r a i l T e a t r o , non 
s ' i n t e n d e r a i l moderno M a e s t r o d i M u s i c a p u n t o d i 
P o e s i a ; non d i s t i n g u e r a i l s e n s o d e l l 1 O r a z i o n e : non 
l e S i l l a b e l u n g h e o b r e v i , non l e F o r z e d i S c e n a y 
6 "fcc • 

And t h e modern p o e t h a s no knowledge o f m u s i c : 

A v v e r t a i l b uon P o e t a moderno d i non i n t e n d e r s i p u n t o 
d i M u s i c a , i m p e r c i o c c h e t a l e i n t e l l i g e n z a e r a p r o p r i a 
d e g l i A n t i c h i P o e t i secondo S t r a b o n e , P l i n i o , 
P l u t a r c o , e t c . , l i q u a l i non s e p a r a r o n o i l P o e t a d a i 
M u s i c o , n e ' l M u s i c o d a i P o e t a , come f u r o n o A n f i o n e , ' 
F i l a m o n e , Demodoco, T e r p r a n d o , e t c . e t c . e t c . ^ 1 

M a r c e l l o p r e s e n t s no s p e c i f i c d i s c u s s i o n o f t h e q u a l i t y o f 
42 

t h e p o e t r y w h i c h i s most s u i t e d t o melodramma. 

L i k e many o f h i s f e l l o w s , M a r c e l l o blamed p o p u l a r 

t a s t e f o r t h e i n a r t i s t i c q u a l i t i e s o f melodramma. I n d e e d , 

t h e demands o f t h e p u b l i c had become t h e a c c e p t e d " e x c u s e " 

o f f e r e d by l i b r e t t i s t s , i n c l u d i n g Zeno, f o r t h e i m p e r f e c t i o n s 

o f t h e f o r m . I n I I T e a t r o a l i a Moda M a r c e l l o p l a c e s t h e same 

e x c u s e i n t h e mouth o f t h e modern composer: 

N e l r e s t o a g g i o n g e r a i l M a e s t r o d i C a p e l l a moderno, 
c h ' e g l i compone c o s e d i poco s t u d i o e c o n m o l t i s s i m i  
e r r o r i p e r s o d d i s f a r e a l l ' U d i e n z a , condannando i n 
t a l f o r m a i l g u s t o d e l l ' U d i t o r i o . ^ 3 

A n d r e a D e l i a C o r t e f a u l t s M a r c e l l o f o r n o t h a v i n g d e d i c a t e d 

a c h a p t e r o f h i s , s a t i r e t o t h e p u b l i c t h a t by i t s a p p r o v a l 

f o s t e r e d t h e u n c u l t u r e d a t m o s p h e r e o f t h e t h e a t r e . T h i s 
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n e g l e c t s M a r c e l l o ' s c o n c l u s i o n o f the remarks j u s t c i t e d : 

condannando i n t a l forma i l g usto d e l l ' U d i t o r i o , che 
veramente s i compiace d i c i o che s e n t e t a l v o l t a , 
benche non buono, perche non g l i v i e n f a t t o g u s t a r e 
i l m i g l i o r e . ^ 

I n t h i s way M a r c e l l o c l e v e r l y p l a c e s the onus back on the 

c r e a t o r s o f t h e a t r e as b e i n g r e s p o n s i b l e f o r the f o r m a t i o n o f 

p u b l i c t a s t e . 

M a r c e l l o ' s p r e c i s e p o s i t i o n w i t h r e g a r d to melodramma 

has been a m a t t e r f o r c o n t r o v e r s y . I t i s i n d e e d i m p o s s i b l e 

t o i n d i c a t e w i t h a b s o l u t e c e r t a i n t y to what e x t e n t the 

t r e a t i s e I I T e a t r o a l i a Moda r e p r e s e n t s a c o n c r e t e p l a n o f 

reform.. But from a s t u d y o f M a r c e l l o ' s other-works i t i s 

r e a s o n a b l e to c o n c l u d e t h a t M a r c e l l o d i d not i n t e n d t o r e p u 

d i a t e melodramma as an a r t - f o r m i n i t s e l f , but r a t h e r the 

degenerate form to w h i c h i t had descended. I f we t a k e i n t o 

c o n s i d e r a t i o n h i s c o n s i g l i a r o v e s c i o , i t becomes q u i t e c l e a r 

t h a t t h e p r e c e p t s g i v e n i n I I T e a t r o a l i a Moda are an o b l i q u e 

r e f l e c t i o n o f an i d e a l i n the mind o f the a u t h o r . M a r c e l l o ' s 

c o n c e p t o f the i d e a l melodramma i s more r e a l i s t i c t h a n t h a t 

o f G r a v i n a o r M u r a t o r i (and hence c l o s e r t o M a r t e l l o ) , s i n c e 

by d w e l l i n g on the many components o f the o p e r a i t i m p l i c i t l y 

s u g g e s t s t h e i r i n e s c a p a b l e i n f l u e n c e . Y e t i t was a l s o a 

c o n c e p t o f an o r d e r l y , c l a s s i c a l form based on the A r c a d i a n 

i d e a l s o f r e a s o n , good t a s t e and the i m i t a t i o n o f n a t u r e . 

I t i s an e x a g g e r a t i o n to s t a t e , as does C a m i l l e 

B e l l a i g u e , t h a t M a r c e l l o " n ' e s t i m a i t guere l a musique 

dramatique, i l en s o u f f r a i t avec repugnance l e s c o n d i -
i 
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4 5 t i o n s . . . , " f o r the l i v e l y s t y l e , a n d d e s c r i p t i o n s o f 

the s a t i r e r e v e a l the a u t h o r ' s e v i d e n t enjoyment o f the 

m i l i e u he i s p o r t r a y i n g . A f u r t h e r p r o o f .of M a r c e l l o ' s 

acceptance o f the form can he found i n t h e f a c t t h a t he d i d 

not cease t o w r i t e f o r the st a g e a f t e r the appearance o f I I 

Te a t r o a l i a Moda. He composed the music f o r L ' A r i a n n a seven 
4 6 

y e a r s a f t e r the p u b l i c a t i o n o f the s a t i r e . 

M a r c e l l o ' s p o s i t i o n i n t h e h i s t o r y o f e i g h t e e n t h -

c e n t u r y o p e r a i s i m p o r t a n t , i f l i t t l e s t u d i e d beyond the p o i n t 

o f r e c o g n i z i n g I I T e a t r o a l i a Moda as the best-known o f the 

c r i t i c a l works on o p e r a o f t h a t c e n t u r y . E n r i c o F o n d i , 

R i c h a r d G. P a u l y , and Andrea D ' A n g e l i l i m i t t h e m s e l v e s t o 

documenting the i n f l u e n c e o f I I Te a t r o a l i a Moda i n the com-
47 -

p o s i t i o n o f l a t e r s a t i r i c a l works on opera, ' .from the e a r l y 

i n t e r m e z z o by M e t a s t a s i o , , L ' I m p r e s a r i o d e l l e C a n a r i e ( 1 7 2 4 ) , 

G o l d o n i ' s comedy L ' i m p r e s a r i o d e l l e Smirne ( 1 7 6 0 ) , t o the 
f a r c e Le c o n v e n i e n z e t e a t r a l i by A n t o n i o Simone S o g r a f i 

4 8 

( 1 7 9 4 ) and the l o n g poem by F i l i p p o P a n a n t i , I I p o e t a d i 

t e a t r o ( 1 8 0 3 - 1 8 0 8 ) . Andrea D e l i a C o r t e and A r i o d a n t e M a r i a n n i 

p o i n t t o the v a l i d i t y o f M a r c e l l o ' s o b s e r v a t i o n s i n a s o c i -
49 

o l o g i c a l c o n t e x t . G i a z o t t o , f o r g e t t i n g the c o n t r i b u t i o n o f 

M a r t e l l o , s i n g l e s out M a r c e l l o as the f i r s t c r i t i c o f the 

e a r l y e i g h t e e n t h c e n t u r y t o a f f i r m the r i g h t t o e x i s t e n c e o f 

a t h e a t r i c a l form t h a t r e c e i v e d such a c c l a i m from t h e p u b l i c 

and such v i t u p e r a t i o n from the c r i t i c s . ^ B i a n c a M. 

B a r o n c e l l i Da Ros a c c e p t s the v a l i d i t y o f I I Te a t r o a l i a  

Moda as a s a t i r e o f t h e a t r i c a l mores, but q u e s t i o n s M a r c e l l o ' s 
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t h e o r e t i c a l acumen by claiming that his t r a d i t i o n a l i s m kept 
v 51 him from appreciating the modern currents of reform. 

D'Angeli, r e f e r r i n g to the reform instigated i n the melodramma 

by Stampiglia, Bernardoni, P a r i a t i and Zeno, claims that 

Marcello's s a t i r e applies not to the contemporary musical 

drama, but to the recent past immediately preceding the re-
52 

form. Both Baroncelli Da Ros and D'Angeli seem to adhere 

to the conventional b e l i e f that the works of the l i b r e t t i s t s 

c i t e d above actually succeeded i n reforming melodramma. How

ever, as some students of opera are aware, Zeno's dramas, as 

well as those of the other l i b r e t t i s t s , were i s o l a t e d attempts 

to regularize the l i b r e t t o , and did not mark a true reform 

that brought about a l a s t i n g change i n the opera i n musica. 

Freeman omits any discussion of Marcello's witty s a t i r e i n 

the chapter of his doctoral d i s s e r t a t i o n dealing with the 
53 • 

reform attributed to Zeno and Caldara. Binm, with his 

customary precision, has indicated i n a few b r i e f paragraphs 

the h i s t o r i c a l perspective i n which Marcello ought to be 

studied: h i s p o s i t i o n i n the polemic on the melodramma i n the 

eighteenth century; the genesis of the work within 'the c u l -
54 

t u r a l background of i t s author; i t s l i t e r a r y value. Binni 

thus paved the way for G i u l i o Ferroni who, i n the most 

valuable of modern studies of II Teatro a l i a Moda, analyzes 

the "twin tracks" fdoppio b i n a r i o ] on which he considers the 

work to run: mo r a l i s t i c condemnation of the musical theatre 

on the one hand, and on the other the l i v e l y and somewhat 

self-indulgent description of the t h e a t r i c a l world which the 
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author supposedly condemns. Ferroni regards these two 

aspects as being expressions of Marcello's e s s e n t i a l l y a n t i -

baroque and Arcadian r a t i o n a l i s t i c tendencies. While 

Ferroni's study i n general i s a v a l i d one, i t places too much 

emphasis on the questionable concept of Marcello's "moralistic 

condemnation" of the musical theatre. He hence f a l l s into the 

d i f f i c u l t y of trying to reconcile the author's "condemnation" • 

with his obvious absorption with the t h e a t r i c a l world. This 

attempt leads him to the extreme of interpreting the author's 

i n c l u s i o n of the pen with which he wrote II Teatro a l i a Moda 

among the items disposed of by l o t t e r y i n the home of the 

virtuosa as Marcello's self-punishment fautopunizione] for 

having expended so much e f f o r t i n a detailed examination of 

the a f f a i r s of the.musical theatre which he censures.^ 

Ferroni also f a i l s to place the author i n his correct per-
57 

spective i n the hist o r y of the eighteenth-century opera. 

As f a r as i t has been possible to determine, Marcello 

appears to be the f i r s t eighteenth-century musician to take 

i n t e r e s t i n an area which, at the time, was primarily the 

domain of l i t e r a r y c r i t i c s , and which remained so f o r some 

fo r t y years. His i n t e r e s t was probably due to the f a c t that 

he was not only a musician, but a man with l i t e r a r y aspira-

tions. He had close t i e s with Bologna and was aware of 

the p o s i t i o n occupied by the Marquis Qrsi i n I t a l i a n culture 

of the time.-^ Marcello put to music Antonio Conti's trans

l a t i o n of Dryden i n the cantata Timoteo. He had read 

Muratori's Del l a p e r f e t t a poesia, echoes of which are to be 
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6o 
heard i n II Teatro a l i a Moda. One can also detect echoes 
of Martello, although the analogies themselves cannot es-

61 
t a b l i s h a d i r e c t r elationship between the two works. 
According to Giazotto, Marcello was not unaware of Zeno's 

62 

attempts £ 0 reform the l i b r e t t o . Although Giazotto. does "• 

not document t h i s assertion, i t i s a fact that Marcello knew 

Zeno personally. ~* It i s therefore e n t i r e l y possible, as 

Giazotto asserts, that Marcello was influenced i n h i s concept 
64 

of melodramma by the elder l i b r e t t i s t . I t i s perhaps s i g 

n i f i c a n t i n t h i s context that Marcello was the composer of 

the musical score to Zeno's Gioaz. Though t h i s work i s 

c l a s s i f i e d as an oratorio, i t s modern editor, Giacomo 

Benvenuti, claims that i t was conceived and composed according 

to the exigencies of a t h e a t r i c a l representation. The score, 

he continues, reveals Marcello's understanding of the musical 

intonation of a poetic t e x t . ^ In II Teatro a l i a Moda, 

Marcello also appears to be the f i r s t eighteenth-century 

c r i t i c to comment i n any degree on the type of music required 

by melodramma. 

Marcello wrote both l i b r e t t i and music for opera. He 

had considerable personal experience of theatre, though not 

a professional i n the f i e l d , and i t was t h i s which provided 

him with the material for his s a t i r e on melodramma.- Marcello 

has been accused of dealing s u p e r f i c i a l l y with the problems 

of the o p e r a . ^ The charge i s perhaps not without j u s t i f i 

cation i f we compare hi s s a t i r e with the c r i t i c a l t r e a t i s e s 

of Muratori and Martello. But Marcello had not set out to 
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accompl ish the same o b j e c t i v e as the two l i t e r a r y c r i t i c s ; 

he was not concerned w i t h p roduc ing a t h e o r e t i c a l study o f 

melodramma as an a r t i s t i c form. I n I I Teatro a l i a Moda, he 

p o r t r a y s p r a c t i c a l , r a t h e r than t h e o r e t i c a l , defec ts i n the 

performance o f contemporary opera which offended the good 

t a s t e acqu i red from h i s c l a s s i c a l background. That he chose 

the s a t i r e r a t h e r than a more s c h o l a r l y form i s undoubtedly 

due to h i s n a t u r a l d i s p o s i t i o n towards the s a t i r i c a l v e i n and 

to p a r o d y . ^ 

I t i s the genera l consensus o f s cho l a r s tha t M a r c e l l o 

wrote h i s Teatro a l i a Moda to s a t i r i z e the operas o f Antonio 
68 

V i v a l d i , w i t h whom he was engaged in ;:.a pe r sona l feud. How

ever, u n l i k e h i s o ther s a t i r i c a l works which were aimed at a 

f a i r l y l i m i t e d t a r g e t , I I Teatro a l i a Moda, no twi ths t and ing 

i t s o r i g i n a l i n t e n t i o n s , succeeded i n going beyond the Vene t i an 

opera-season o f 1720 to become a commentary on the genera l 

c o n d i t i o n o f e a r l y e igh teen th -cen tu ry opera - -a c o n d i t i o n tha t 

s t i l l p r e v a i l e d i n the second h a l f o f the century , i f we are 

to b e l i e v e Ar teaga , M e t a s t a s i o , . a n d other observers such as 
69 

S o g r a f i , P a n a n t i , and Lorenzo Da Ponte, M o z a r t ' s l i b r e t t i s t . 7 

One must ob j ec t , t he r e fo re , to the e a r l y a r t i c l e by D e l i a 

Cor te i n which he c h a s t i s e s M a r c e l l o f o r h i s l a c k o f h i s t o r -
70 

i c a l and c r i t i c a l p e r s p e c t i v e . D e l i a Cor te bases t h i s 

c r i t i c i s m on the f a c t tha t M a r c e l l o wrote about a p e r i o d o f 

the melodramma (the l a s t years o f the seventeenth century and 

the f i r s t twenty o f the. e ighteenth) which, i n the v iew o f the 

m u s i c o l o g i s t , was a time o f decadence and a r t i s t i c pover ty 



- 1 2 7 -

not worthy of being taken s e r i o u s l y enough to be s a t i r i z e d . 
I t i s true t h a t a decade l a t e r , as D e l l a Corte s t a t e s , 
P e r g o l e s i brought new l i f e to the musical theatre'. But i t 
must not be f o r g o t t e n that P e r g o l e s i r e v i t a l i z e d comic opera, 
not opera s e r i a , and i t was opera s e r i a t h a t M a r c e l l o r i d i 
c uled. D e l l a C o r t e 1 s c r i t i c i s m to the e f f e c t that M a r c e l l o , 
by means of h i s s a t i r e , . p l a c e d too much importance.on con
temporary a r t i s t s of l i t t l e o r i g i n a l i t y and now long-
f o r g o t t e n , can only stand i f we ignore the p a r t i c u l a r c u l t u r a l 
moment i n which M a r c e l l o was w r i t i n g , i f we ignore the d r i v e 
f o r c u l t u r a l renewal t h a t motivated the educated men of h i s 
time. 

Although i t has not been studied i n any depth, the 
qu e s t i o n of the l i t e r a r y q u a l i t y of M a r c e l l o ' s s a t i r e has 
nevertheless l e d to some d i s c u s s i o n , however cursory, among 
modern s c h o l a r s . I t cannot be denied that I I Teatro a l i a 
Moda bears the appearance of having been w r i t t e n i n haste 

7 1 

without much care f o r l i t e r a r y s t y l e . Yet t h i s apparent 
carelessness i s not without purpose. The unvarying technique 
i n the p r e s e n t a t i o n of the precepts as d i r e c t advice and 

7 2 . . . 

admonitions, and the constant use of i t a l i c s to emphasize 
the t h e a t r i c a l conventions and jargon that are being s a t i 
r i z e d , a l l impart a sense, of the monotony th a t i s created by 
the excessive r e l i a n c e on convention i n the contemporary 
melodramma. The p e r s i s t e n t r e p e t i t i o n of "etc. etc. e t c . " 
c o n t r i b u t e s f u r t h e r to a sense•of the t r i v i a l i t y of the matter 
which the author has under d i s c u s s i o n and which he cannot 
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b o t h e r t o e l u c i d a t e f u r t h e r . The l i t t l e book g i v e s q u i t e 

d e l i b e r a t e l y t h e a p p e a r a n c e o f h a v i n g b e e n composed i n a 

p e r f u n c t o r y manner, and o f b e i n g i n c o n s e q u e n c e o f l i t t l e 

i m p o r t a n c e , j u s t as t h e melodramma i t s a t i r i z e s was n o t v e r y 

demanding o f i t s composer: 

Se 1 * I m p r e s a r i o p o i s i l a m e n t a s s e d e l l a M u s i c a , 
p r o t e s t e r a i l C o m p o s i t o r e c he c i o f a a t o r t o , avendo 
p o s t o e g l i n e l l 1 O p e r a u n t e r z o d i Note p i u d e l s o l i t o 
e i m p i e g a t e v i q u a s i c i n q u a n t ' o r e i n comporla. 7 3 

I n t h e d e d i c a t i o n o f I I T e a t r o ( " L ' a u t o r e d e l L i b r o 

a l C o m p o s i t o r e d i E s s o " ) , M a r c e l l o o f f e r s j u s t i f i c a t i o n f o r 

h i s a p p a r e n t l y u n l i t e r a r y s t y l e , s t a t i n g t h a t he s e t down 

s u c h m e r r y p r o s e i n f a i r l y p o p u l a r s p e e c h so t h a t i t may be 
74-

w e l l u n d e r s t o o d . The w i t t y and r a c y t o n e i s s e t by t h e 

o p e n i n g p a r a g r a p h o f t h e t e x t : 

I N PRIMO LUOGO non d o v r a i l P o e t a moderno a v e r l e t t i , 
ne l e g g e r mai g l i A u t o r i a n t i c h i L a t i n i o G r e c i . 1 
I m p e r c i o c c h e nemmeno g l i a n t i c h i G r e c i o L a t i n i hanno 
mai l e t t i i moderni. 7 5 

I t i s p r e c i s e l y t h i s q u a l i t y , a l o n g w i t h t h e c o l o u r and move

ment o f t h e v i g n e t t e s , and o f t h e c h a r a c t e r s who i n h a b i t 

M a r c e l l o ' s t h e a t r i c a l w o r l d , t h a t was r e s p o n s i b l e f o r t h e 

fame o f I I T e a t r o a l i a Moda. The l i t t l e book e n j o y e d imme

d i a t e .and l o n g - l a s t i n g s u c c e s s , a s i n d i c a t e d by t h e many 

e d i t i o n s and t r a n s l a t i o n s , and by t h e f a c t t h a t i t s e r v e d as 
76 

a s o u r c e o f i n s p i r a t i o n f o r many l a t e r works o f c r i t i c i s m . 

Among t h e s e a r e some t w e n t y s a t i r e s , o f w h i c h t h e most o u t 

s t a n d i n g a r e M e t a s t a s i o ' s i n t e r m e z z o L ' i m p r e s a r i o d e l l e 
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C a n a x i e and G o l d o n i ' s comedy L ' i m p r e s a r i o d e l l e S m i r n e . The 

i n f l u e n c e o f M a r c e l l o on t h e two most i m p o r t a n t l i b r e t t i s t s 

o f e a c h h a l f o f t h e e i g h t e e n t h c e n t u r y i s n o t e w o r t h y . 

M e t a s t a s i o ' s i n t e r m e z z o w r i t t e n o n l y some t h r e e y e a r s a f t e r 

t h e p u b l i c a t i o n o f I I T e a t r o a l i a Moda, a t t h e v e r y b e g i n n i n g 

o f M e t a s t a s i o ' s c a r e e r as a l i b r e t t i s t , r e v e a l s d e f i n i t e 

e c h o e s o f M a r c e l l o ' s p r e c e p t s . Indeed, M e t a s t a s i o went o n t o 

p r o d u c e l i b r e t t i w h i c h a t t e m p t e d t o p u t i n t o p r a c t i c e t h e 

r a t i o n a l i s t i d e a l s o f a c o h e r e n t , w e l l - o r g a n i z e d and v e r i 

s i m i l a r drama b a s e d o n t h e p r i n c i p l e o f good t a s t e and measure. 

However, M a r c e l l o ' s i m p a c t on M e t a s t a s i o i s l i m i t e d . I I  

T e a t r o a l i a Moda w o u l d have s e r v e d s i m p l y as a r e i n f o r c e m e n t 

o f t h e i d e a l s o f t h e melodramma a l r e a d y awakened i n M e t a s t a s i o 

b y t h e A r c a d i a n and r a t i o n a l i s t i c u p b r i n g i n g he r e c e i v e d f r o m 

G r a v i n a . 

As a c r i t i c o f o p e r a , M a r c e l l o i s n o t a n i n n o v a t o r . 

H i s c o n c e p t o f melodramma b a s e d o n a s e n s e o f measure and 

c l a s s i c a l p r o p o r t i o n was a commonplace i n t h e s c h o l a r l y 

c i r c l e s o f t h e t i m e . H i s c h i e f i m p o r t a n c e i n t h e h i s t o r y o f 

e i g h t e e n t h - c e n t u r y o p e r a l i e s i n h i s r o l e as a p o p u l a r i z e r o f 

l i t e r a r y i d e a s . The v e r y t e c h n i q u e o f c o n s i g l i a r o v e s c i o , 

by p r e s e n t i n g t h e f a u l t s and b l e m i s h e s o f t h e m u s i c a l drama 

as examples t o be f o l l o w e d , i m p a r t s t o them a p r o m i n e n c e 

w h i c h more s c h o l a r l y t r e a t m e n t s o f t h e s u b j e c t f a i l e d t o . 

One may a l s o add t o M a r c e l l o ' s c r e d i t t h e i n s i s t e n c e o n t h e 

p r i n c i p l e t h a t t h e o r g a n i c u n i t y o f melodramma, s h o u l d i n c l u d e 

a l l f a c e t s o f i t s c o m p o s i t i o n , p r o d u c t i o n and p e r f o r m a n c e . 
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i Scipione Maffei 

One of the best known I t a l i a n i n t e l l e c t u a l s i n 
1 eighteenth-century Europe was the Marquis Scipione Maffei. 

A humanist and antiquarian, Maffei was also receptive to 

contemporary European culture, and maintained a s p i r i t e d 

defence of I t a l i a n l i t e r a t u r e against the attacks of Bouhours 
2 

and the French. Giuseppe Toffanin has described t h i s 
widely-travelled polygraph as being i n many respects already 

3 

a "pre-encyclopedist". 

Maffei turned his attention to the theatre as the 

r e s u l t of a request from Lui g i Riccoboni for plays of l i t e r -

ary quality. Sensing the opportunity of contributing to a 

reform of the theatre of his time, Maffei published a c o l 

l e c t i o n of I t a l i a n tragedies of the sixteenth century: 

Teatro i t a l i a n o , o ssia Scelta d i tragedie per uso d e l l a  

scena.^ Furthermore, he issued an appeal to I t a l i a n men of 

l e t t e r s to c u l t i v a t e the tragic form (thus encouraging 

Gravina to experiment with the genre). Maffei led the way 

himself with his tragedy Merope, f i r s t performed i n 1713-

This achieved great popularity i n I t a l y and abroad, was 

translated into several languages, praised by men such as 

Oliver Goldsmith and Alexander Pope, Lessing, and Volt a i r e , 

whose own Merope, which began as an im i t a t i o n of Maffei's, 
led to a much-publicized controversy over the r e l a t i v e merits 

6 

of each. Merope contributed immeasurably to Maffei's fame 

throughout Europe, and came to be considered the masterpiece 
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of the resurgent I t a l i a n tragic theatre of the f i r s t h a l f of 

the eighteenth century. 

Maffei's humanistic background led him to advocate 

fa i t h f u l n e s s to the s p i r i t of c l a s s i c a l poetry i n tragedy. 

He recognized the imperfections inherent i n French theatre, 

even though many i n I t a l y believed i t to be superior to 

I t a l i a n drama. In contrast, i n the preface to II teatro 

i t a l i a n o , Maffei proudly proclaimed that tragic l i t e r a t u r e 

i n I t a l y during the sixteenth century was vastly superior 

to that produced by any other nation, and presented h i s own 
7 

Merope an an example of what I t a l y could produce. 

Insofar as melodramma i s concerned, Maffei i n h i s 

youth had written a pastoral l i b r e t t o , La f i d a ninfa, which 
Antonio V i v a l d i set to music for the opening of the Teatro 
Filarmonico of Verona i n 1732, when Maffei acted as impre-

8 
sario. His c r i t i c a l attitude towards musical drama was i n 

9 

general negative, as scholars have noted. Maffei dealt 

b r i e f l y with melodramma i n the preface to II teatro  

i t a l i a n o , and i n a l a t e r t r e a t i s e De'teatri antichi e  

moderni. In the f i r s t , he wrote a short history of the 

theatre, i n d i c a t i n g two basic reasons for the decadence of 

tragic theatre i n I t a l y . F i r s t , the popularity of comedy i n 

d i a l e c t , and the use of masks. Second, the predominance of 

musical drama. He did concede that contemporary melodramma 

had seen some reform of the excesses of the seventeenth 

century, and he praised Apostolo Zeno i n p a r t i c u l a r for his 

contributions: 
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Vera cosa e, che ne 1prossimi tempi alcuni f e l i c i 
ingegni a molto onor g l i condussero, nel qual ordine 
non puo negarsi i l principato a l S i g . Apostolo Zeno, 
che o l t r e a sessanta n'ha composti, e cui spesso 
appena otto g i o r n i >e costato i l comporgli, § che 
ha potuto meritarsi l'applauso d.'un Cesare.^ 0 

Nevertheless, and i n spite of Zeno's reforms, Maffei s t i l l 

believed that melodramma was not a legitimate and viable 

genre, since i t implied the subjugation of poetry to music, 

as well as the actual d i s t o r t i o n of poetry i n favour of 

another art: 

Ma i n ogni modo finche questa maniera di musica s i 
r i t e r r a , non sara mai p o s s i b i l e far i n modo, che 
non siano pure sempre un [ s i c ] arte storpiata i n 
grazia d'un'altra, e dove i l superiore miseramente 
serve a l l ' i n f e r i o r e , talche [ s i c ] i l Poeta quel 
luogo c i tenga, che tiene i l v i o l i n i s t a , ove suoni 
per b a l l o . 1 1 

Thus he lamented the convention of the a r i a , since i t i s 

conceived i n such a way as to make poetry no longer recog

nizable. At the same time, Maffei deplored the arias from 

a musical point of view, for the vocal embellishments de

stroy the musical intent of the composer. Furthermore, he 

claimed, melodramma i s not v e r i s i m i l a r , f o r i t i s impossible 

to represent naturally passions, mores and truth i n song. 

Consequently, melodramma, which dir e c t s i t s e l f e n t i r e l y to 

pleasing the ear, does not f u l f i l . ' the double purpose of 

tragedy, that i s , i t f a i l s to move the heart and feed the 
12 

i n t e l l e c t . 

T hirty years after the publi c a t i o n of I I teatro  

i t a l i a n o , Maffei again turned h i s attention to the theatre 
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i n order to defend i t from the attacks of the Dominican P. 

Daniele Concina. Since Concina's attacks were directed at 

the morality of the theatre, Maffei, i n h i s De'teatri 

an t i c h i e moderni, r e p l i e d from a moral and theological 

standpoint. He r e i t e r a t e d his b e l i e f i n the didactic purpose 

of tragedy, arguing that tragedy i n s t i l s a sense of moral 

vi r t u e i n the public which i t would neither wish nor be able 
13 

to acquire from books. In t h i s essay his negative view of 

opera i s again evident. Maffei indicated once more i t s 

departure from the probable, i t s d i s t o r t i o n of one art for 

the benefit of another. These factors make of melodramma a 

spurious form that i s neither tragedy nor comedy ["componimenti 

s p u r i i , che ne Tragedie son, ne Comedie"]. He also rejected 

the p o s s i b i l i t y , upheld by Zeno, of anyone deriving pleasure 

from the simple reading of l i b r e t t i . For Maffei, the opera

t i c book i s written to be performed to music, and i t s attrac-
14 

t i o n for the public l i e s mainly i n the ar i a s . While c r i t 

i c i z i n g melodramma as a genre, Maffei s t i l l praised the I I - , . 

bretti of Zeno, and now also, those of Metastasio. 

In h i s writings on the theatre Maffei deals with the 

p r a c t i c a l problems of composition, r e c i t a t i o n and staging. 

Robertson claims that the contents of the preface to the 

Teatro i t a l i a n o are c h i e f l y suggested by Muratori's Del l a  

p e r f e t t a poesia, and that the main area of o r i g i n a l i t y i n 

Maffei's works i s that of t r a n s l a t i n g Muratori's ideas into 

p r a c t i c a l terms. ^ The f i r s t part of t h i s claim could also 
l 6 

apply to Maffei's remarks on melodramma, but he does not 
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carry them any further than Muratori had done, and they re

main on a very general 'plane. Maffei can be considered an 

exponent of c l a s s i c a l theatre and a r e v i t a l i z e r of modern 

tragedy, but i t i s the regular spoken tragedy that he wishes 
17 

to propagate. His c l a s s i c i s t rationalism does not permit 

him to accept as a work of art the hybrid composite form of 

melodramma. 
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A p o s t o l o Zeno 

M a f f e i 1 s p r a i s e o f A p o s t o l o Zeno as t h e f i r s t r e f o r m e r 

o f t h e e x c e s s e s o f b a r o q u e o p e r a i s c o n s o n a n t w i t h t h e c r i t 

i c a l ' t h o u g h t o f t h e p e r i o d , a n d - w i t h s u b s e q u e n t o p e r a t i c 

c r i t i c i s m . A renowned l i b r e t t i s t , f r o m 1695 Zeno w r o t e some 

f i f t y o p e r a s and s e v e r a l o r a t o r i o s f o r t h e t h e a t r e s o f V e n i c e 

and f o r t h e most p r e s t i g i o u s o p e r a t i c t h e a t r e o f t h e t i m e , t h e 

C o u r t T h e a t r e o f V i e n n a , where he was C o u r t p o e t and h i s t o r i 

o g r a p h e r t o t h e H o l y Roman Emperor;-Charles VI f r o m 1718 t o 

1 

1729. Whxle r e c o g n i z i n g h i s s h o r t c o m i n g s as a p o e t , modern 

s c h o l a r s , as w e l l as e i g h t e e n t h - c e n t u r y c r i t i c s , a l m o s t unan

i m o u s l y c r e d i t Zeno w i t h t h e c o m p o s i t i o n o f l i b r e t t i s u p e r i o r 
2 

t o t h o s e o f h i s c o n t e m p o r a r i e s . 

A man o f v a s t c u l t u r e and e n c y c l o p e d i c l e a r n i n g , Zeno 

was f a r more i n t e r e s t e d i n h i s s c h o l a r l y p u r s u i t s i n t h e 

f i e l d s o f l i t e r a t u r e , h i s t o r y , a r c h a e o l o g y , n u m i s m a t i c s and 

t h e f u r t h e r a n c e o f I t a l i a n s t u d i e s , t h a n i n h i s a c t i v i t y as 
3 . • 

a l i b r e t t i s t . As a r e s u l t , he l e f t no c r i t i c a l work on 

melodramma. E v e n h i s c o p i o u s c o r r e s p o n d e n c e c o n t a i n s r e l a -

t i v e l y few r e f e r e n c e s t o h i s d r a m a t i c works. Thus, w h i l e 

t h e t i t l e o f " r e f o r m e r " i s r e p e a t e d l y a p p l i e d t o him i n 

m a n u a l s o f l i t e r a r y and m u s i c a l h i s t o r y , Z e no's c o n t r i b u t i o n s 

t o t h e c r i t i c a l body o f l i t e r a t u r e o n e i g h t e e n t h - c e n t u r y 

melodramma have b e e n l i t t l e s t u d i e d . C e r t a i n p a s s a g e s f r o m 

t h e m a j o r l e t t e r s a r e c i t e d as a m a t t e r o f c o u r s e i n t h e 

s t u d i e s o f Z eno's work as a l i b r e t t i s t . ^ A n t o n i o Z a r d o h a s 



- 136 -

compiled pertinent quotations from Zeno's correspondence i n 

a b r i e f a r t i c l e to i l l u s t r a t e the l i b r e t t i s t ' s attitude to 

hi s dramatic compositions.^ Giazotto has attempted a more 

coherent view of that attitude, though h i s study lacks 
7 

correct h i s t o r i c a l perspective. The most important c o n t r i 

bution i s that of Freeman, though his s p e c i f i c aim was to 

examine the extent to which Zeno could be regarded as an 

actual reformer, rather than to provide a detailed review of 
Q 

h i s writings on melodramma. Such writings are, i n any case, 

extremely l i m i t e d i n scope, yet a study of the references to 

melodramma i n Zeno's l e t t e r s , as well as i n the prefaces to 

his l i b r e t t i , can furnish some i n d i c a t i o n of the attitude 

towards eighteenth-century musical drama held by the " f i r s t 

reformer" of opera. 

The immediate impression given by Zeno's correspondence 

i s of an almost t o t a l lack of c r i t i c a l concern with the prob

lems of melodramma as discussed by his contemporaries. We 

also note an ambivalent, i f not inconsistent, attitude to

wards the value of h i s own creations i n that genre. This 

inconsistency may be aptly i l l u s t r a t e d by a study of the 

l e t t e r s that deal with melodramma, examined chronologically 

rather than from a s t r i c t l y thematic point of view. 

Zeno's published correspondence extends from the l a t e 

seventeenth century to his death i n 1750. In the early years 

Zeno expresses pleasure over the successes enjoyed by his 

musical dramas, and hopes that his new compositions w i l l be 

well-received because, as i n the case of Lucio Vero, he 
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claims to have taken great pains to provide unity of plo t 

9 

and eloquence of dialogue. ,He sends copies of his l i b r e t t i 

to such men as Muratori, whose opinions on his works he 

requests, as well as t h e i r suggestions for improvement: 
Io desidero di r i d u r l a pL'Aminta] a quell'ultimo 
compimento che posso; ma prima mi sarebbe caro e 
p r o f i t t e v o l e l'averne i l maturo parere di V. S. 
Illma, pregandola ad avvisarmi senza veruno scrupolo 
cio che l e sembri difettuoso e manchevole, s i nel 
viluppo, s i nello s t i l e ; affinche riformando q u e l l a 
mia debolezza con l a guida del suo purgatissimo 
intendimento, io possa con men di rossore f a r l a un 
di comparire. . . . con t u t t a l i b e r t a mi segni g l i 
e r r o r i , che v i avra sicuramente osservati; del che 
ardentemente l a supplico, assicurandola che mi sara 
una gran prova dell'amor suo l a s i n c e r i t a de'suoi 
sentimenti. -*-0 

The i n s i s t e n t tone of t h i s plea indicates Zeno's i n t e r e s t i n 

the improvement of h i s dramas, both i n plo t as well as i n 

s t y l e . Between March and August of 1701, however, Zeno's 

optimism seems to have waned. In a well-known l e t t e r to 

Muratori of August, 1701, Zeno gives a summary history of 

melodramma from i t s origins, and passes on to a b r i e f discus

sion of the merits of the form. He begins by agreeing with 

Muratori's disapproval of the performance of musical dramas: 

Che poi quest'uso de'Drammi non abbia l a vostra 
approvazione, punto non mi maraviglio. Io stesso, a 
dirvene sinceramente i l mio sentimento, tuttoche ne 
abbia molti composti, sono i l primo a darvene i l voto 
d e l l a condanna. 

For such a negative judgement, Zeno gives the commonplace 

reasons: the poor taste of the theatre public, the incompe

tence of composers and singers: 
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II lungo esercizio mi ha fatto conoscere, che dove 
non s i da i n molti abusi, s i perde i l primo fine di 
t a l i componimenti, ch'e i l d i l e t t o . Piu che s i vuole 
star s u l l e regole, piu s i displace; e s e ' l l i b r e t t o 
ha qualche lodatore, ha poco concorso. Di cio ne ha 
gran colpa l a musica, che l e m i g l i o r i scene per poca 
i n t e l l i g e n z a de 1compositori a f f i a c c h i s c e ; e molta ne 
hanno i cantori, che non intendendole nemmeno sanno 
r appr e s e nt ar 1 e. 11 

We may also note here the dilemma that faced Zeno throughout 

his career as a l i b r e t t i s t : that of r e c o n c i l i n g his dramas 

to the disparate tastes of a reading public as well as a 

theatre audience. Though he was well aware of Muratori's 

less-than-enthusiastic attitude to the musical drama, in.. 

September, 1701, Zeno was s t i l l encouraging his erudite cor

respondent to publish his opinion of melodramma, regardless 
12 

of what "some miserable poetasters" may say. 

Zeno's dramas, i n spite of the success they might 

erij.oy, were subject to the same fate that b e f e l l a l l l i b r e t t i 

of the time. The o r i g i n a l text was altered to .suit the sing

ers, composers, and the f a c i l i t i e s of the p a r t i c u l a r theatre 

i n which a new performance was to be held. In February, 1703, 

Zeno wrote of one such a l t e r a t i o n of his l i b r e t t o Griselda: 
Ho l e t t a l a Griselda, e mi sono infinitamente p i a c i u t i 
i r i d i c o l i , che con tanta saviezza i l Sig. G i g l i v i 
ha aggiunti. I cangiamenti che per entro v i son f a t t i , 
sono d i s i p i c c o l a conseguenza, che non mi hanno dato • 
f a s t i d i o , ne me l'han f a t t a parer diversa da quella, 
che io prima l a pubblicai.^ 3 

Freeman notes that the eight comic scenes added to the o r i g 

i n a l l i b r e t t o , scenes which Zeno here claims to consider as 

unimportant, comprise, i n Freeman's words, " j u s t . l e s s than 
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*t " 14 20% of the length of the entire work. Furthermore, i n the 

1755 r e p r i n t of A l l a c c i ' s ' Drammaturgia, of which Zeno was an 

editor, the following words are added to the item recording 

the l a s t performance of Griselda: 

II Dottissimo Autore di questo Dramma s i protestd di  
non riconoscere per suo se non quello del 1701, e  
l ' a l t r o del 1725» dicendo pure lo stesso delle  
E d i z i o n i per repliche fattesi.'. di a l t r i suoi Drammi  
dopo l a prima, >lasciandole a carico di coloro, che 
non s i sono fatto scrupolo alcuno di t r i n c i a r l e a 
l o r modo. e f a r l e correre cosi travisate, e mai 
concie.15 

Notwithstanding his obliging remarks on G i g l i ' s reworking of 

Griselda, Zeno did not accept the 1703 l i b r e t t o , presumably 

grouping i t with the other r i f a c i m e n t i which he considered 

distorted and badly repaired. Yet shortly after making his 

remarks on G i g l i ' s additions to his work, he offered to make 

available h i s l i b r e t t o Aminta fo r a performance, expressing 

his willingness to undertake any adjustments desired by the 
16 

impresarios. 

In the meantime, Muratori had taken Zeno's advice, 

publishing his considerations on melodramma i n D e l l a p e r f e t t a 

poesia i t a l i a n a . As corroboration of his own point of view, 
the c r i t i c had included an excerpt from Zeno's l e t t e r of 

17 
August, 1701. ' Having had time for only a cursory examin

ation of the second volume of D e l l a p e r f e t t a poesia, Zeno 

immediately writes to thank Muratori for c i t i n g him: 
Fra l e a l t r e cose v i ho sommamente gustata l a l e t t u r a 
di que'quattro c a p i t o l i , ove s i leggiadramente parlate 
de'nostri Drammi. Mi avete toccato i l cuore con 
i n s e r i r v i quelle parole d e l l a mia l e t t e r a s c r i t t a v i 
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su questo p r o p o s i t o , e ve ne r i n g r a z i o non tanto per 
l ' o n o r e , che v i s i e t e compiaciuto d i f a r m i , quanto 
perche un s i f a t t o ed. onorevole t e s t i m o n i o , mi serve 
d i a p o l o g i a p u h b l i c a d a l l e censure d i c h i o non • 
in tende i l mes t i e ro , o crede d i troppo i n t e n d e r l o . 1 8 

Whi le Zeno c l a ims to apprec ia te the " p u b l i c apo log i a " 

tha t M u r a t o r i p u b l i s h e d on h i s beha l f , s c h o l a r s have hot 

paused to cons ide r the p o s s i b i l i t y o f i r o n i c i n t e n t i n Zeno 's 

d e s c r i p t i o n o f the censures aga ins t which he i s sues h i s a p o l 

o g i a . The extent o f Zeno 's ambivalence, the f l u c t u a t i o n o f 

h i s a t t i t u d e s concern ing the melodramma, are such tha t i t i s 

ev iden t t ha t he f e l t a c e r t a i n d i s c o m f i t u r e i n having an 

e a r l i e r p r i v a t e o p i n i o n now c r y s t a l l i z e d and preserved i n 

p u b l i c i n M u r a t o r i ' s t r e a t i s e . M u r a t o r i had c i t e d Zeno 's 

"vote o f condemnation" to support h i s own g e n e r a l l y negat ive 

v iew o f melodramma, which amounts to a censure o f the genre. 

Yet Zeno 's "vote o f condemnation" was c l e a r l y o f a ve ry r e l a 

t i v e na ture . As we can see from h i s l a t e r w r i t i n g s , he was 

not prepared to accept comple te ly M u r a t o r i ' s views on the 

mat ter , and he f e l t t ha t M u r a t o r i had f a i l e d to grasp a l l the 

i s s u e s i n v o l v e d i n the p r a c t i c a l i t i e s o f composing melodrammi. 

The e x p r e s s i o n o f g r a t i t u d e to M u r a t o r i f o r the oppo r tun i t y 

o f i s s u i n g a p u b l i c a p o l o g i a aga ins t the censures o f those 

who e i t h e r do not understand the l i b r e t t i s t ' s c r a f t , or who 

cons ide r t ha t they know i t on ly too w e l l can on ly be taken i n 

an i r o n i c sense, f o r Zeno 's " a p o l o g i a " , c i t e d by M u r a t o r i , i s 

i t s e l f a censure o f m u s i c a l drama. Zeno 's uneasiness over 

the re fe rence to him i n D e l i a p e r f e t t a p o e s i a i t a l i a n a i s 

a l so suggested by the f a c t tha t h i s l e t t e r o f 29 January 1707 

1 . 
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e f f e c t i v e l y closes his correspondence with Muratori on the 

subject of his l i b r e t t i . It i s not, however, Zeno's l a s t 

word on the incident. He w i l l return to i t twenty-three 

years l a t e r , when he unequivocally questions Muratori's 

conclusions on melodramma. 

In February, 1708, Zeno laments that his duties as 
19 

l i b r e t t i s t detract him from his l i t e r a r y pursuits. Six 

years l a t e r he complains again of the l i b e r t i e s taken with 

his work. The l i b r e t t o for Merope, which he would consider 

perhaps the best of his dramas, had been mutilated the pre

vious year by the removal of entire scenes and many of the 

arias, and by the unauthorized addition of others i n order 

to please the taste of the musicians. As a r e s u l t , Zeno had 

refused to allow his name to be published with the l i b r e t t o . 

However, he goes on to confess that the p l o t and development 

are so pleasing to him that he i s considering the p o s s i b i l i t y 

of rewriting the work as spoken tragedy, without the i n t e r -
20 

ruption caused by arias. He never did so. 

On 17 November 1717, Zeno expresses h i s happiness at the 

honour of being c a l l e d to write l i b r e t t i for the Imperial 

Theatre i n Vienna, and he pledges his l o y a l t y to royal com

mand, i n d i c a t i n g that he i s ready to interrupt his other 

occupations i n order to f u l f i l h is obligations to the court. 

He requests p a r t i c u l a r s of the company and the stage design 

of the Imperial Theatre, so that he may adapt his f i r s t 

drama accordingly. Yet, after having assumed his p o s i t i o n 

i n Vienna, he i s happy to write that he has been granted the 
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t i t l e of Court H i s t o r i a n as well, a t i t l e that he considers 
22 

much more honourable,, and decorous than that of Court Poet. 

From Vienna he writes of the attempts to prevent the 

success of his musical drama I f i g e n i a . He i s consoled by the 

thought that his l i b r e t t o had met with great approval when 

read by members of the court. He adds, therefore, that i f 

i t f a i l s on the stage, the f a u l t w i l l not be his. Zeno's 

in t e r e s t i n his l i b r e t t i as l i t e r a r y creations i s clear, 

though he was also concerned with t h e i r public acceptance, 

as i s shown by a series of l e t t e r s expressing his pleasure 

at the success of his dramatic works both with theatre audi-
2 3 

ences, and with the royal family. 

The spectre of alt e r a t i o n s to his work carried' out by 

others appears again i n a l e t t e r to his brother on 19 October 

1720 wherein he claims not to be displeased, -for i f the drama 
2 4 

f a i l s , the f a i l u r e w i l l be attributed to the changes. He 

i n s i s t s on the fact that I f the drama i s to be altered, for 

whatever reason, then time, application and judgement are 

required i n order to preserve the structure of the play. In 

1729, i n reply to a request by Michele Grimani, Zeno refuses 

to a l t e r h i s Mitridate himself, pleading lack of time. How

ever, he admits p o l i t e l y that changes are indeed required 

for the production i n question. He makes some suggestions, 

but submits them to the d i s c r e t i o n of the director of the 

opera. The tone of the l e t t e r , though courteous, reveals 

hi s reluctance to modify his text. He concludes with an 

attempt to ensure that at l e a s t the printed version of the 
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l i b r e t t o be preserved i n t a c t : 

I v e r s i che s i leveranno a l Dramma n e l l a r e c i t a , 
giovera che almeno rimangano n e l l a stampa segnati 
con due virgolette j giusta l'uso: e cio dico a V. E. 
non per opinione che t u t t i sien buoni, ma perche l i 
giudico per l o piu necessarj. 

Thus, Zeno attempts to preserve the a r t i s t i c i n t e g r i t y of his 

dramas for his readers, even though he abdicate i t for his 

theatre audience. 

So f a r we have been dealing with scattered references,, 

frequently of a contradictory nature. On 3 November 1730, -

however, Zeno wrote to the Marquis Giuseppe Gravis! a l e t t e r 

which, together with a l a t e r e p i s t l e of 1 7 3 5 . i s generally 

considered to he his poetic manifesto. In soiar as melodramma 

i s concerned, the l e t t e r to Gravisi of 1730 i s of paramount 

importance, being the closest Zeno comes to writing a c r i t 

i c a l essay on the genre. We are therefore j u s t i f i e d i n 

studying the l e t t e r i n some d e t a i l . In i t , a fter the passage 

of a quarter of a~ century, Zeno returns to the incident with 

Muratori: 

II l i b r o d e l l a Perfetta Poesia del Sig. Muratori 
contiene veramente ottimi p r e c e t t i , e sara sempre 
u t i l i s s i m o per chi attentamente lo legge. 

But,;he continues: 

Intorno a i Drammi musicali e g l i ha ragione di 
r i s c a l d a r s i , ma temo che l a passione 1'abbia portato 
a dime troppo. 

Zeno thus confirms the impression given by h i s l e t t e r of 1707 
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to Muratori, namely, that the l i b r e t t i s t did not appreciate 

seeing his private remarks on melodramma i n public p r i n t . 

Zeno indicates to Gravis! that he could say much on the sub

ject, based on fact and experience, but that since time and 

space are wanting, he w i l l simply make some general remarks: 

Le diro solo i n generale, che per quanto ip.condanni 
i Drammi musicali, come Tragedie i r r e g o l a r i , non posso 
risolvermi a d i r l i c o l Sig. Muratori mostri ed unioni  
di m i l l e i n v e r i s i m i l i •• n e l l a forma almeno considerati, 
con cui sono s t a t i t r a t t a t i da alcuni valentuomini i n 
questi u l t i m i tempi. 

He admits the i r r e g u l a r i t y of melodramma which contravenes 

the ancient precepts of tragedy, but he s t i l l defends the 

genre against the accusations concerning i t s monstrous lack 

of v e r i s i m i l i t u d e . Such an accusation he considers i n v a l i d , 

e s p e c i a l l y when one examines the form i n which melodramma 

was composed i n his day by "some worthy gentlemen", among •'' 

whom, one suspects, he would include himself. In addition, 

he writes that the successes of his works cannot permit him 

to concur i n Muratori's harsh judgement on melodramma: 

Ed io sarei troppo ingiusto, se cosx fieramente 
i n v e i s s i contra questo genere di componimento, con 
cui i n I t a l i a e i n Germania mi sono acquistato un 
poco di riputazione, e molto di p r o f i t t o ; per 
l a s c i a r da parte i l gradimento con cui l e cose mie\ 
sono state accolte dai maggior Monarca d e l l a t e r r a , 
e d a l l a sua f i o r i t i s s i m a Corte, e generalmente da 
t u t t i i P r i n c i p i d ' I t a l i a . 

Zeno claims that he can make these statements without fear 

of being considered boastful. We have here, therefore, a 

clear i n d i c a t i o n of Zeno's pride i n his work, as well as a 
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statement of his r e a l i z a t i o n that, while melodramma i s not 

pure tragedy, i t i s a form that cannot he disregarded, because 

i t pleases a large, and not uncultured audience. Zeno then 

turns to the question of whether melodramma can he reformed. 

He begins by lauding Muratori's desire to reform I t a l i a n 

poetry, but questions the c r i t i c ' s - n e g a t i v e conclusions 

about musical drama: 

. Parlando dei Drammi, e g l i l i r i g u a r d a come una poesia 
incapace di alcuna riforma per l a sua mostruosita: i n 
che, torno a dire, son di parere che e's'inganni i n 
qualche conto; e pero d a l l a scena l i vorrebbe affatto 
sbanditi. Sarebbe stato meglio, che e g l i avesse 
moderata una cosi severa sentenza. 2" 

Zeno suggests that i f Muratori had written of the subject at 

t h i s l a t e r date, he would have shown himself a l e s s cruel 

judge. For i n fact, as Zeno adds with evident r e l i s h , 

Muratori had exhorted him recently to p o l i s h his musical 

dramas and oratorios, and to publish them, on the grounds 

that they could be of benefit to the public, and could open 

the way to the r e g u l a r i z a t i o n of musical drama. I t appears, 

therefore, i f Zeno i s to be believed, that Muratori himself 

now admitted the p o s s i b i l i t y of reform. 

Zeno then embarks upon an analysis of the form and 

c h a r a c t e r i s t i c s of melodramma. Since these pages form what 

i s e s s e n t i a l l y a l e t t e r and not a t r e a t i s e prepared for 

publication, his arguments are somewhat general and super-
• • 2 7 

f i c i a l , and not necessarily presented i n an orderly fashion. ' 

Zeno admits the v a l i d i t y of Muratori's censure of melodramma 

for i t s frequent lack of v e r i s i m i l i t u d e . He considers t h i s 
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deficiency to be e s s e n t i a l l y of two kinds. The f i r s t i s due 

to the nature of the composition (the union of poetry and 

music), and therefore cannot be remedied. The second i s 

open to reform: 

[Ajlcuni d i questi [ i n v e r o s i m i l i ] provengono d a l l a 
necessita e natura del componimento, come i l dover 
cantarsi da.capo a pi e d i l e a r i e t t e musicali, l e 
tante mutazioni d i scena; a i quali, e s i m i l i 
inconvenienti, non. ?e*" p o s s i b i l e che s i dia riparo. 

Zeno thus accepts without question the union of words and 

music, and the multiple scene changes which were the t r a d i - . 

t i o n i n melodramma, although both t r a d i t i o n s were held i n 

question by the c r i t i c s of the time. Zeno does not c l a r i f y 

what he means by "similar inconveniences" which he considers 

to be irreparable. He does move on to l i s t those "incon

veniences" that he considers capable of being remedied: 

namely, those c h a r a c t e r i s t i c s of melodramma that stem not 

from i t s very nature, but from the lack of care on the part 

of the poet. The unity of action, for example, may be faulty, 

or the characters may lack conformity. The decorum appropri

ate to tragedy may be overlooked, as well as the proper 

mores intended to purge the passions, leading to compassion 

or terror. A musical drama may lack proper development and 

denouement according to c l a s s i c a l precepts. A l l these defects 

are capable of reform; indeed, Zeno asserts that they must 

be reformed, and that such an undertaking would be a praise

worthy one. Yet there i s no, outright condemnation of the 

genre because of i t s defects; rather, Zeno praises i t : 
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Se mai V. S. Illffia s i abbattesse a leggerne alcuno, 
l i b e r o i n tutto, o i n parte da s i f a t t i pregiudicj, 
e s i senta nel leggerlo quel commovimento s o l i t o 
destarsi dai t r a g i c i componimenti, c'onservi q u e l l ' amore 
per esso, con eui per l'innanzi l'ha riguardato, e 
non lo chiami cosi subito un mostro odioso d e l l a 
p o e s i a . 2 " 

Thus, i f melodramma i s p u r i f i e d from the imperfections 

caused by the poet's indifference, or lack of care, the com

po s i t i o n would awaken i n the reader the same emotions aroused 

by spoken tragedy, Zeno begs that such a composition be held 

i n the same esteem as spoken tragedy. However, we must not 

overlook the fact that Zeno i s r e f e r r i n g at t h i s juncture to 

the "reading", of the text, rather than to the observation of 

a performance i n the theatre. 

Zeno also turns his attention to another c r i t i c i s m 

frequently l e v e l l e d at melodramma by l i t e r a r y c r i t i c s : the 

abuse of the theme of love, an "effeminate passion" which 

contrasted with the i d e a l of strong, noble passions depicted 

on the Greek stage. While Zeno allows that the excessive 

reliance on t h i s theme i s indeed a f a u l t , he quickly points 

out that musical drama i s produced by impresarios who are 

concerned with adequate f i n a n c i a l returns for the e f f o r t s . 

Since attendance at the musical theatre depends i n the main 

on the "weaker ;sex" and the l e s s i n t e l l i g e n t [ s i c ] , i t i s 

clear that the theatre public w i l l prefer the gentler pas

sions.. Zeno admits that t h i s s i t u a t i o n could be changed, 

but that i t would be a d i f f i c u l t undertaking, and extremely 

perilous for the impresario. He adds that i n his own time, 

the only tragedies to have triumphed without r e l y i n g on the 
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theme of love were Maffei's Merope, his own Merope (written 

before Maffei's version), his If i g e n i a , and a "few others i n 
29 

which the theme of love i s i n c i d e n t a l . 

The l e t t e r ends with the remark that Zeno prefers his 

oratorios to his melodrammi, for i n them he has been able to 

observe the three u n i t i e s , n o b i l i t y of character, and the 

propriety of the passions. In fact, he f e e l s that he has 

been so successful i n writing h i s oratorios according to 

c l a s s i c a l precepts, that he could turn them into good trag

edies, simply by lengthening the number of verses and by 

freeing them from t h e i r musical accompaniment. Once again we 

witness Zeno's preoccupation with matters of a l i t e r a r y 

nature, and his desire to have his works accepted as l i t e r a r y 

compositions. 

The l e t t e r to Gr a v i s i i s of considerable inte r e s t , not 

only for the r e l a t i v e l y detailed exposition of Zeno's ideas 

on some of the main points of c r i t i c a l contention i n 

melodramma, but also because i t presents, i n one single doc

ument, the ambivalent attitude of the s c h o l a r - l i b r e t t i s t to 

his compositions for the musical theatre. One can see 

c l e a r l y Zeno's annoyance at the c r i t i c i s m of the form i n 

which he has become famous; his defence of melodramma i s made 

from a purely pragmatic standpoint, which leads him to adopt 

an apologetic tone towards i t when viewed i n the l i g h t of 

eighteenth-century c r i t i c i s m , for he i s aware that i n the 

eyes of his contemporaries, the l i b r e t t o does not f u l f i l the 

requirements of a work of l i t e r a t u r e . Therefore, i n spite of 
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the defence of his l i b r e t t i , he concludes with the face-

saving device of claiming a personal preference for his ora

t o r i o s i n which he has been able to follow more cl o s e l y the 

dramatic precepts. 

The l e t t e r of 1730.to Gravisi i s generally linked with 

a l e t t e r of dedication prefacing the 1735 e d i t i o n of Zeno's 
30 

Poesie sacre drammatiche. These were dedicated to the 

Austrian monarchs, and i n his foreword Zeno claims that he 

p u r i f i e d his- melodrammi from the mixture of styles common to 

the drama of his age by removing the comic elements which i l l 

suited the gravity and dignity of the Hapsburg court, and by 

dealing with heroic dramas taken from Greek., Roman and bar

barian history. Zeno thus attributes to the virtues of the 

Hapsburg sovereigns the reform .that l a t e r c r i t i c s and scholars 

generally ascribe to him i n these two s p e c i f i c areas. 

In the same dedicatory l e t t e r , Zeno claims to have 

attempted to regularize the oratorio (which previous authors 

had considered to be outside the control of dramatic precepts, 

since i t i s a composition to be sung rather than performed), 

by observing the u n i t i e s , and composing his oratorios so that, 
with minor alterations, they ocould be performed as musical 

31 
tragedies. 

In 1735 Zeno wrote again to Gravisi a l e t t e r that was 

prompted by the recent pu b l i c a t i o n of a c r i t i c a l essay by 
Francesco R o s s e l l i n i e n t i t l e d Considerazioni sopra i l 

32 

Demofoonte dell'Abate Metastasio. In i t , the old ambiva.-_ 

lence towards melodramma surfaces once more. Zeno writes 
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disparagingly of the Considerazioni: 

A. V. S. Illma s c r i s s i piu volte, che delle mie cose 
Drammatiche io fo presentemente s i poco conto, che 
anzi che nudrirne compiacimento di averle s c r i t t e , ne 
ho pentimento e disprezzo: talche a chi s i ponesse 
a c r i t i c a r l e e a dime male, io quasi ne avrei piu 
obbligazione, che a chi ne prendesse l a difesa, e ne-
dicesse ogni bene. Trattone alcune poche, io l e 
considero sconciature ed aborti. 

Zeno seems to have forgotten h i s remarks, made some f i v e 

years e a r l i e r to the same correspondent, to the e f f e c t that 

he could not be cruel towards the creations that had brought 

him success. Now he r e f e r s to them as "miscarriages and 

abortions", works that have been badly constructed, and 

therefore f a i l u r e s . Even his Eumene, which had enjoyed great 

success i n almost a l l of Italy, should be considered i n the 

same l i g h t . Yet i n the very next l i n e of the l e t t e r , he 

promises to send a copy of the o r i g i n a l l i b r e t t o to the 

Marquis, for l a t e r editions have been mangled by the custom

ary a l t e r a t i o n s made for p a r t i c u l a r performances. Once again 

the about-face: Zeno proceeds to defend hxmself and his 

dramas against the charge of dependence on French tragedians: 

Se poi s i a vero, che nelle cose mie io spesso mi s i a 
valuto degli autori T r a g i c i Francesi, lo confesso che 
e verissimo; e n e l l a prefazione di ciascuno di 
que' componimenti , ove ho preso ad imitare g l i a l t r u i , 
ne ho f a t t a un'aperta e sincera confessione. Posso 
pero dire, che i l maggior numero de'miei Drammi e di 
mia invenzione, e del tutto m i e i . 3 3 

I t i s clear, therefore, that Zeno may be reluctant to hold 

h i s dramas i n high esteem, yet he i s equally reluctant to 

renounce hi s paternity of them. 
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In January , 173&, after a long silence, Zeno discusses 

his dramas once again with Muratori. The occasion was Zeno's 

submission of his volume of sacred dramas to Muratori for 

his "wise and sincere" opinion. Zeno adds that he i s far from 

being resolved to publish his melodrammi, although he i s 

pressed to do so from a l l sides. His i n t e n t i o n i n publishing 

the r e l i g i o u s dramas was to give praise to God; by publishing 

hi s profane dramas he would only s a t i s f y the world, thereby, 

perhaps, bringing about cause for repentance i n his l a s t days. 

I f the fact that his melodrammi have been altered by others 

disturbs him, he suffers i t as the penalty for having written 

them. The l e t t e r continues i n t h i s uncharacteristic pious 

tone. 

Quando c i andiamo avvicinando a l nostro ultimo fine, 
oh con qual occhio diverso rimiriamo g l i oggetti, che 
prima c i lusingavano tanto, e c i d i l e t t a v a n o . ^ 

For a l l that, he ends the l e t t e r with the admission that his 

dramas had pleased him. 

In a l e t t e r to Domenico Vandelli i n 17^0, Zeno again 

expresses his resentment at the l i b e r t i e s taken with his 

l i b r e t t i by composers, impresarios, singers, and others lacking 

either p r a c t i c a l or theore t i c a l knowledge of melodramma. He 

i n s i s t s that the o r i g i n a l version of Lucio Vero be used i n a 

performance planned for the inauguration of a new theatre: 

[pjoiche l e a l t r e copie impresse posteriormente son 
tutte-mutilate, interpolate, e guaste, per l'abuso 
universale che corre i n t a l genere di componimenti, 
a fine d i accomodarsi a l gusto non solo dei compositori 
di musica, e degl'impresarj, ma dei musici ancora, e 
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d'altre persone che n u l l a sanno ne per pratica, ne 
per i s t u d i o . 35 

Zeno also reaffirms his b e l i e f that the l i b r e t t i written i n 

Vienna—the "reform l i b r e t t i " , as they have been termed by 

modern s c h o l a r s — a r e the "more tolerable" of his t o t a l out

put. Yet i n his next l e t t e r to Vandelli, he grants permis

sion to the impresario and composer to make changes i n his 

Lucio Vero i n order to make the o r i g i n a l l i b r e t t o , written 

more than f o r t y years e a r l i e r , more consonant with modern 

taste: 

Ho conosciuto, che n e l l ' a r i e t t e c i s i puo f a r qualche 
mutazione., e levarne alcune i n certe scene, ove piu 
non sono a l i a moda: i n che l a s c i o a'Sigg. Impresarj . 
tutto 1 1 a r b i t r i o , e anche a l compositor d e l l a musica .3° 

The l a s t l e t t e r that we w i l l c i t e by way of i l l u s t r a 

t i o n of Zeno's attitude to his melodrammi was sent to 

Gioseffantonio Pinzi i n Ravenna on 27 February 17^5- In t h i s 

frequently quoted l e t t e r , Zeno discusses the 17^4 e d i t i o n of 

his l i b r e t t i published i n ten volumes under the d i r e c t i o n of 

Gaspare Gozzi. Zeno seems to give extra emphasis to the 

attitude of disdain he occasionally reveals towards his pro

fane dramatic works. He claims that he did not approve t h e i r 

p u b l i c a t i o n because he was well aware of t h e i r imperfections. 

Such imperfections arose from the haste with which he had to 

compose the dramas, and from h i s having to elaborate them i n 

accordance with the resources of the actors and the theatres 

to which each was destined. He i s of the opinion that before 

t h e i r publication, the l i b r e t t i should have been corrected 
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and polished. Unfortunately, his age and other obligations 

would not permit him to undertake so arduous a task. However, 

Gozzi had offered to review and correct the dramas, and 

f i n a l l y convinced him that i t was better to have them pub

l i s h e d i n t h e i r o r i g i n a l form, rather than to have the l a t e r 

mutilated versions edited after his death. In t h i s way Zeno 

had agreed to hand over the entire care of the p u b l i c a t i o n 

to Gozzi. Zeno claims, however, that had he been.able, he 

would rather have made them disappear e n t i r e l y . He continues: 

Dopo questa mia sincera dichiarazione, e l l a mi d i r a 
un padre crudele e inumano verso questi, che finalmente 
sono miei partis, i quali pero d i presente a me pajono 
aborti, per non d i r mostri: onde i n me destano 
piuttosto pentimento, che affetto.37 

Zeno thus concludes by giving h i s l i b r e t t i "the vote of con

demnation" that he had once expressed to Muratori i n 1701. 

Nevertheless, i t may be legitimate to ask whether th i s 

l e t t e r i s as sincere a declaration as Zeno would claim. I t 

i s true that i n the preface to Zeno's dramatic works Gozzi 

gives the same explanation as Zeno for the genesis of the 

edition. But elsewhere, i n a l e t t e r to Lu i g i Porno, Gozzi 

attributes the idea of the p u b l i c a t i o n to Zeno himself who, 

f e e l i n g unequal to the task, has requested Gozzi to undertake 
39 

i t on his behalf. 

The ambivalence of Zeno's attitude to his l i b r e t t i 

may perhaps be explained with reference to two considera

tions. F i r s t , his a c t i v i t y as a l i b r e t t i s t was secondary to 

his main i n t e r e s t s as a scholar and antiquarian. In fact, 
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a f t e r h i s r e t i r emen t from the Viennese c o u r t , on f u l l s a l a r y , 

and hence f i n a n c i a l l y independent, he devoted h i m s e l f e n t i r e l y ' 

to h i s s c h o l a r l y p u r s u i t s . Second, a l though at t imes con

demning h i s l i b r e t t i as "misca r r i ages and a b o r t i o n s " , Zeno 

was never q u i t e able to f ree h i m s e l f from c o n s i d e r i n g them as 

works o f l i t e r a t u r e . This he was disposed to do, no doubt, 

by the c r i t i c a l o p i n i o n o f h i s t ime, which regarded melodramma 

as a l i t e r a r y genre, and the opera s e r i a s p e c i f i c a l l y , as 

t ragedy. Yet Zeno was aware tha t melodramma was d i f f e r e n t 

from spoken t ragedy. He makes the d i s t i n c t i o n q u i t e c l e a r l y 

i n h i s l e t t e r s . On 6 January 1720 he d i scusses the o b j e c t i o n s 

r a i s e d by h i s b ro ther to P a p i r i o , and concludes the defence 

o f h i s l i b r e t t o w i t h the f o l l o w i n g words: 

I n una Tragedia s i possono osservar r e l i g i o s a m e n t e 
s i f a t t e r e g o l e , a n z i s i debbono. I n un Dramma 
b isogna dar qualche cosa a l l ' a b u s o d e l s eco lo , a l i a 
decoraz ione , ed a l i a M u s i c a . 0 

The same d i s t i n c t i o n i s found aga in i n the l e t t e r to G r a v i s i 

i n 1730. The i m p r o b a b i l i t i e s c r i t i c i z e d i n the melodramma 

are due to "the nature o f the compos i t ion" i n which the poe t ry 
41 

must be sung throughout . At the same t ime, Zeno wished to 

have h i s dramas accepted as l i t e r a r y works, ye t h i s o b j e c t i o n s 

to the G o z z i e d i t i o n were caused by h i s doubts about the 

l i t e r a r y m e r i t s o f the works. The sense o f ambivalence and 

c o n t r a d i c t i o n cont inues to the end, ye t c e r t a i n constant 

fea tures i n Zeno 's concept of'...melodramma can be i d e n t i f i e d . 

\ In shor t , by v i r t u e o f i t s a s s o c i a t i o n w i t h music, melodramma 

cannot be cons idered t rue t ragedy. However, the l i b r e t t o 
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i t s e l f can acquire such a status i f i t i s written according 

to correct dramatic precepts, and i f i t i s lib e r a t e d from -

the abuses inherent i n the musical drama. I t i s clear that 

Zeno makes a d i s t i n c t i o n between melodramma and tragedy, 

though he s t i l l regards the form b a s i c a l l y as tragedy: i r r e g 

u l a r tragedy, i t i s true, but tragedy nevertheless, rather 

than the manifestation of a new and hybrid genre. 

The attitude outlined above can be seen c l e a r l y i f we 

turn to a consideration of Zeno's view of the r e l a t i o n between 

words and music i n melodramma. The f i r s t point that strikes 

us i s the dearth of documentation on t h i s question. Zeno 

r a r e l y pauses to consider the problem. There i s no attempt, 

as there i s i n such c r i t i c s as Gravina or Martello, to j u s t i f y 

musical drama as an endeavour to re-create the tragedy of the 

ancients. I t i s true that i n a l e t t e r to Muratori, Zeno 

expresses agreement with his f r i e n d on the controversial 

question of the musical accompaniment of c l a s s i c a l tragedy, 

namely that i t d i f f e r e d from eighteenth-century practice both 
' 4-2 

m qual i t y and quantity. But the matter does not constitute 

a point of controversy for Zeno. He accepts without question 

the format of continuous musical accompaniment that was 

ch a r a c t e r i s t i c of eighteenth-century melodramma. Zeno has 

l e f t no documentation of an exploration on his part of the 

nature of the union between the two arts. He makes no claim 

to musical expertise. On the contrary, i t appears that his 

knowledge of music was lim i t e d . J When he writes of the 

musical accompaniment to his dramas, he i s usually reporting 
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the opinion of others. For example, on 5 November 1718 he 

informs his brother of the forthcoming opening of If i g e n i a , 

stating "I hear i t said that the music i s good." Three 

years l a t e r he writes of the success of Ormisda and the 

unanimous opinion concerning the appropriateness of the music, 

yet he himself never attempts a c r i t i q u e of the musical 

score. J His l e t t e r s r a r e l y reveal any awareness of the cor

respondence sought by other poets and c r i t i c s between words 

and music. Metastasio i s constantly aware of the musicality 

of the word. In his Catone in, Utica, for example, he changes 

the name of Cornelia (the widow of Pompey) to Em i l i a because 
46 

he considers the former name unmusical. In Papirio Zeno 

also changes the name of one of the characters, i n t h i s case 

the daughter of Marcus Fabius., because he f e l t that the rep

e t i t i o n of the name Fabius for the father and son was d i s 

pleasing to the musical ear: a displeasure which would,have 

been increased, i f that of Fabia were also added. He there

fore changes Fabia to R u t i l i a . However, i n Zeno the choice 

of the substitute name i s not motivated by musicality of 
47 

sound, but b y • h i s t o r i c a l v e r i s i m i l i t u d e . 

Zeno accepted passively the subjugation of poetry to 

music, i n contemporary melodramma. Thus he was i n d i f f e r e n t 

to the p o s s i b i l i t y of reforming t h i s r e l a t i o n s h i p . This 

indifference was i n part due to his lack of musical training, 

but mainly to his consideration of musical drama as drama, 

and therefore as ..literature. For Zeno, the music was not an 

in t e g r a l part of the genre; rather i t was the di r e c t cause 
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of the improbabilities i n melodramma, and stood i n the" way 

of i t becoming a completely r a t i o n a l work of art. However, 

he r e a l i z e d that the musical accompaniment was the d i s t i n 

guishing mark of melodramma; i t s presence, and the improba

b i l i t i e s i t created were to be accepted. Nothing could be 

done about them; he saw no remedy. For Zeno i t seemed suf

f i c i e n t to r a i s e the l i t e r a r y standards of the l i b r e t t o i n 

order to r a i s e the general standards of musical drama: 

A l t r i [inconvenienti] poi derivano d a l l a poca 
avvertenza del poeta, che non conserva l ' u n i t a 
dell'azione, non, l a conformita dei c a r a t t e r i , non 
i l decoro d e l l a scena tragica, non i l buon costume 
a purgazione degli a f f e t t i , non i l movimento di 
questi a compassione, o a terrore, non l e convenienze 
di un viluppo e di uno scioglimento a l l e buone regole 
accomodato. Questi mali s i possono e s i debbono 
levar dai teatro musicale, e a questi avevasi a 
proporre i l rimedio per l a lodevol riforma. ° 

There i s , therefore, no i n t u i t i o n of melodramma as a new 
4 9 

genre a r i s i n g from the intimate union of drama and music. 

I t i s simply a l i t e r a r y form, i n Zeno's view. 

As a l i t e r a r y form, therefore, the composition of 

melodramma should be based on l i t e r a r y i d e a l s : the observance 

of the u n i t i e s (especially that of action), the portrayal of 

noble characters, the well-regulated development and denoue

ment of the tragic plot, and the dramatic representation of 

ennobling actions leading to catharsis. Furthermore, the 

concept of v e r i s i m i l i t u d e was of paramount importance. For 

t h i s reason, Zeno preferred h i s t o r i c a l themes to the fan

t a s t i c and marvellous. Nevertheless, he upheld the r i g h t s 

of poetic invention. In a l e t t e r to Orsi, published i n the 
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e d i t i o n of the correspondence on the Orsi-Bouhours contro

versy, Zeno came to the defence of Tasso against French 

attacks: 

[ l ] l Poeta non e tenuto ne'suoi componimenti a seguir 
l'opinione piu. vera, n§ l a piu certa, ma . . . puo 
;tra.sportarvi sicuramente tutto quello, che piu g l i e 
a grado, per adornarne i l suo Poema, seelto da 
q u a l s i a s i Setta, e Accademia. 

Zeno suggests that the poe^t i s free to choose his poetic 

material without adhering s t r i c t l y to truth, provided that 

his invention remains v e r i s i m i l a r : 

[p]urche questo o non disconvenga a l i a sua Religione, 
o non s i a direttamente contrario a quelle comuni 
nozioni, che t u t t i abbiamo del vero . -5° 

This p r i n c i p l e appears i n the prefaces to his dramas. In 

them Zeno i d e n t i f i e s the h i s t o r i c a l sources of his plots, 

while at the same time j u s t i f y i n g poetic invention; some 

examples: 

Cio che ne seguisse, s i raccoglie da Erodiano e da 
Lampldrio. Nella favola s i e seguito i l verosimile 
piu che i l vero.51 

Or again: 

Io ho i n t r e c c i a t o i n t a l guisa i l verosimile c o l vero, 
che a grande stento possono discernersi l'uno 
d a l l 1 a l t r o . 5 2 

And again: 

Questa varieta. d'opinioni [storiche] m'ha fatto parer 
v e r i s i m i l e , che tale i n s i d i a f o s s e g l i tesa da uno 
de'capi de'Tarentini, ch'io chiamo Turio .53 
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A p r a c t i c a l example of Zeno's concern for the adherence 

to the v e r i s i m i l a r i n his dramas can he found i n his reply to 

Domenico Vandelli's suggestions for the staging of the per

formance of Lucio Vero i n 1741: 

[C]onfesso, che l a scena a l l ' a l z a r d e l l a tenda 
offrirebbe a g l i spettatori un magnifico e pomposo 
spettacolo, ove seguisse quel tanto che voi me ne 
accennate: ma due cose mi s i presentano a l i a mente, 
per l e quali non posso interamente approvare cotesto 
pensamento: l'una, che non mi sembra, che L. Vero 
farebbe una gran finezza a Berenice c o l v o l e r l a 
presente ad un s a c r i f i c i o da f a r s i per una. v i t t o r i a , 
che tanto era funesta e dolorosa per l e i . 5 4 

By i n s i s t i n g on the v e r i s i m i l i t u d e of an episode with r e f e r 

ence to the action to be portrayed, Zeno o.bjected to the 

s t i l l prevalent display of spectacle for spectacle's sake i n 

melodramma. 

Zeno took his plots c h i e f l y from Greek and Roman 

history, or from the Bible. This was no doubt one of the 

r e s u l t s of his scholarly i n c l i n a t i o n s , and one which f a c i l i 

tated order and control of the l i b r e t t o by presenting him 

with established situations which l i m i t e d the extent to which 

imagination could be given free r e i n i n the working-out of 

the plot. Zeno also'attributed his preference for such 

subject-matter to the wider opportunities i t offered for the 
'55 

representation of great and sublime deeds. ^ His dramatic 

action was mostly heroic and virtuous, and intended for the 

e d i f i c a t i o n of the public, although he also recognized the 
56 

pleasurable end of art. But one looks i n vain i n Zeno's 

writings f o r a thorough and profound discussion of the func-
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t i o n or purpose of art, a question that was of great import 

i n the eighteenth century. 

In composing his l i b r e t t i , Zeno followed successfully 

the double aim of meeting with the approval of theatre audi

ences, as well as gaining the acceptance of his reading 

public, that i s , the l i t e r a t i who were also acquainted with 

his scholarly pursuits, and whose favourable opinion he 

cherished. The f i r s t of these aims led him to make conces

sions to the taste of the times. The second led him to crave 

recognition of his l i b r e t t i as l i t e r a r y works. 

On a purely p r a c t i c a l l e v e l , Zeno was one of the 

leading l i b r e t t i s t s of I t a l i a n melodramma. His numerous 

drammi were- performed countless times, and reworked by many 
57 

l i b r e t t i s t s well into the nineteenth century. ' This popu

l a r i t y undoubtedly influenced other l i b r e t t i s t s of the day, 

such as Marcello, Goldoni and Metastasio. When asked for his 

opinion of h i s predecessor, Metastasio gave the following 

judgement: 
[Q]uando mancasse ancora a l signor Apostolo Zeno 
ogni altrorpregio poetico, quello di aver dimostrato 
con f e l i c e successo che i l nostro melodramma e l a 
ragione non sono enti incompatibili, come con 
toleranza [ s i c ] anzi con applausi del pubblico parea 
che credessero quei poeti ch'egli trovo i n possesso 
del teatro quando incomincio a scrivere, quello, dico 
di non essersi reputato esente dalle leggi del 
v e r i s i m i l e , quello di essersi difeso d a l l a contagione 
del pazzo e turgido s t i l e a l l o r dominante, e quello 
finalmente di aver l i b e r a t o i l coturno d a l l a comica 
s c u r r i l i t a del socco, con l a quale era i n quel tempo 
miseramente confuso, sono m e r i t i ben s u f f i c i e n t i per 
esigere l a nostra gratitudine e l a stima d e l l a 
posteri ta. -58 

Metastasio thus attributed to Zeno the reduction of melodramma 
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to the v e r i s i m i l a r and. the r a t i o n a l , the p u r i f i c a t i o n of i t s 

sty l e , and the removal of comic scenes from serious opera. 

At the same time, however, i n the opening words of h i s re:--

marks, Metastasio shows a less-than-total sense of admiration 

for Zeno's poetic g i f t s . 

There can he no doubt that Zeno,'motivated hy his 

c l a s s i c a l background and his emulation of the French drama

t i s t s , worked towards the r a t i o n a l i z a t i o n of the l i b r e t t o . 

He would also have been i n c l i n e d towards that aim by the con

temporary c r i t i c i s m of the melodramma with which he was 

acquainted. What must be questioned, however, i s the extent 

to which the r e s u l t s of his e f f o r t did i n fact constitute a 
59 

reform. Zeno regarded himself as a reformer, 7 as do many 

others. L i t e r a r y historians, as well as historians of opera, 

c l a s s i f y Zeno as the f i r s t eighteenth-century reformer of the 

genre, though most agree that h i s reform was not e n t i r e l y 

successful. I t i s also stated that his concept of the form 

was inherited by Metastasio, who brought i t to perfection 

with his melodrammi. This t r a d i t i o n a l c r i t i c a l view of Zeno 

has been challenged by Freeman who adduces evidence to show 

that, as f a r as the structure of Zeno's operas is<* concerned, 

his-"reform" was i n f a c t part of a process evolved by many 

l i b r e t t i s t s of his time, and that the ideas attributed to 

Zeno were already the subject of discussion and elaboration 

even before Zeno began his a c t i v i t i e s as a l i b r e t t i s t . ^ 0 

Freeman's evidence i s convincing,, but as he admits, while 

Zeno may not have been the only l i b r e t t i s t of his time to 
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seek the improvement of the musical drama, he was c e r t a i n l y 
61 

"among the. .most s k i l f u l . " I t was t h i s s k i l l that made his 

l i b r e t t i more popular than those of his contemporaries. In 

t h i s way he was more responsible than any other for the 

propagation of t h e i r i deals of a more l i t e r a r y l i b r e t t o , free 

from the abuses and excesses of the bizarre operatic works 

of such l i b r e t t i s t s as Aurelio Au r e l i , Nicolo Minato and 

Carlo Maria Maggi. I t i s i n t h i s l i g h t that Zeno can be 

considered a "reformer" of the l i b r e t t o . As a the o r i s t he i s 

neither profound nor o r i g i n a l . Though a formidable figure 

i n the erudite scholarly t r a d i t i o n of the eighteenth century, 

as f a r as the melodramma i s concerned, Zeno was content to 

repeat the c r i t i c a l commonplaces of his time, and l e f t no 

evidence of any attempt or desire to engage i n a c r i t i c a l 

study of the essence of the melodramatic form. He met with 

some success i n his attempts to improve the l i t e r a r y q u a l i t y 

of the l i b r e t t o , yet he f a i l e d to systematize i n a u n i f i e d 

c r i t i c a l study an o r i g i n a l viewpoint on the relat i o n s h i p 

between words and music. 
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Paolo Antonio R o l l i 

Another attempt to raise the l i t e r a r y q u a l i t y of the 

l i b r e t t o took place i n England through the ef f o r t s of Paolo 
. 1 

Antonio R o l l i . His name i s often linked with Metastasio 

due to th e i r common background as pupils of Gravina, as im-

provisers of verse, and as writers of l i b r e t t i . While R o l l i 

never achieved the extraordinary success enjoyed by Metastasio, 

he was held i n high regard,, especially i n England where he 

spent almost t h i r t y years of his l i f e : from 1715 to 1744. 

Through his a c t i v i t y as a l i b r e t t i s t he was instrumental i n 

establishing I t a l i a n opera i n England. He was also a central 

figure i n the c u l t u r a l exchange between I t a l y and England i n 

the f i r s t h a l f of the eighteenth century. A v i t a l member of 

the I t a l i a n l i t e r a r y milieu i n London, he established r e l a 

tions with Antonio Conti, Scipione Maffei and Giuseppe Riva 
2 

during t h e i r v i s i t s to England. 

As a l y r i c poet, R o l l i ' s fame was considerable. 

Martello compared him to the seventeenth-century poet 

Gabriello Chiabrera, i n whose works the Arcadians saw embod-
3 

lment of the poetic ideals they sought to emulate. Modern 
scholarship now recognizes R o l l i ' s importance i n the develop-

4 

ment of Arcadian poetry, along with the contribution made 

to l i t e r a r y studies by his editions of c l a s s i c a l L a t i n and 

I t a l i a n authors, and his I t a l i a n translations from L a t i n and 

English. The f i r s t complete t r a n s l a t i o n into I t a l i a n of 

Milton's Paradise Lost stands out among them, and R o l l i 1 s 

annotations make i t a pioneer work i n I t a l i a n c r i t i c i s m of 
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Milton.-' 
The importance of R o l l i i n the history of melodramma 

l i e s i n his contribution to the establishment of I t a l i a n 

opera i n England. For twenty-four years i n London, R o l l i was 

engaged as l i b r e t t i s t , f i r s t by the Royal Academy of Music, 

and l a t e r by the Opera of the N o b i l i t y . The Academy of Music 

(1720-28), under the directorship of Handel, with R o l l i as 

the theatre poet, was responsible for the emergence of I t a l i a n 

opera ( s t i l l sung completely, or i n part, i n English u n t i l 

only a few years e a r l i e r ) as the vogue i n London society.^ 

R o l l i collaborated with Handel i n at l e a s t six musical dramas, 

including Handel's l a s t opera Deidamia (174-1). However, the 

twenty-year re l a t i o n s h i p between Handel and R o l l i was not a 

warm one. Throughout the entire period R o l l i remained very 

c r i t i c a l of Handel i n his private correspondence, though he 
7 

did not oppose him p u b l i c l y . R o l l i ' s o p e r a t i c , a c t i v i t y 

included the composition of some twenty-seven l i b r e t t i and 

several adaptations. His reputation as a l i b r e t t i s t i n 

London i s shown by the acclaim which his operas received, by 

the increases i n his salary, and by the recognition granted 
Q 

him by his contemporaries. Even Alexander Pope acknow

l e d g e d — a l b e i t i n oblique f a s h i o n — R o l l i ' s p o s i t i o n as ar b i t e r 
9 

of operatic taste m England. 

Although a few of the epigrams i n h i s Marziale i n 

Albion deal with musical l i f e i n London, R o l l i did not leave 
10 

any c r i t i c a l writing on melodramma. His attitude towards 

the form must therefore be gleaned mainly from his correspon-
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11 dence. In his l e t t e r s , e specially m those to his frie n d 
12 

Riva, R o l l i frequently expresses his distaste for the 

operatic world with i t s petty intrigues and quarrels. On o 

occasion he describes the preparations for the production o 

II Dramma dell'Amore e Maesta, giving an insight into the 

machinations and manoeuvring behind the scenes, and the com 

promises which had to be made by the authors of the opera: 
I must t e l l you that Margherita, i n conjunction with 
our Senesino, proposed the opera of "Amore e Maesta". 
Which opera cannot be performed as at Florence, be-: 
cause i t would then have so much endless r e c i t a t i v e 
a*id so few arias, that Senesino would have only four 
i n a l l . I was therefore instructed to po l i s h i t up 
and i n accord with them both I removed and added and 
changed as was necessary. The Alpine Faun [Handel], 
according to the ancient system which he always 
proposes, i n order to show that what has been done i s 
the same as i t was before, proposed Polani to rear
range and' d i r e c t the opera. Our Senesino, naturally 
enough, was furious: the opera had been proposed by 
him, new music was necessary for the additional part 
and for that he wanted i t to be varied; he was op
posed to making a pastiche of old arias . . . ; at 
his f i r s t outburst he [Handel] c a l l e d him a damned 
Fool.!3 

In a l e t t e r to Muratori, Riva corroborated the l i b r e t t i s t ' s 

view of English taste i n I t a l i a n opera i n the. t h i r d decade 

of the eighteenth century: 

[o]peras that come from I t a l y cannot be of service i n 
th i s theatre. I t i s necessary to revise or rather 
deform them i n order to render them acceptable. Few 
verses of r e c i t a t i v e and many arias i s what they want 
over here, and that i s the reason why i t has never 
been possible to perform some of Signor Apostolo's 
best operas [ l i b r e t t o s ] and why Metastasio's two 
f i n e s t operas, that i s to say his Dido and his Siroe, 
have met the same f a t e . ^ 

The correspondence between R o l l i and Riva o f f e r s p r a c t i c a l 
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e v i d e n c e o f t h e e x i s t e n c e i n E n g l a n d o f t h e same e x c e s s e s 

M a r t e l l o and M a r c e l l o condemned i n e i g h t e e n t h - c e n t u r y o p e r a 

o n t h e c o n t i n e n t . A d d i s o n f u r n i s h e s a d d i t i o n a l p r o o f i n The 

S p e c t a t o r , when he s a t i r i z e s t h e e x t r a v a g a n t s t a g e - d e c o r and 
15 

l a c k o f v e r i s i m i l i t u d e . R o l l i ' s d i s i l l u s i o n m e n t w i t h o p e r a 

i s e x p r e s s e d i n o t h e r l e t t e r s t o R i v a : " I am so d i s g u s t e d by 
16 

i t a l l t h a t I do n o t c a r e t o t a l k a b o u t i t ; " " I p e r c e i v e 

b e s i d e s t h a t e i t h e r t h e r e w i l l be no o p e r a s i n t h e new s e a s o n 

o r t h e r e w i l l be t h e same Company, w h i c h i s most c e r t a i n l y 
1 7 

g o i n g f r o m bad t o w o r s e . " H i s c y n i c a l a t t i t u d e t o w a r d s 

t h e a r t i s t i c v a l u e o f melodramma i s a p p a r e n t i n t h e remark 

t h a t he w o u l d keep R i v a i n f o r m e d o f t h e L o n d o n s e a s o n o f 

1729 -30 i " I s h a l l s e n d y o u e x a c t news w i t h o u t p a r t i a l i t y . 
F o r I s h a l l speak o n l y o f R e s u l t s , t h a t i s w h e t h e r t h e t h e a t r e 

18 

was f u l l o r empty, o n w h i c h a l l depends, be i t good o r bad." 

R o l l i d i d n o t h o l d h i s own m u s i c a l dramas i n h i g h 

r e g a r d . He r e f e r r e d t o h i s l i b r e t t i as " d r a m a t i c s k e l e t o n s " , 
and t o h i m s e l f as a "word-monger i n m u s i c " rparolaio i n 

-1 19 

m u s i c a |. • Y e t one c a n n o t o v e r l o o k t h e f a c t t h a t t h e l i b r e t 

t i s t t o H a n d e l and P o r p o r a d i d n o t o b j e c t t o t h e p u b l i c a t i o n 

o f t h e f i r s t volume o f h i s melodrammi i n 17^4, n o r c a n we 
i g n o r e h i s c l e a r d e s i r e t o make h i m s e l f known as a l i b r e t t i s t 

20 
m I t a l y . I n a l e t t e r t o t h e p o e t I n n o c e n z o F r u g o n i , he 
l a m e n t s t h a t w h i l e e l s e w h e r e h i s a b i l i t y i n t h e m u s i c a l drama 

21 

i s w e l l - r e c o g n i z e d , o n l y I t a l y r e m a i n s unaware o f i t . I n 

a l a t e r l e t t e r t o t h e P r i n c e s s P i g n a t e l l i , he o f f e r s t o 

p r o v i d e a l i b r e t t o f o r s p e c i a l o c c a s i o n s - - a n y s p e c i a l ; 
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occasion--adding: 

A chi non puo disamare l a sincerita. non sara. 
disaggradevole che io s v e l i 1'essere i l fine di questa 
o f f e r t a quello di farmi conoscere a l l ' I t a l i a anche non 
i n a b i l e i n c i d ; ma vorrei se ne facesse l a prima prova 
i n occasione e i n una Corte cospicua. 

He i s upset at being compared unfavourably with Metastasio, 

though he admits that the Imperial poet i s considered to be 

the epitome of l i b r e t t i s t s : 

[E].',quel che e peggio . . . , dassi ad intendere a l i a 
credula moltitudine, che ne v i s i a , ne possa esservi 
a l t r o a b i l uomo.22 

While he does not explore the nature of melodramma to 

any extent, several points stand out i n his l e t t e r s . In 

1745 he writes that he does not f e e l obliged to observe the 

u n i t i e s of place and time because his composition i s neither 

regular tragedy nor comedy, but a drama to be put to music: 

[p]erche non avevo s c r i t t o ne tragedia ne comedia 
regolare, bensi un drama per musica: nuovo mostro 
di tanto sconvenevoli si, ma tutte'dilettey oiissime p a r t i , 
del quale ne antica o greca o l a t i n a autorevole 
penna diede norma; ne moderna l'ha date ancora .23 

Here R o l l i declares independence from c o d i f i e d precepts, and 

j u s t i f i e s the existence of melodramma. The musical drama 

may not be an organic whole, but i t pleases, and ( i n R o l l i ' s 

view) pleasure i s the purpose of poetry. Late i n l i f e , i n 

the Preambulo to his Ode d'argomenti amorevoli he formulates 

the hedonistic i d e a l of his art: 

Quindi aggradevole sempre risorge 
i n vaghe favole l a poesia, 



- 168 -
so l l i e v o a porgere f r a cure gravi. 
e g i o i a a l l ' o z i o d'agiate menti.- 2^ 

Already i n 1 720 , i n the dedication of his. l i b r e t t o Astarto, 

he had revealed a similar i d e a l . With his melodrammi, he 

claimed that he sought 

a render mi t i 
ed a scemar con tocchi armoniosi 
i turbati pensieri" . ed a sgombrare 
dubbi angosce timor t r i s t e z z e e pene. 2-5 

R o l l i j u s t i f i e s his attitude to the question of the 

un i t i e s by c i t i n g the Spanish and English playwrights who 

are aware that i n order to please the spectators f d i l e t t a r e 

a l sommo""], even the most i n t e l l i g e n t of them, i t i s not nec

essary to observe the u n i t i e s of time and place. In fact, 

R o l l i states that v e r i s i m i l i t u d e i s better served i f the two 

un i t i e s are disregarded, since t h e i r observance leads to a l l 

manner of improbabilities, as Greek drama and c l a s s i c a l French 

and I t a l i a n tragedy attest. 

R o l l i i n s i s t s on the concept of v e r i s i m i l i t u d e , and 

on the notion that the dramatic situations should arise nat

u r a l l y from the plo t . However, he defends the use of the 

marvellous as practised i n French opera, because he believes 

that i t widens the scope of the plot and the stage decora-
26 

tions. 

While recognizing that melodramma's association with 

music sets i t apart from regular tragedy, R o l l i does not con

cern himself with a theoret i c a l discussion of the r e l a t i o n 

of words to music, beyond stating the commonplace notion that 



- 169 -
the music ought to be an expression of the human passions 

depicted on the stage. One can conclude, therefore, that 

R o l l i s t i l l regarded melodramma as e s s e n t i a l l y a l i t e r a r y 

form. 

Thus, while R o l l i accepts the concept of melodramma 

as a dramatic work i n spite of i t s hybrid nature, he deplores 

the state of contemporary opera, both i n England and i n 

Ita l y , where poetry i s considered to be secondary to the 

music. This attitude can be found i n an in t e r e s t i n g note to 

his t r a n s l a t i o n of S i r Richard Steele's drama The Conscious  

Lovers. . In the second scene of the second act, R o l l i omits 

from his t r a n s l a t i o n the following: 

[ l ] n the main, a l l the pleasure the best opera gives 
us i s but mere sensation. Methinks i t ' s p i t y the 
mind can't have a l i t t l e more share i n the enter- . 
tainment. The music's c e r t a i n l y fine, but i n my 
thoughts there's none of your composers come up to 
old Shakespeare and Otway.2? 

In his note, R o l l i gives the rather curious explanation for 

the omission that he does not consider the l i n e s to be con

sis t e n t with the previous speeches i n which Steele's' charac

ters praise the operas Griselda and Crispo (the l i b r e t t i 

were by R o l l i ) . R o l l i believes that the l i n e s were added by 

the actors, jealous of the popularity of opera. I t cannot 

be denied that the omission constitutes a defence of opera, 

i n spite of R o l l i ' s next words i n the note: 

Io pero i n s i s t o d'avere a ragion c r i t i c a t o questo 
a l t r u i disprezzo i n tale occasione; ma non l o c r i t i c o 
gia, anzi l o accompagno e l o accresco . . . , e 
confesso che l a piu gran Parte anzi (eccettuandone 
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f o r s e t r e i n C e n t o ) t u t t i i Drami I t a l i a n i sono un 
C o n t i n u a t o Nonsenso.28 

B u t -he adds i m m e d i a t e l y t h a t t h e s t a t e o f c o n t e m p o r a r y o p e r a 

i s due t o t h e a t t i t u d e o f i m p r e s a r i o s and o p e r a d i r e c t o r s 

who s p a r e no expense f o r t h e m u s i c and t h e s p e c t a c l e , h u t 

e x e r t h a r s h e c o n o m i e s on t h e l i b r e t t o [la. p a r t e i n t e l l e t t u a l e 

d e l l e 0pere~|. As a r e s u l t o f t h e p o o r r e m u n e r a t i o n o f f e r e d 

t o p o e t s , t h e y c a n o n l y f i n d l i b r e t t i s t s who a r e d o l t s and 

i d i o t s f l d i o t i e G u a s t a m e s t i e r i , i n e s a u s t e f o n t i d i 
- i 29 

Nonsenso |, f o r m t h e e s t i m a t i o n o f t h e i n d i v i d u a l s who 

c o n t r o l t h e o p e r a , t h e i n t e l l e c t u a l p a r t , t h a t i s t h e p o e t r y , 
30 

i s o f no i m p o r t . As p r o o f o f t h e l o w esteem i n w h i c h 

l i b r e t t i s t s were h e l d by d i r e c t o r s o f o p e r a , R o l l i c i t e s t h e 

example o f t h e e a r l y p e r f o r m a n c e s i n E n g l a n d o f I t a l i a n 

o p e r a i n t r a n s l a t i o n : 

Quanto p o i q u e l l a s o l a p a r t e i n t e l l e t t u a l e d e l l e 
Opere s i a l o r o a c u o r e ; p o t e a p u r e a mio tempo v e d e r s i 
d a l l e T r a d u z z i o n i [ s i c j i n g l . e s i de i Drami, a l l e 
q u a l i e r a i m p i e g a t o c h i poco o n u l l a l a i t a l i a n a -
P o e s i a , e n i e n t e a f f a t t o l a e l e g a n z a d e l l a s u a p r o p r i a 
l i n g u a i n t e n d e v a . 3 1 

Thus, a c c o r d i n g t o R o l l i , t h e u n d i s t i n g u i s h e d n a t u r e o f c o n 

t e m p o r a r y o p e r a i s due t o t h e i n f e r i o r q u a l i t y o f t h e l i b 

r e t t o . 

I n s p i t e o f t h e p o l i s h e d and m e l o d i c v e r s i f i c a t i o n o f 

h i s b e t t e r dramas, R o l l i ' s l i b r e t t i a r e g e n e r a l l y i n f e r i o r 

t o h i s l y r i c p o e t r y , and l a c k d r a m a t i c f o r c e . N e v e r t h e l e s s , 

t h e i r i n f l u e n c e i n t h e e s t a b l i s h m e n t o f I t a l i a n o p e r a i n 

E n g l a n d i s u n d e n i a b l e . W h i l e he d i d n o t c o n t r i b u t e by h i s 
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writings to the c r i t i c a l l i t e r a t u r e on melodramma, R o l l i , 

with his respect for the c l a s s i c s , for t h e i r sense of deco

rum, equilibrium and naturalness, must be considered as a 

participant, along with Zeno and Metastasio, i n the attempts 

to reform the excesses of the baroque opera i n the f i r s t h a l f 
32 

of the eighteenth century. 
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CHAPTER II 

etro Metastasio 
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Pietro Metastasio 

The figure of Pietro Metastasio dominated I t a l i a n 

melodramma i n the eighteenth century. His career as a l i b 

r e t t i s t spanned the greater part of his own century, and his 

influence remained strong well into the nineteenth, not only 

i n I t a l y , hut i n the r e s t of Europe and Russia. His l i f e 
1 

and fortune have been the subject of exhaustive studies. 

Nevertheless, c e r t a i n biographical d e t a i l s should be empha

sized as they are ;of significance?.for the purpose of the 

present study. 

Metastasio was raised and educated by Gianvincenzo 

Gravina, one of the early eighteenth-century proponents of 

sung tragedy. Gravina gave his young protege a thorough 

c l a s s i c a l and Cartesian education, and encouraged his venture 

into w riting tragedy. After the death of his mentor, 

Metastasio frequented the a r t i s t i c milieu of Naples, estab

l i s h e d friendships with celebrated operatic singers of the 

time, and turned to writing melodramma. In view of his suc

cesses as a l i b r e t t i s t , Apostolo Zeno had him c a l l e d to 

Vienna to a s s i s t him as Imperial Poet to the Hapsburg Court, 

a p o s i t i o n subsequently occupied by Metastasio from 173° 

u n t i l his death fifty-two years l a t e r . 

Although his c u l t u r a l t r a i n i n g was imbued with c l a s 

s i c i s t and Cartesian thought, Metastasio was not unaware of 

the current of sensationalist philosophy transmitted from 

England through the sentimentalism of the French, stimulated 

by the work of the Abbe'Du Bos. Metastasio's drama became 
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the embodiment of the perennial antithesis of reason and 

sentiment, developed i n a manner that i s c l a s s i c i s t i n i t s 
2 

s i m p l i c i t y , c l a r i t y and measure. Metastasio's attitude to 

the ancients i s moderate, as can be seen i n his remarks on 

Horace's Ars poetica: 
Quanto i o disapprovo l e a f f e t t a t e pedantesche 
i d o l a t r i e per g l i a n t i c h i , tanto ne abborrisco i l 
disprezzo, e parmi che, d i s o r d i n a t i ancora come 
appariscono, i magistrali p r e c e t t i del gran Venosino 
saran sempre or a c o l i u t i l i e v e n e r a b i l i a t u t t a l a 
posterita.. ̂  

As a r e s u l t , he showed on the one hand a degree of respect 

towards antiquity which led him to seek numerous examples 

from the ancients to support his c r i t i c a l opinions. On the 

other hand, he claimed that the d i c t a of c l a s s i c a l writers 

should be interpreted with common sense according to the d i f 

ferent exigencies and taste of his own day. Thus, i n his 

commentary on Chapter XIII of A r i s t o t l e ' s Poetics, he 

asserts: 

[C]]onvien credere che, scrivendo oggi questo gran 
f i l o s o f o l a sua Arte Poetica, adatterebbe i l 
predetto suo canone a'costumi presenti e non a 
q u e l l i d i venti s e c o l i i n d i e t r o . 

This freedom of i n t e r p r e t a t i o n i s - f a r from revolutionary, 

nor are his comments on i m i t a t i o n of models, a practice which, 

i n a l e t t e r to the Prince of Walachia, he claimed to have 

followed: 

[N]on sara almen sfuggito a Vostra Altezza i l lodevole 
desiderio che ho sempre nutrito di abbeverarmi a l l e 
antiche venerate sorgenti, e (per quanto permette a'di 
n o s t r i l'enorme cambiamento di gusto, di costumi e 
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d'idee occorso nel lungo giro di tanti secoli) di 
calcar sempre le tracce de'primi insigni maestri, 
a'quali, senza taccia d'ingratitudine, non possiam 
negarci noi debitori di tutta l a nostra gloria 
poetica.5 

But i t i s to be noted that rather than the prais'eworthiness of 
imitating models, i t i s the cautionary parenthesis that i s 
repeated again and again i n his writings. To A l g a r o t t i he 
issued a work of caution on "venerable authorities": 

[l]o v i diro che negli s c r i t t i de'nostri divini 
maestri v'e numero considerabile di cose da rispettarsi 
sempre, e non imitarsi mai. 

Already at the age of eighteen, M e t a s t a s i o questioned the 
possibility of following, i n his own time, the example of 

. . 7 

antiquity with regard to the unities, and he did not revise 
this opinion, even i n his maturity. He reiterated that i n 
his day one spoke to a different public, educated i n a fash-

g 

ion quite distinct from that of ancient times. H i s constant 
awareness of the exigencies of the l i v i n g theatre affected 
his attitude to the classical world and his c r i t i c a l stand
point i n general. T h i s awareness permitted him to defend 
the use of literary practices or genres unknown to the an-.. -
cients; i n Metastasio's opinion, they did not have the last 
word on such matters. He cited T a c i t u s i n support of this 
belief: 

Poiche (come T a c i t o saviamente asserisce) non tutto  
cio che han fatto g l i antichi e sempre i l migliore; 
ma l'eta. nostra ancora molte art i e maniere d'acquistar  
lode ha prodotte, degni d'imitarsi da'posteriT^ 
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Consequently, Metastasio could praise Guarini's Pastor fido 

as a masterpiece of literature, 1 i n spite of i t s alleged 
10 

v i o l a t i o n of various canons of poetry. 

In so far as his own works were concerned, Metastasio 

was hurt by the frequent accusation that his dramas were 
imitations of French theatre transplanted to the I t a l i a n 

11 
stage. He admitted to having prepared himself for the 

dramatist's career by reading the plays of the: Greeks, 

I t a l i a n s , Spanish and French i n th e i r own languages, and the 
English i n tr a n s l a t i o n . However, he denied that his work was 
an imitation, claiming that his t h e a t r i c a l output was the re.-

12 
suit of his own t r a v a i l . While Metastasio admired the trag

edies of Corneille and Racine, he f e l t that French theatre 
13 

was bound too rigorously to poetic theories. Metastasio 

always advocated that judgements about antiquity and art be 

founded on common sense, good taste and s e n s i b i l i t y , c r i t e r i a 

on which he bases the sel e c t i o n of material for his own 
lk 

dramas and th e i r presentation. I t i s pr e c i s e l y because 

the pre-romantic writers did not f a l l i n with his c l a s s i c a l 

i d e a ls of harmony, c l a r i t y and measure that Metastasio ex-
15 

pressed reservations about t h e i r writings. Nor did he f e e l 
l6 

sympathy for the id e a l s of the Enlightenment. 

In any study of the c r i t i c a l attitudes towards opera 

i n the eighteenth century, Metastasio stands out by virtue 

of his complete i d e n t i f i c a t i o n with the form. Not only did 

he make of melodramma hi s career, but also h i s l i f e ' s work 

and main personal i n t e r e s t . Unlike Zeno who, i n his extensive 



- 177 -
c o r r e s p o n d e n c e , w r i t e s o n l y s p o r a d i c a l l y o f h i s l i b r e t t i o r 

a b o u t o p e r a i n g e n e r a l , M e t a s t a s i o i n h i s l e t t e r s shows t h a t 

melodramma was h i s c o n s t a n t c o n c e r n and p r e o c c u p a t i o n . Y e t 

he l e f t no s y s t e m a t i c t r e a t i s e as s u c h on h i s t h e o r i e s o f 
17 

m u s i c a l drama. I t i s p o s s i b l e , n e v e r t h e l e s s , t o r e a c h 
c e r t a i n c o n c l u s i o n s c o n c e r n i n g h i s i d e a s on melodramma f r o m 

18 
an e x a m i n a t i o n o f h i s c o p i o u s c o r r e s p o n d e n c e , t h e n o t e s t o 

19 
h i s t r a n s l a t i o n o f H o r a c e ' s A r s p o e t i c a , h i s commentary on 

A r i s t o t l e ' s P o e t i c s , h i s p e r s o n a l n o t e s o n a n c i e n t G r e e k 
20 

drama, and f r o m t h e a n a l y s i s o f c e r t a i n a s p e c t s o f some o f 

h i s l i b r e t t i . 

A l t h o u g h h i s r e m a r k s on t h e m u s i c a l t h e a t r e .are s c a t 

t e r e d t h r o u g h o u t h i s works, and do n o t f o l l o w any c o n s i s t e n t 

e x p o s i t o r y p l a n o r programme, t h e m a j o r i t y o f them o c c u r i n 

t h e w r i t i n g s o f h i s m a t u r i t y , and i t i s p r i m a r i l y f r o m t h e s e 

t h a t any t h e o r y o f M e t a s t a s i o ' s melodramma must be c o n s t r u c t e d . 

As s u c h , h i s w r i t i n g s do n o t c o n s t i t u t e a p r o p o s a l o r p l a n o f 

work f o r h i s l i b r e t t i ; r a t h e r t h a y a r e t o be t a k e n as an 

e x p l a n a t i o n and j u s t i f i c a t i o n o f what he was a c c o m p l i s h i n g 

( o r had a l r e a d y a c c o m p l i s h e d ) d u r i n g h i s l o n g c a r e e r as a 

l i b r e t t i s t . E v e n t h e g r e a t e r p a r t o f h i s e x t a n t l e t t e r s d a t e 

f r o m t h e l a t t e r h a l f o f h i s l i f e , by w h i c h t i m e he h a d 
21 

a l r e a d y w r i t t e n n i n e t e e n o f h i s t w e n t y - s e v e n melodrammi. 

The s i n g l e most i m p o r t a n t document f o r t h i s s t u d y i s 

h i s commentary on A r i s t o t l e ' s P o e t i c s , t h e E s t r a t t o d e l l ' A r t e  

p o e t i c a d ' A r i s t o t i l e e c o n s i d e r a z i o n i s u l a medesima. T h i s 

was p u b l i s h e d i n t h e t w e l f t h volume o f t h e P a r i s e d i t i o n o f 



- 178 -

M e t a s t a s i o ' s works i n 1782, and was t h e r e s u l t o f many y e a r s 

o f r e w o r k i n g and m e d i t a t i o n on t h e p a r t o f t h e p o e t . From 

h i s l e t t e r s we l e a r n t h a t by 1747 M e t a s t a s i o had a l r e a d y 

e n v i s a g e d t h e p l a n f o r h i s commentary. I t was w r i t t e n by 

174-9, b u t s t i l l n e e d e d r e w o r k i n g i n 1766, and was o n l y de-
22 

c l a r e d c o m p l e t e m 1773. A l l i e d t o t h e E s t r a t t o a r e t h e 

n o t e s t o h i s t r a n s l a t i o n o f H o r a c e ' s A r s p o e t i c a . The t e x t 

u a l h i s t o r y o f M e t a s t a s i o ' s a n n o t a t e d t r a n s l a t i o n o f D e l l ' A r t e  

p o e t i c a : E p i s t o l a d i Q. Q r a z i o F l a c c o a ' P i s o n i i s s i m i l a r t o 

t h a t o f t h e E s t r a t t o . The t r a n s l a t i o n was i n p r o g r e s s by 

17^6, and i n t h e s u c c e e d i n g y e a r s M e t a s t a s i o t u r n e d h i s a t 

t e n t i o n t o t h e a n n o t a t i o n s . I n 1773 he w r o t e o f t h e imminent 
c o m p l e t i o n o f t h e n o t e s , w h i c h i n 1774 he d e c l a r e d t o be 

23 

f i n i s h e d . J From t h e g e n e s i s o f b o t h works t o t h e i r compl

e t i o n , M e t a s t a s i o i n s i s t e d on t h e p e r s o n a l n a t u r e o f t h e s e 
w r i t i n g s , and on t h e f a c t t h a t t h e y were n o t i n t e n d e d f o r 

24 
p u b l i c a t i o n . By 1778, however, he had b e e n p e r s u a d e d t o 

25 

i n c l u d e them i n h i s c o m p l e t e works. ^ One c a n n o t u n d e r e s t i 

mate t h e i m p o r t a n c e w h i c h M e t a s t a s i o a t t a c h e d t o t h e s e works. 

R e f e r e n c e s t o them a p p e a r r e p e a t e d l y i n h i s c o r r e s p o n d e n c e , 

and w h i l e he r e i t e r a t e d h i s r e f u s a l t o p u b l i s h them, he 

a d m i t t e d t h a t i n t h e s e w r i t i n g s he was c o n f u t i n g t h e p o e t i c 
26 

s o p h i s m s o f many v e r y l e a r n e d b u t i n e x p e r i e n c e d c r i t i c s . 
He a d m i t t e d , f u r t h e r m o r e , a c e r t a i n r e l u c t a n c e t o h a v i n g t h e s e 

27 

works c o n s i g n e d t o o b l i v i o n . I n I78I he s i n g l e d o u t t h e s e 

c r i t i c a l works i n an e x h o r t a t i o n t o h i s p u b l i s h e r : 
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Quella che raccomando piu. d'ogn'altra cosa a l i a 
vostra gratitudine, amicizia ed i n t e l l i g e n z a e l a 
cura ed esattezza n e l l a stampa d e l l ' E s t r a t t o d e l l a  
Poetica d ' A r i s t o t i l e , e d e l l a versione di q u e l l a 
d'Orazio con l e sue note. II mio credito e vostra 
merce.28 

The f r u i t of long deliberations and c a r e f u l p h i l o l o g i c a l 

study, these works e f f e c t i v e l y constitute the closest 
29 

Metastasio came to an exposition of his poetics. ' While 

modern scholars generally recognize t h i s fact, as well as 

the undisputed importance of Metastasio i n the history of 
30 

opera, the two works have not been studied m depth. The 

more valuable contributions are to be found i n the a r t i c l e s 

by Lucia Dondoni, who examines Metastasio's indebtedness to 

the poetics of Horace, but f a i l s to recognize the f u l l extent 

of the importance of the Estratto, and by Franco Gavazzeni 
who comes closest to a comprehension of t h e i r true s i g n i f i -

31 
cance. Modern scholars also recognize the r e a l function 
of Metastasio's c r i t i c a l writings, that i s , as a j u s t i f i c a 
t i o n of his own poetic works, and of melodramma as a poetic 

32 

form. Metastasio himself had stated as much m the pre

face to the Estratto: 
II solo oggetto del mio lavoro e stato l'inquieto 
desiderio di g i u s t i f i c a r m i , quanto e possible, con 
me medesimo, che sono naturalmente i l men discreto 
(per mia sventura) di t u t t i i g i u d i c i miei: e quello 
di procurarmi l a consolazione d'esser convinto che 
debbano contarsi f r a l e dolorose i n e v i t a b i l i 
conseguenze d e l l a comune umana debolezza t u t t i 
q u e ' d i f e t t i , da'quali l a non i n t e r r o t t a esperienza 
di cinquanta e piu anni e l a non mai deposta cura 
d'instruirmi non han bastato a difendermi.33 

-But contemporary c r i t i c s have not underscored the s i n g u l a r i t y 
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o f t h e E s t r a t t o as a p o e t i c s , a s i n g u l a r i t y t h a t l i e s i n 

M e t a s t a s i o ' s use o f A r i s t o t l e ' s P o e t i c s , as w e l l as t h e c r i t -

t i c a l t r a d i t i o n f r o m C a s t e l v e t r o t o D a c i e r , t o d e f e n d t h e 
3 4 

g e n r e t h a t was so d e a r t o him. I t must he e m p h a s i z e d f r o m 

t h e b e g i n n i n g t h a t M e t a s t a s i o does n o t a t t e m p t t o g i v e an 

i n t e r p r e t a t i o n o f t h e P o e t i c s t h a t i s s c r u p u l o u s l y f a i t h f u l 

t o t h e G r e e k t e x t . W h i l e t h e m a i n t h r u s t o f A r i s t o t l e ' s 

argument i n t h e P o e t i c s c o n c e r n s t h e o r g a n i c u n i t y o f tragedy^ 

M e t a s t a s i o e m p h a s i z e s t h e c l o s e r e l a t i o n s h i p o f word and 

m u s i c , a p r o b l e m p r a c t i c a l l y i g n o r e d by A r i s t o t l e . As a 

r e s u l t , t h e E s t r a t t o becomes a p r o f o u n d and s i n g u l a r l y i n t e l 

l i g e n t d e f e n c e o f melodramma. 

The p a s s a g e q u o t e d f r o m M e t a s t a s i o ' s p r e f a c e t o t h e 

t h e E s t r a t t o r e v e a l s t h e methods employed i n c o m p o s i n g b o t h 

t h e l i b r e t t i - and t h e c o m m e n t a r i e s on A r i s t o t l e and H o r a c e . 

M e t a s t a s i o h a s r e l i e d t h r o u g h o u t on e x p e r i e n c e and l e a r n i n g . 

I n t h e c a s e o f t h e c o m m e n t a r i e s he r e v e a l s a sound knowledge 

o f t h e c r i t i c a l t r a d i t i o n p e r t a i n i n g t o A r i s t o t l e and Horace*? 

as w e l l as t o t h e d r a m a t i c g e n r e , e s p e c i a l l y o f C a s t e l v e t r o 

(and t h e i m p o r t a n c e o f t h e Q u e r e l l e s u r Le C i d ) , o f t h e c o n 

t r o v e r s y o v e r G u a r i n i * s P a s t o r F i d o , o f D ' Aubignac and D a c i e r . 

However, s i g n i f i c a n t l y , i n t h e p a s s a g e q u o t e d above M e t a s t a s i o 

p l a c e s h i s f i f t y y e a r s o f e x p e r i e n c e i n t h e t h e a t r e above t h e 

i m p o r t a n c e o f l e a r n i n g . The e m p h a s i s on e x p e r i e n c e , r e c u r 

r i n g f r e q u e n t l y i n h i s w r i t i n g , i s i n t u n e w i t h t h e s c i e n t i f i c 

and e m p i r i c a l t h o u g h t o f t h e t i m e , t h u s l i n k i n g t h e c l a s s i c 

c i s t M e t a s t a s i o w i t h t h e E n l i g h t e n m e n t t h a t he a b h o r r e d . 
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M e t a s t a s i o b e l i e v e s t h a t a l l a r t s and s c i e n c e s are the p r o d 

u c t o f e x p e r i e n c e : 

T u t t e l e a r t i son f i g l i e d e l l ' e s p e r i e n z a , e t u t t e , 
m olto piu. d e l l a madre, son s o t t o p o s t e a g l i e r r o r i , 
quando da l e i - s i scompagnano. 

To s u p p o r t h i s argument he c i t e s A r i s t o t l e ' s M e t a p h y s i c s , 

P l a t o ' s G o r g i a s , and S i r F r a n c i s Bacon. He t h u s i n v e i g h s 

a g a i n s t the c r i t i c s o f t h e a t r e who s e t themselves up as l e g i s 

l a t o r s hy s i m p l e v i r t u e o f t h e i r l e a r n i n g , but l a c k i n g p r a c t i 

c a l e x p e r i e n c e : 

E non v i e ne pur uno f r a l o r o che, avendo t e n t a t o 
d i m e t t e r e i n p r a t i c a i c a n o n i da l u i p r e s c r i t t i , 
non g l i a b b i a c o l p r o p r i o n a u f r a g i o d i s c r e d i t a t i . 3 5 

A f u r t h e r m a n i f e s t a t i o n o f t h i s e m p i r i c a l a t t i t u d e i s r e v e a l e d 

by M e t a s t a s i o ' s methodology i n the E s t r a t t o w i t h r e g a r d t o the 

t e x t o f A r i s t o t l e . A t a l ! t i m e s he r e l i e s on the a u t h o r i t y 

o f the o r i g i n a l Greek t e x t , r a t h e r t h a n t r u s t i n g t o the 

o p i n i o n o f the e x e g e t e s . He compares h i s r e a d i n g w i t h t h a t 

o f the commentaries on the P o e t i c s , but when c o n f r o n t e d w i t h 

d o u b t f u l p assages, he r e v e r t s t o t h e a t r i c a l e x p e r i e n c e as the 

u l t i m a t e a r b i t e r . - ^ 

M e t a s t a s i o made r e a s o n s u b j e c t t o e x p e r i e n c e because 

he b e l i e v e d t h a t e x p e r i e n c e , i n p r a c t i c e , i s governed by 

p h y s i c a l r e a l i t y , whereas m e n t a l p r o c e s s e s which are not 

bound by c o n s t a n t c o n s i d e r a t i o n s o f a c t u a l r e a l i t y are s u b j e c t 

t o t h e i n f i n i t e f a l l a c i e s t h a t may l e a d them a s t r a y . ^ I n 

t h i s way, the g r e a t exponent o f r a t i o n a l i s m i n e i g h t e e n t h -
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c e n t u r y I t a l i a n p o e t r y d i s p l a y s the s t r o n g i n f l u e n c e o f 

e m p i r i c a l thought. 

F o r M e t a s t a s i o , t h e n , t h e a r t o f p o e t r y p r o c e e d s from 

e x p e r i e n c e . Knowledge o f p o e t i c p r e c e p t s i s not s u f f i c i e n t 

t o make a p o e t , i f he i s not endowed w i t h the n a t u r a l g i f t 

o f common sense. W h i l e M e t a s t a s i o admits t h a t the i m a g i n a 

t i o n l i e s a t the b a s i s o f p o e t r y , he q u e s t i o n s the v a l i d i t y 

o f the P l a t o n i c c o n c e p t r e l a t i n g t he o r i g i n o f p o e t i c f r e n z y 

to d i v i n e i n s p i r a t i o n . He i n s i s t s t h a t the i m a g i n a t i o n o f 

the poet must be c o n t r o l l e d by r e a s o n tempered by e x p e r i e n c e , 

o r the p o e t i c f r e n z y w i l l degenerate i n t o madness. Common 

sense w i l l ensure t h a t the e q u i l i b r i u m o f r e a s o n i s ;main-
'39 

t a i n e d i n t h e p r o c e s s o f p o e t i c , i n v e n t i o n . 

I n t h e E s t r a t t o M e t a s t a s i o examines the n a t u r e o f 

p o e t r y , as w e l l as the p r i n c i p l e s o f i m i t a t i o n and v e r i s i m i l 

i t u d e . P o e t r y , he c o n c l u d e s , i s an i m i t a t i v e a r t , as are 

p a i n t i n g and s c u l p t u r e and music. I n t h i s he i s i n a c c o r d 

w i t h the m a j o r i t y o f e i g h t e e n t h - c e n t u r y c r i t i c s , e s p e c i a l l y 

t h o s e o f t h e f i r s t h a l f o f the c e n t u r y , as e x e m p l i f i e d i n 

C h a r l e s B a t t e u x ' Les Beaux A r t s r e d u i t s a. m'eme p r i n c i p e 

( P a r i s , 1746). M e t a s t a s i o t h e n examines the c h a r a c t e r i s t i c s 

t h a t d i f f e r e n t i a t e p o e t r y from the o t h e r i m i t a t i v e a r t s . I n 

h i s v i e w , t h e most v a l i d d i s t i n c t i o n between the i m i t a t i v e 

a r t s i s p r o v i d e d by the d i f f e r e n t mediums employed i n the 

i m i t a t i o n . Thus, c o l o u r i s the medium o f a p a i n t e r , v e r s e 

t h a t o f a p o e t , marble t h a t o f a s c u l p t o r . A l l t h a t c a n be 

p r e s e n t e d i n words o r d e r e d a c c o r d i n g t o the laws o f metre i s 
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the material of poetry, and i n l i k e manner, a l l that can he 

represented hy paint on canvas i s the material of painting. 

Metastasio does not believe that the subject-matter i s suf

f i c i e n t to permit a true d i s t i n c t i o n among the imitative arts, 

since the subject-matter of poetry can also be that of paint

ing, sculpture and others. The true d i s t i n c t i v e q u a l i t y of 

poetry, then, i s 

l a misurata, armoniosa f a v e l l a con l a quale i primi. 
uomini inventori d e l l a poesia, i n c l i n a t i per natura 
a l canto ed a l i a imitazione, hanno imitato, cantando, 
i l semplice parlar naturale. 0 

In the Poetics A r i s t o t l e defines the mediums of i m i t a t i o n i n 

poetry as rhythm, language and music, but then passes on to 

other topics. Metastasio, on the other .hand, dwells on these 

mediums, giving d e f i n i t i o n s of each term, and d i f f e r e n t i a t i n g 

between "harmony" and "melody". He points out that a l l these 

terms ref e r both to music and to language, for music i s the 

art which regulates the timing and sound (frequency and pitch) 

of both voices and instruments. Here i s a f i r s t i n d i c a t i o n 

of the d i r e c t i o n Metastasio i s taking i n his commentary on 

the Poetics. 

Metastasio concludes that the medium of poetry i s the 

word. But i t i s a s p e c i f i c language that forms the material 

of poetry: a p o e t i c a l language, subject to rhythm and metre. 

As such i t i s d i f f e r e n t from the language of prose, which i s 
4-1 

subject only to rhythm. Poetical language i s subject also 

to harmony. Metastasio explains that by harmony he does not 

r e f e r to the contemporary musical practice forming the basis 
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of counterpoint, but to the concept as understood by the 
ancients. As Padre M a r t i n i had shown, by harmony the ancients 
r e f e r r e d simply to the g r a d a t i o n of the s i n g l e v o i c e as i t 
moves up and down the s c a l e : 

[ijntendevano unicamente l a convenienza che dehhono 
avere f r a l o r o i g r a d i s u c c e s s i v i d'una voce s o l a n e l 
s a l i r d a i grave a l l ' a c u t o , o n e l l o scendere d a l l ' a c u t o 
a l grave, per non u s c i r e senza r e g o l a d a i r i c e v u t o 
armonico sistema d e ' t u o n i . ^ 2 

The medium of poetry, then, i s the word subject to the laws 
of metre, rhythm and harmony. The r e g u l a r p r o p o r t i o n s of the 
language t h a t ensues creates a form of i n t e r n a l song, pro
ducing a p o e t i c language t h a t i s a " s i n g i n g " language f l i n g u a  
canora],,which reproduces i n harmonious terms the n a t u r a l 
speech of man. Moreover, t h i s p o e t i c language i s f o r 
Metastasio a magical language [ i n c a n t a t r i c e f a v e l l a ] that i s 
q u i t e capable of i m p a r t i n g pleasure by i t s own beauty, even 
though i t were expressing nothing more than the i m i t a t i o n of 
n a t u r a l discourse. ^ This i s an i n t e r e s t i n g i n t e r p r e t a t i o n 
of a concept held hy Metastasio's teacher. For Gravina, the 
a r t of poetry i s the enchantress; f o r Metastasio i t i s the 
medium of poetry, the p o e t i c a l language i t s e l f t h a t has magi
c a l power over the souls of men. I n t h i s way, Metastasio 
l a y s the groundwork f o r the defence of the mediums of 
melodramma: music and poetry together. 

By means of a m p l i f i c a t i o on A r i s t o t l e ' s t e x t Metastasio 
attempts to e s t a b l i s h the n a t u r a l a f f i n i t y between words and 
music. I n h i s commentary on Chapter IV of the P o e t i c s , 
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the r e l a t i o n s h i p between words and music. He laments the 

fa c t that, while A r i s t o t l e asserted that the creation of 

poetry was due to the natural i n s t i n c t inherent i n man for 

i m i t a t i o n and music, A r i s t o t l e discusses at length only the 

f i r s t of the two causes: man's i n c l i n a t i o n to imitation. 

Metastasio attempts to explain A r i s t o t l e ' s f a i l u r e to treat 

music more f u l l y by stating that the philb.sopher believed 

the second i n c l i n a t i o n of man to be already known and ap-
44 

parent to a l l , and therefore not m need of proof. 

Metastasio, however, attempts to prove i t . While i n t h i s 

passage A r i s t o t l e discusses only the pleasure that i s occar -

sioned by imitation, Metastasio attributes to the philosopher 

the statement that music too gives pleasure. He then turns 

to Castelvetro's commentary on the Poetics to reinforce his 
45 

own p o s i t i o n on poetry and music. J\ Recognizing-the natural

i s t i c s t r a i n i n Castelvetro's philosophical system, Metastasio 

stresses the passage on the natural proximity of the poetic 

word and music, i n which he sees Castelvetro going beyond 

the idea of man's natural i n c l i n a t i o n to music for pleasure., 

to present an additional reason for the l i n k i n g of poetry and 

music. The association, he argues, arises out of an essen

t i a l , physical, indispensable necessity. The poet always 

addresses a public; man speaks d i f f e r e n t l y i n public than he 

does i n private conversation. In other words, Metastasio 

explains, a speaker cannot be comprehended by his public 

unless he sustains and projects the voice with greater 
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impetus than i n normal speech. The voice thus employed he-. 

comes more r i g i d and le s s -Flexible and uses a system or pro

gressions i n F i n i t e l y diFFerent From those oF intimate speech, 

so.diFFerent, i n Fact, that i t s tones can be musically trans

cribed. Intimate speech, on the other hand, i s so subtle i n 

i t s tonal var i a t i o n s that, though these are i n t u i t i v e l y heard 

and understood by the human ear, they deFy t r a n s c r i p t i o n into 

musical notes. 

Now a voice altered to address an audience has need oF 

regulation to keep i t From utte r i n g dissonances and improper 

sounds. Such regulation i s provided by music, a music so 

necessary that nature i t s e l F suggests i t . Every orator, every 

town-crier, every street-vendor makes use oF a c e r t a i n music. 

Even actors a v a i l themselves oF a music which they c a l l dec

lamation. Metastasio claims, however, that declamation i s 

an uncertain Form oF music For i t depends upon the dubious 

judgement oF the actor's ear." He concludes by d i r e c t i n g 

the argument to the topic that i n t e r e s t s him most, that i s , 

melodramma: 

Questa F i s i c a e tanto vera quanto l u c i d a prova, 
aggiunta a l l e i n F i n i t e a l t r e che l a conFermano, rende 
v i s i b i l e l ' e r r ore di quei c r i t i c i che hanno Francamente 
deciso che degli antichi drammi non s i cantavano se 
non se i c o r i . 

Metastasio proceeds to reFute these errors and to elaborate 

his own thesis that ancient tragedy was sung throughout. He 

does so F i r s t by r e i t e r a t i n g his b e l i e F i n the natural aFFin-

i t y oF word and music that exists i n poetry: 
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[Djel canto da manifesto i n d i z i o ogni verso c o l suono 
che naturalmente dai solo suo metro risulta.^'' 7 

Secondly, by adducing his i n t e r p r e t a t i o n of passages from 

A r i s t o t l e ' s Problems and from such c l a s s i c a l authors as 

Cicero, Ovid, Livy, Suetonius and Lucianus to support his 
kg 

position. He also i n s i s t s on the fact that i n the Poetics 

A r i s t o t l e c l a s s i f i e s music as one of the six elements that 

run throughout the tragedy. As further proof, he adduces 

his i n t e r p r e t a t i o n of the controversial f i n a l paragraph of 

Chapter VI of the Poetics. In t h i s chapter A r i s t o t l e discus

ses the order of importance of the six elements and places 

the greatest emphasis on plot. He then speaks b r i e f l y of 

character, thought and d i c t i o n . In the f i n a l paragraph we 
read: "Melody i s the greatest of the pleasurable accessories 

LLO 

of Tragedy." 7 A r i s t o t l e ' s argument leads immediately to a 

b r i e f discussion of spectacle. 

Castelvetro, i n his commentary on the Poetics, refers 

to the opposing interpretations that had arisen over the 

i d e n t i f i c a t i o n of "the pleasurable accessories."-^ 0 Metastasio 

interprets the passage i n the following manner: 
Dice [ A r i s t o t i l e ] i n o l t r e che dopo l'azione, d e l l e  
cinque a l t r e p a r t i di q u a l i t a considerate nel corso  
intero del dramma, l a parte piu soave, piu dolce e  
piu a l l e t t a t r i c e e l a musica.51 

The exact phrasing of t h i s quotation reveals the extent to 

which Metastasio imposes a meaning which goes beyond the 

basic text of A r i s t o t l e i n order to reinforce his own b e l i e f 

that c l a s s i c a l tragedy was sung i n i t s entirety. 
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The l i b r e t t i s t moves on to a c l a r i f i c a t i o n of the con

cept of imitation. Metastasio considers such a c l a r i f i c a t i o n 

necessary i n order to .avoid the very common danger of a t t r i 

buting to the i m i t a t i o n the c h a r a c t e r i s t i c s of the copy. The 

discussion i s of the utmost importance to Metastasio's 

poetics of melodramma. 

Metastasio explains the difference between the art of 

the imitator and the art of the copyist i n the following 

terms: 

L'arte del copista s i propone unicamente di riprodurre 
con esattezza un or i g i n a l e . 

L'arte dell'imitatore s i propone di dar solo l a 
somiglianza p o s s i b i l e del suo orig i n a l e ad una special  
materia, da que l l a d e l l ' o r i g i n a l differente, che elegge  
per l a sua imitazione.5 2 ' 

In other words (as Metastasio proceeds to elaborate) the copy 

reproduces the o r i g i n a l by avoiding a l l that could make the 

copy d i f f e r e n t , and achieves i t s highest excellence when i t 

creates such an i l l u s i o n that i t can be taken for the o r i g i 

nal. The excellence of an i m i t a t i o n i s not found i n the 

exactness of i t s reproduction of the o r i g i n a l , but i n the 

s i m i l a r i t y to a possible (and not always actual) o r i g i n a l 

that i t achieves without changing the nature of the medium 

employed i n the imitative process. Thus, Metastasio c i t e s 

the example of an imitator who, i n making a sculpture of 

Hercules i n marble, does not hide the nature of his medium, 

but allows the whiteness and texture of the marble to show 

the d i f f i c u l t y he had to overcome i n creating his im i t a t i o n 

of a human form. The imitator does not, i n Metastasio's 
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words, attempt to make his public think that he i s creating . 

a copy by painting the marble the colour of human f l e s h , or 

by giving h i s sculpture eyes of glass to simulate the shine 

of human eyes. What the medium cannot reproduce of the o r i g 

i n a l i s supplied by the imagination of the beholder who 

appreciates the l i m i t s inherent i n the medium of reproduction 

and does not expect to view an exact r e p l i c a of the o r i g i n a l . 

As we have seen, Metastasio i d e n t i f i e s the medium of 

imita t i o n i n poetry as the word, subject to ce r t a i n formal 

r e s t r i c t i o n s of metre and rhythm. Metastasio imposes a fur

ther l i m i t a t i o n upon t h i s medium by i n s i s t i n g on a style of 

expression which he describes as pure and noble, clear, 
53 

elegant and sublime. A poetic language, therefore, should 
be an i d e a l i z e d idiom, not a reproduction, but an embellished 

54 
lmi t a t i o n of normal discourse. Due to the fact that- drama

t i c poets should imitate natural discourse as clos e l y as pos

s i b l e , the vocabulary of the dramatist could be drawn from a 

wider repertory than that of the l y r i c poet. Therefore, while 

Metastasio admitted to consulting the Vocabulario d e l l a Crusca, 

he also admitted to using words not accepted by the arbit e r s 

of the I t a l i a n language.^ The important point was that the 

styl e not be debased,. Beauty of sty l e , he wrote to Ippolito 

Pindemonte, i s the prime material for the poet's imitations. 

I t i s t h i s cultured, elevated language that possesses magical 1 

powers. In t h i s way Metastasio j u s t i f i e s the poetic language 

he employed i n his l i b r e t t i : cultured and l i t e r a r y , but at 

the same time simple, li m i t e d and selective, chosen to appeal 
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to t h e average p u b l i c , r a t h e r t h a n t o • t h e c o n n o i s s e u r s o f 

p o e t r y . The maintenance o f t h i s " e l e g a n t and e l e v a t e d 

s t y l e " , as he h i m s e l f d e s c r i b e s i t , must ta k e precedence over 

'o.ther c o n s i d e r a t i o n s such as v e r i s i m i l i t u d e . A c c o r d i n g t o 

M e t a s t a s i o ' s concept o f i m i t a t i o n , t h e r e f o r e , shepherds who 
CO 

speak i n n o b l e and c u l t u r e d p h r a s e s are e n t i r e l y p l a u s i b l e . 

I n t h i s he echoes G u a r i n i ' s p o s i t i o n i n the l i t e r a r y q u e r e l l e 

over the P a s t o r f i d o . The poet must u p h o l d the p r i n c i p l e o f 

v e r i s i m i l i t u d e o n l y i n so f a r as he does not d e s t r o y the me-
59 

dium o f i m i t a t i o n . F o r M e t a s t a s i o , t h i s medium i s an e l e 

g a nt, e l e v a t e d p o e t i c language. 

The d i s c u s s i o n o f v e r i s i m i l i t u d e l e a d s M e t a s t a s i o to 

d e a l w i t h the charge o f i m p l a u s i b i l i t y l e v e l l e d a t the melo

dramma because i t s h eroes go t o t h e i r d e a t h s i n g i n g fvanno  

cantando a m o r i r e ] , M e t a s t a s i o a t t r i b u t e s - f h l s n e g a t i v e 

judgement t o an i m p e r f e c t u n d e r s t a n d i n g on the p a r t o f the 

c r i t i c s o f the n a t u r e o f i m i t a t i o n and v e r i s i m i l i t u d e . Once 

t h e s e two c o n c e p t s have been p r o p e r l y u n d e r s t o o d , i n 

M e t a s t a s i o ' s terms, i t becomes c l e a r t h a t the u n i o n o f p o e t r y 

and music i s not o n l y p l a u s i b l e , b u t n a t u r a l and n e c e s s a r y . 

The a u d i e n c e , moreover, c a n o n l y e x p e c t drama t o i m i t a t e the 

a c t i o n s o f men i n so f a r as the medium used i s c a p a b l e o f 

d o i n g so. F o r , i f the v e r i s i m i l a r had a l l the q u a l i t i e s o f 

the o r i g i n a l , t h e audience would e x p e r i e n c e o n l y the u s u a l 

p l e a s u r e o c c a s i o n e d by the s i g h t o f the r e a l o b j e c t , n ot t h a t 

caused by the a p p r e c i a t i o n o f a r t i s t i c i m i t a t i o n , o f the a r t -
60 

f u l r e p r e s e n t a t i o n o f r e a l i t y c a r r i e d out t h r o u g h f i c t i o n . 



- 191 -

Thus, from his i n t e r p r e t a t i o n of the nature of poetry, i m i t 

ation and. v e r i s i m i l i t u d e i n the Poetics of A r i s t o t l e , 

Metastasio draws his singular j u s t i f i c a t i o n for the melodramma 

as an a r t i s t i c form. 

Nevertheless, Metastasio's i n t e r p r e t a t i o n of v e r i s i 

militude does not deny that s i m i l a r i t y to r e a l i t y i s i n d i s -
6l 

pensahle i n a l l poetic inventions. The question of v e r i 

similitude i s of great importance to Metastasio i n the compo

s i t i o n and performance of his own l i b r e t t i . In his 

Osservazioni sul teatro greco he indicates where the ancient 

dramatists f a i l e d to observe t h i s p r i n c i p l e . In h i s own works 

he shows where he has adhered to the v e r i s i m i l a r , defending 

his works from c r i t i c i s m on p r e c i s e l y t h i s point, and giving 

directions to the performers i n order to ensure that the p r i n -
62 

c i p l e , as he conceived i t , be maintained. 
The Poetics of A r i s t o t l e i s above a l l a t r e a t i s e on 

tragedy, yet i n the Estratto, Metastasio returns again and 

again to melodramma. I t i s of valuer therefore, to examine 

his attitude towards melodramma and tragedy. I t i s evident 

that Metastasio associated the musical drama with Greek trag

edy and attempted to j u s t i f y i t s existence on the basis of 

the practice of Greek tragedy as he understood i t . While he 

was c e r t a i n l y aware that the i d e n t i f i c a t i o n of melodramma 

with a l i t e r a r y genre was one of the major concerns of the 

l i t e r a r y c r i t i c s of his time, no discussion of t h i s point i s 

to be found i n his writings. However, a defence of a r t i s t i c 

forms which do not agree with c l a s s i c a l genres, but which 
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experience proves to be v a l i d , can be found i n his remarks 

on commedie lagrimose, or popular French bourgeois comedy: 

Per a l t r o son g i a d i v e r s i anni che coteste commedie 
lagrimose, tanto secondo i l nostro f i l o s o f o a l i a 
comica natura contrarie, fanno su i t e a t r i di Francia 
ed altrove grata ed applaudita comparsa; ed io credo 
che una costante esperienza meriti r i s p e t t o , anche a 
fronte d'un autorevole r a z i o c i n i o , sempre assai piu 
di q u e l l a a qualche nascosta f a l l a c i a soggetto. E, 
quando e g i u s t i f i c a t o dall'evento, dee sommamente 
commendarsi i l f e l i c e ardire di chi mostra, a suo 
r i s c h i o , che puo t a l v o l t a un vigoroso ingegno u s c i r 
lodevolmente dai troppo angusti l i m i t i f r a ' q u a l i s i 
trova con suo svantaggio r i s t r e t t o d a l l ' autorita. e 
dai costume; altr i m e n t i i primi t e n t a t i v i d'ogni arte 
sarebbero eternamente g l i u l t i m i segni delle nostre 
speranze: e t u t t a q u e l l a immensa parte del mondo che 
f r a l e colonne d'Ercole non.e racchiusa, sarebbe stata 
creata inutilmente per noi. 3 

These words r e c a l l the querelle over the Pastor fido and 

Guarini's defence of the new genre of tragicomedy, f i r s t by 

Metastasio's demands that the poet should not be r e s t r i c t e d 

by narrow l i m i t s , and second by his insistence that the audi

ence's acceptance of a new genre i s a v a l i d argument for i t s 

l e g i t i m i z a t i o n as an a r t i s t i c form. Metastasio's plea for 

a r t i s t i c freedom from established genres also r e c a l l s Gravina's 

defence of the musical drama L'Endimione. 

Metastasio generally r e f e r s to his dramatic works as 

drammi, but he thought of them as tragedies, as can be seen, 

for example, from a l e t t e r i n which he speaks of tr a g i c and 

comic theatre, and states that he has attempted to the best 

of h i s a b i l i t y to make the former [ t e a t r i t r a g i c i ] more 
64 

r a t i o n a l . We may c i t e also the following paragraph: 
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Quando i o da bel p r i n c i p i o i n t r a p r e s i a t r a t t a r l o , i l 
nostro dramma musicale non era ancora tragedia; appena 
s*incominciava a s o f f r i r e che fossero escluse 
d a l l ' i n t r e c c i o di quello l e p a r t i r i d i c o l e . . . . II 
nostro popolo, avvezzo a r a l l e g r a r s i i n teatro, 
esigeva qualche riguardo da' poeti che volevano 
accostumarlo a l severo d e l l a tragedia. . . . Uscito 
appena d a l l a mia prima adolescenza, i o non mi credea 
permesso l ' a r d i r e di urtar di fronte i l gusto popolare; 
onde procurava di compiacere i miei g i u d i c i anche a 
dispetto d e l l a naturale repugnanza. L'esperienza poi 
mi ha convinto che i l popolo e molto piu docile di 
quello che comunemente s i crede; ond'ella trovera hen 
pochi esempi di cotesta mia compiacenza, e questi 
unicamente i n alcuno de'primi miei drammi.°5 

In the Estratto Metastasio ref e r s to Greek tragedy indiscrim

i n a t e l y by the term tragedia or dramma. Furthermore, the 

q u a l i t i e s he sought i n his musical dramas were those of 

tragedy, while the dramatic problems with which he dealt i n 

his c r i t i c a l writings and correspondence were c h i e f l y of a 

l i t e r a r y nature. Moreover, he was proud to point out that 

his dramas had been performed successfully i n I t a l y without 

musical accompaniment: 

I miei drammi i n t u t t a l i l t a l i a , per quotidiana 
esperienza, sono di gran lunga piu s i c u r i del pubblico 
favore r e c i t a t i da'comici che cantati da'musici. ° 

Consequently, i t would be quite incorrect to consider the 

Estratto dell'Arte poetica as a study of tragedy, unless we 

see tragedy i n the Metastasian sense, that i s to say, a par

t i c u l a r t r a g i c action accompanied by music. Bearing t h i s i n 

mind, we can now examine the dramatic problems discussed i n 

the Estratto i n r e l a t i o n to the composition of tragedy, and 

see how Metastasio applies these to melodramma. 

In order to be acceptable, drama must have an harmo-
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nious and l o g i c a l structure. Thus, one of the more important 

issues to arise from the discussion of v e r i s i m i l i t u d e i n the 

Estratto i s the question of the three dramatic u n i t i e s . 

Metastasio notes, quite correctly, that neither A r i s t o t l e 

nor any other antico maestro makes any mention of the unity 

of place. A r i s t o t l e r e f e r s b r i e f l y to the unity of time, 

but unity of action i s the only one of the three on which he 
67 

dwells i n any d e t a i l . In the Osservazioni sul.teatro greco, 

and more b r i e f l y i n the Estratto, Metastasio observes that 

ancient dramatists did not i n fac t adhere to these rules, 

or i f they did (for example, by using a scena s t a b i l e ) , they 

created a l l manner of improbabilities. In the case of the 

unity of place, the poet concludes that the Greeks did not 

intend to keep to a single scene throughout the play, but 

that, p h y s i c a l l y unable to change stage-decorations with rap

i d i t y , they intended changes of scene to take place i n the 

imagination of the spectators. In the Estratto, therefore, 

Metastasio praises the scene-changes of contemporary theatre, 

continuing the defence of the practice already expressed i n 
68 

the dedicatory l e t t e r to his f i r s t tragedy, II Giustino. 

In Metastasio*s opinion, the unity of action was the 

only v a l i d precept. He considered that the u n i t i e s of time 

and place had been propagated through the influence of erur 

dite c r i t i c s who, without p r a c t i c a l t h e a t r i c a l experience had 

set themselves up as teachers of the art, c r i t i c s , that i s , 

who had deduced-, the-se rules from t h e i r erroneous b e l i e f that 

the object of poetic i m i t a t i o n was that of creating a repro-
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duction of r e a l i t y . Metastasio attributes t h e i r wide-spread 

acceptance among c r i t i c s to the authority of Castelvetro's 

" s u b t l e t i e s " on the Poetics (with regard to the unity of time), 
69 

and to the French c r i t i c s . ' In t h i s discussion, Metastasio 

reveals his awareness of the r o l e of D'Aubignac and Richelieu 

i n the important dispute that arose i n France i n the seven

teenth century over Cor n e i l l e ' s tragicomedy Le Cid, 

Corn e i l l e ' s defence of h i s work, and the importance of the 

querelle sur Le Cid for the propagation of the concept of 

the three u n i t i e s i n France and I t a l y . 

However, while Metastasio questioned the v a l i d i t y of 

the u n i t i e s i n theory, he attempted to adhere to them i n his 

l i b r e t t i , though not r i g i d l y . Metastasio's unwillingness to 

abandon the u n i t i e s i n practice may have;;been dictated i n 

part by the desire to safeguard his a r t i s t i c productions from 

c r i t i c a l attack. Thus, while he writes i n the Estratto that 

A r i s t o t l e ' s teaching concerning the duration of the action 

represented i n a play [ i l termine d'un giro di s o l e ! has 

proved i n his experience to s a t i s f y the imagination of both 

audience and poet, he adds: 
Ma per evitar l e contese, che invincibilmente 
aborrisco, ho sempre per a l t r o con somma cura procurato 
che q u e l l a porzione del tempo da me ne'miei drammi 
supposto, l a quale trascendesse per avventura quello 
d e l l a rappresentazione, potesse dallo spettatore 
f i g u r a r s i passata i n q u e g l ' i n t e r v a l l i ne'quali, faa 
l'uno e 1'altro gruppo d i scene anriodate insieme, i l 
teatro rimane af f a t t o voto d ' a t t o r i . 

However, Metastasio's practice with regard to the u n i t i e s 

was also dictated by his conviction that the creative act 
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not be a l lowed u n l i m i t e d freedom: 

Ma dunque (esclameranno q u i i r i g o r i s t i ) . . . v o i 
pretendete che debba conceders i una l i b e r t a i l l i m i t a t a 
a l i a m o l t i p l i c i t a d e l l e a z i o n i drammatiche, ed a l 
tempo ed a l luogo n e l quale debbono esse c o m p i r s i . L a 
conc lus ione (con pace d e ' m i e i o p p o s i t o r i , se ve ne sono) 
non e n e l l e r e g o l e d e l l a d i a l e t t i c a . Da l non creder i o 
ne u t i l e , ne v e r i s i m i l e , ne neces sa r i o , ne p o s s i b i l e 
i l r i d u r r e l e a z i o n i t e a t r a l i a l i a i n d i v i s i b i l i t a d 'un 
punto matematico, non pud leg i t t imamente dedurs i che, 
t r a scor rendo a l i a opposta e s t r e m i t a , i o creda permessa 
a l dramma t u t t a l ' i n d e f i n i t a v a s t i t a d e g l i s p a z i 
lmmagmar i . 71 

Thus M e t a s t a s i o , w r i t i n g as a c r i t i c who i s a l so an a r t i s t , 

defends the r i g h t o f the poet to v i o l a t e or observe these 

p a r t i c u l a r precepts i n order to achieve h i s d e s i r e d p o e t i c 

e f f e c t . Innate common sense w i l l guide the poet i n the act 

o f c r e a t i o n . While M e t a s t a s i o ' s p o s i t i o n on the u n i t i e s i s 

n e i t h e r r e v o l u t i o n a r y nor o r i g i n a l , h i s cau t ious defence o f 

the p o e t ' s freedom from such s t r i c t u r e s can be seen as an 

antecedent o f the romantic polemic aga ins t the u n i t i e s o f 

t ime and p l a c e . 

I n h i s w r i t i n g s , Metas t a s io a l s o dea ls w i t h o ther 

dramatic problems: the number o f ac t s i n t o which drama should 

be d i v i d e d , the choice o f sub jec t -mat t e r , the s u i t a b i l i t y o f 

the marve l lous and m y t h o l o g i c a l , c h a r a c t e r i z a t i o n , dramatic 
72 

s t r u c t u r e , and the f u n c t i o n o f the chorus . S i g n i f i c a n t l y , 

the c o n c l u s i o n s he reaches are based on c l a s s i c a l c r i t e r i a 

f o r the compos i t ion o f t ragedy, and these c r i t e r i a he a p p l i e s 

to both t ragedy and h i s own l i b r e t t i wi thout d i s t i n c t i o n . 

The same can be s a i d o f the 'happy ending ' f l i e t o f i n e ] , which 
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could be regarded as the trademark of Metastasio's melodramma, 

though he was not the originator of the practice which was 

already i n vogue i n the seventeenth-century I t a l i a n musical 

theatre. The 'happy ending', however, was not a character

i s t i c of melodramma alone. Already i n 155k, i n his Discorso  

intorno a l comporre de l l e comedie, e delle tragedie, G. 
7k 

G i r a l d i C i n t i o had advocated the 'happy ending' for tragedy. 

As an ending to tragedy, Metastasio defends i t i n the dedica

tory l e t t e r of II Giustino; 
Ho voluto ancora f a r l a di fine l i e t o , non temendo che 
percio dovesse perdere i l nome di tragedia, che non 
dalle morti dalle stragi e da funesti f i n i , ma dai 
corso di f a t t i grandi e s t r e p i t o s i e d a l l a 
rappresentazione di personaggi r e a l i discende.'^ 

In the Estratto Metastasio also points out that A r i s t o t l e 

himself praised highly the dramatic actions of Merope and 

Iphigenia i n Tauride, both of which have happy endings, but 

he also c a l l s into question what he considers A r i s t o t l e ' s 
"7fi 

excessive p a r t i a l i t y for gruesome actions. In spite of II  

Giustino, however, Metastasio did not set out i n i t i a l l y to 

write dramas with a happy ending, but the negative reaction 

of the public to the endings of his otherwise successful 

early dramas which depicted, for example, Dido's s e l f -

immolation on a funeral pyre, and Cato's bleeding to death 
on stage, converted Metastasio to the use of the happy 

77 

ending. 

This divergence of opinion on the ending suitable for 

tragedy stems from Metastasio's i n t e r p r e t a t i o n of catharsis. 
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He candidly admits that he wished that A r i s t o t l e had been more 

s p e c i f i c on the meaning of t h i s concept.^ Metastasio cannot 

believe that by catharsis A r i s t o t l e meant the destruction of 

passions i n man, for i n that case man himself would be des."?. 
7 9 

tro.yed. y I f he meant the right-ordering of passions, then 

why did he l i m i t the means to a t t a i n t h i s goal only to com

passion and terror? He adds: 
Tutto i l r i s p e t t o giustissimo che i o mi sento per 

questo gran f i l o s o f o non basta a farmi credere che 
non possa l a tragedia v a l e r s i d ' a l t r i istromenti per 
l e sue operazioni che del solo terrore e d e l l a sola 
pieta. Parmi . . . che 1'ammirazione d e l l a v i r t u , 
rappresentata i n m i l l e diversissimi aspetti, come 
ne l l * a m i c i z i a , n e l l a gratitudine, nell'amor d e l l a 
p a t r i a , n e l l a costanza n e ' d i s a s t r i , n e l l a generosita 
co'nemici, ed i n tante a l t r e sue commendabili 
modificazioni; e 1'aborrimento a l l ' i n c o n t r o delle 
malvagie d i s p o s i z i o n i del cuore umano, che fanno a 
quelle assai spesso impedimento e contrasto, parmi 
(dico) che siano t u t t i mezzi e f f i c a c i e l o d e v o l i per 
d i l e t t a r e non meno che per giovare; senza condannar 
lo spettatore a dovere i n o r r i d i r e eternamente, ed 
eternamente a compiangere.°^ 

Obviously Metastasio subscribed to the eighteenth-

century opinion that art had two functions: to please and to 

be of u t i l i t y to society. The useful end of tragedy he under

stood as being to portray examples of virtuous and desirable 

forms of conduct. His melodrammi are i n fact the embodiment 

of t h i s i d e a l : 

[Q]uando veggiamo (dico) l e rappresentazioni d*azioni 
cosi l o d e v o l i e luminose, s'ingradisce l'animo nostro 
n e l l a g l o r i a d e l l a nostra specie, che ne crediamo 
capace: c i lusinghiamo d'esser a t t i ancor noi ad 
eseguirle: e, n u t r i t i di cos i n o b i l i idee, s i puo 
anche sperar che t a l v o l t a c i rendiamo a b i l i ad 
i m i t a r l e . 1 
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Yet the musical drama had been c r i t i c i z e d for being harmful 

to society because of i t s appeal to the senses alone with 

weak, effeminate music. Metastasio addresses himself also to 

t h i s c r i t i c i s m by demonstrating how the union of word and 

music contributes to the f u l f i l m e n t of the double goal of 

poetry. The word, enhanced by music, delights the ear and 

the soul, and t h i s attracts an audience for the virtuous 

examples portrayed i n the drama. Metastasio acts on the r h e 

t o r i c a l component already stressed i n Castelvetro*s c r i t i c a l 

system: the work of art mustqreach a public. The best way 

that tragedy can impress an audience occurs when the poetic 

word increases i t s magnetism with the aid of i t s natural a l l y , 

music. As already mentioned, i n Chapter VI of the Estratto, 

Metastasio attributes to A r i s t o t l e the idea of the a l l u r e of 

music [la. parte piu spave, piu dolce e piu a l l e t t a t r i c e e l a  

musical. Music thus becomes an element f o r increasing the 

r h e t o r i c a l effectiveness of the drama, i n so f a r as i t may 

widen the scope of the captatio benevolentiae and renders more 

intimate the process of persuasion of the audience. In t h i s 

way, by deploying the weapons i n the armoury of contemporary 

c r i t i c i s m — r h e t o r i c and the appeal to c l a s s i c a l a u t h o r i t i e s — 

Metastasio arrives at a p o s i t i o n which constitutes the great

est defence and j u s t i f i c a t i o n of melodramma ( i n neo-classical 

terms) i n the eighteenth century. 

The basic assumption of the Estratto, then, i s that 

the word has a d e f i n i t e musical rhythm. By means of his 

i n t e r p r e t a t i o n of c l a s s i c a l culture, Metastasio attempts to 
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prove that the development of the natural rhythm of the word 

i n an a r t i s t i c whole does not s i g n i f y going against nature, 

nor the production of an a r t i f i c i a l form. On the contrary, 

i t s i g n i f i e s the creation of a legitimate work of a r t . 

In proposing t h i s n a t u r a l i s t i c j u s t i f i c a t i o n of the 

union of words and music, Metastasio appears to he attuned to 

the s c i e n t i f i c research of his time. Whether known to him or 

not, i n England there were a number of writers, philosophers 

and c r i t i c s who were exploring p r e c i s e l y t h i s problem. The 

surge of i n t e r e s t i n the arts which arose i n the mid-

eighteenth century l e d to a renewed study of the d e f i n i t i o n 

of the arts, t h e i r h i s t o r y and t h e i r s i m i l a r i t i e s and corre

spondences. In t h e i r investigations into the correspondences 

between the arts, these writers found p a r a l l e l s between poetry 

and music, e s p e c i a l l y since both these arts imitate or express 
8 2 2 

passions. Herbert M. Schueller divides these p a r a l l e l s 

into two categories. The f i r s t one comprises r e f l e c t i o n s 

upon the s p e c i f i c mediums or materials of the two arts; the 

second, upon t h e i r organization and composition.^ 

As for materials, i t was found that both poetry and 

music used p i t c h , measure and time, and that the d i v i s i o n of 

poetry into stanzas was similar to the d i v i s i o n of music into 

"musical s t r a i n s " . As far as organization and composition 

was concerned, i t was thought that the matter of poetry re

sembled harmony i n music, that poetic style was the equiva

lent of musical expression, and that the subject of poetry 

and music were_similar ?. pWhile' itcwas.* agreed that both music 
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and poetry had t h e i r origins i n man's need for expression, 

poetry was believed to be superior i n t h i s respect to music. 

Poetry appealed to the r a t i o n a l , while music, unarticulated 

expression i n sound, appealed to the i r r a t i o n a l , and needed 

the aid of words to be i n t e l l i g i b l e . Thus, while poetry was 

held to be the greatest of the i n d i v i d u a l arts because i t 

possessed both expressive and r a t i o n a l elements, the combina -

t i o n of poetry and music created a superior art form because 

i t joined the r a t i o n a l element of poetry to the purely expres

sive element of music. This art form--song—was r i c h e r i n 

expressive powers than either poetry or music alone. Among 

the exponents of these investigations were Charles Avison, 

Hildebrand Jacob, James Harris, the two John Browns, Daniel 

Webb, James Beattie, S i r William Jones, John Gunn, Archibald 

Alison, and Thomas Twining. 

Similar investigations wore i n progress i n France, 

esp e c i a l l y with reference to o p e r a . ^ Poetry and music were 

seen to have a basic a f f i n i t y a r i s i n g out of t h e i r common 

origins i n the history of mankind. Music was the unarticu

lated language and expression of passion. By appealing to 

the emotions d i r e c t l y , rather than to the i n t e l l e c t , music 

held more power over man, and was a more ef f e c t i v e form of 

expression than poetry. By the same token, however, i t was 

a more vague and i n d e f i n i t e means of communication than 

poetry. Consequently, music had need of words to c l a r i f y 

i t s meaning for the i n t e l l e c t . ' The union of music and poetry 

was thus the most e f f e c t i v e and most powerful expression at 
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man's disposal, since i t appealed both to the emotions and 

the i n t e l l e c t . Opera, i n consequence, was held to be a more 

intense and complete form of expression than each of i t s com

ponent arts by themselves. F r i e d r i c h Melchior Grimm could 

even conclude that opera was the highest art form. As Enrico 

Fubini contends, opera, for the Encyclopedists, was the re

f l e c t i o n , however pale and distorted, of the most authentic 
8 6 

and primitive expression of man. These speculations occu

pied the attention of such Encyclopedists as Jean-Jacques 

Rousseau, Denis .-.Diderot and F r i e d r i c h Melchior Grimm, as well 

as such French philosophers and writers as Jean-Baptiste Du 

Bos, Francois-Jean Chastellux, Laurent Garcin, and Bernard 

Germain Lacepede.^ 

The conclusions of these English and French i n v e s t i 

gations concurred with the n a t u r a l i s t i c j u s t i f i c a t i o n 

Metastasio proposed for the union of word and music. This 

b r i e f summary may help c l a r i f y the fact that, whether he 

availed himself of them or not, contributions coming from the 

t r a d i t i o n of French Cartesian rationalism and English empiri

cism could have provided Metastasio with a c r i t i c a l base for 

the development of h i s theories much broader than that a v a i l 

able to the la t e Renaissance commentators on music and poet-
. 8 8 ry.. 

So f a r we have examined Metastasio's concept of the 

nature of poetry and of i t s e s s e n t i a l l i n k with music, a 

concept which leads him to a c r i t i c a l j u s t i f i c a t i o n of melo

dramma. While i t i s true that as a dramatist Metastasio was 
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interested c h i e f l y i n the poetry or l i b r e t t o , he nevertheless 

held s p e c i f i c views on the nature of music and i t s function 
89 

as an accompaniment to poetry. 7 His most s i g n i f i c a n t com

ments on music are to be found i n the Estratto, and i n f i v e 

l e t t e r s : one to Johann Adolph Hasse, dated 20 October i7 k 9> 

two to Francois Jean Chastellux, dated 15 July 17&5 and 29 

January 1766, and two to Saverio Mattei, dated 5 A p r i l 1770 

and 9 July 1770. Scattered references can also be found i n 

other correspondence. 

In the Estratto, Metastasio reveals that l i k e most of 

hi s contemporaries, he regarded music as an imi t a t i v e art. 

Furthermore, he set out to prove through his i n t e r p r e t a t i o n 

of A r i s t o t l e the inherent r e l a t i o n s h i p between music and poet

ry that made t h e i r union i n the melodramma natural and nec

essary. In I767 he wrote to Daniel Schiebeler that he knew 
90 

of no poetry without music. I t i s important to r e a l i z e , 

however, that Metastasio regarded music from two d i f f e r e n t 

viewpoints. On the one hand, there i s the natural music of 

the word as i t i s i n f l e c t e d i n declamation. On the other, 

there i s the musical accompaniment, played on instruments. 

Ideally, f o r Metastasio, the instrumental accompaniment 

should match as c l o s e l y as possible the natural i n f l e c t i o n 

of the declamation, an i n f l e c t i o n which i n turn i s cl o s e l y 

linked to the meaning of the word. 

Although i n the Estratto Metastasio l i m i t s h i s explana

t i o n of declamation to the mechanical or physical, i t i s 

clear that he aspired to an expressive declamation. In his 
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l e t t e r o f 1749 t o Hasse, he o f f e r s ( a t Hasse's r e q u e s t ) d i r e c 

t i o n s on t h e c o m p o s i t i o n o f t h e music f o r A t t i l i o R e g o l o. He 

b e g i n s by d i s c l a i m i n g any r i g h t t o i n s t r u c t the famous com

p o s e r who t h r o u g h h i s music has i n f u s e d l i f e i n t o so many 

c o m p o s i t i o n s . H i g h p r a i s e i n d e e d , from^a poet l i k e M e t a s t a s i o . 

He c o n t i n u e s w i t h a d e s c r i p t i o n o f the c h a r a c t e r s i n A t t i l i o  

R e golo, and adds: 

Queste sono i n g e n e r a l e l e f i s o n o m i e che i o mi e r a 
p r o p o s t o d i r i t r a r r e . Ma v o i sapete che i l p e n n e l l o 
non v a sempre fedelmente su l e t r a c c e d e l l a mente. 
Or t o c c a a v o i , non meno e c c e l l e n t e a r t e f i c e che ; 
p e r f e t t o amico, l ' a b b i g l i a r e con t a l m a e s t r i a i m i e i 
p e r s o n a g g i che, se non d a ' t r a t t i d e l v o l t o , d a g l i 
o r n a m e n t i aimen® e d a l l e v e s t i s i a n o d i s t i n t a m e n t e 
r i c o n o s c i u t i . 

M e t a s t a s i o t h e n goes on t o speak about h i s c o n c e p t i o n o f the 

m u s i c a l accompaniment r e q u i r e d . He would l i k e t o have the 

r e c i t a t i v e s accompanied by i n s t r u m e n t s i n c e r t a i n p a s s a g e s , 

where t h e y would g i v e warmth t o an e m o t i o n a l l y charged speech 

by accompanying i t , by r e i n f o r c i n g i t , o r even, a t t i m e s , by 

r e m a i n i n g s i l e n t , t h u s a l l o w i n g t h e emotive power o f t h e word 

t o speak f o r i t s e l f . M e t a s t a s i o c o n c e i v e s t h e r o l e o f t h e 

i n s t r u m e n t s as one o f s u p p o r t f o r a c h a r a c t e r i n a drama. 

They must a n t i c i p a t e , a s s i s t and complement him i n h i s e x p r e s 

s i o n s o f doubt, r e f l e c t i o n and suspense. But the music must 

not t a k e t h e upper hand; i t must never cause the a c t o r t o 

w a i t i n h i s r e c i t a t i o n f o r the i n s t r u m e n t s t o ce a s e , l e s t 

t h e speech s h o u l d l o s e i t s e f f e c t i v e n e s s and the p o e t r y be 

l o s t i n t h e m u s i c a l s e t t i n g : 
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Tutto i l calore dell*orazione s'intepidirebbe, e 
gl.'istrumenti i n vece [ s i c ] di animare snerverebbero 
i l r e c i t a t i v o , che diverrebbe un quadro spartito, 
nascosto e affagate- n e l l a cornice, onde sarebbe piu 
vantaggioso i n t a l caso che non ne avesse. 

The poet also recommends a small "sinfonia" to accompany the 

entrance of A t t i l i o into the senate, with instrumentation 

i n t e r p r e t i n g the state of mind of Regolo who returns as a 
91 

slave to the place where once he had sat as consul. That 

the music should express the meaning of the words of the text 

was a common requirement demanded of i t by previous c r i t i c s 

of opera. Metastasio goes one step further i n asking that 

the music express the state of mind of the speaker, 
variando per a l t r o di movimenti e di modulazione, a 
seconda non gia. d e l l e mere parole, come fanno, 
credendo di fare ottimamente, g l i a l t r i s c r i t t o r i d i 
musica, ma a seconda bensi d e l l a situazione 
dell'animo d i chi quelle parole pronuncia. 

He also requests that the chorus be made a part of the drama, 

so that rather than being merely superfluous, i t becomes an 
92 

essential element of the tra g i c action. 
Prom t h i s l e t t e r one can see the emphasis Metastasio 

places on the r h e t o r i c a l function of the musical accompani

ment. The music must s t r i v e to strengthen the effectiveness 

of the poetry and i t s impact on the audience. One can also 

see Metastasio's obvious concern for the a r t i s t i c u n i t y of 

the work. A l l elements must work i n harmony for the most 

e f f e c t i v e representation of a dramatic s i t u a t i o n . But i n 

Metastasio's understanding, t h i s meant an organic union which 

would subordinate the music and the acting to the dramatic 



- 206 -

text. 

In the f i r s t l e t t e r to Chastellux we have an e x p l i c i t 

statement of Metastasio's attitude to the role of music i n 

drama. In reply to the French c r i t i c ' s claims for the su- • 

premacy of music, i n his Essai sur l'union de l a poesie et de  

l a musique (1765)» Metastasio writes: 

Quando l a musica, r i v e r i t i s s i m o signor cavaliere, 
aspira nel dramma a l l e prime p a r t i i n concorso d e l l a 
poesia, distrugge questa e se stessa. E un 
assurdo troppo solenne, che pretendano l e v e s t i l a 
p r i n c i p a l considerazione a gara d e l l a persona per cui 
sono f a t t e . 

In other words, the music of the opera should be composed "to 

f i t the poetry and be subject to the poetry. The arie di  

bravura, the frequent use of which was condemned by Chastellux 

himself, are the r e s u l t , i n Metastasio's opinion, of music's 

attempting to free i t s e l f from the supremacy of poetry. 

Ignoring characterization, pl o t , passion, meaning and reason, 

modern music sets out to fascinate by mere technical v i r t u 

o s i t y . And t h i s , continues Metastasio, i s the main cause of 

the decadence of the contemporary theatre. For i t i s not 

s u f f i c i e n t to please the ear of the spectator; one must also 

a f f e c t the mind and the heart of the spectator: 

I p i a c e r i che non giungono a f a r impressione su l a 
mente e sul cuore sono di corta durata, e g l i uomini, 
come corporei, s i lasciano, e vero, facilmente 
sorprendere dalle improvvise d i l e t t e v o l i meccaniche 
sensazioni, ma non rinunzian per sempre a l i a q u a l i t a 
di ragionevoli. 

In a l e t t e r to F a r i n e l l i , Metastasio echoes the above words: 
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Io quando sento cantare, non son contento di stupir 
solaraente, ma voglio che i l . c u o r e e n t r i a far parte 
d e ' p r o f i t t i d e l l *orecchie." 

Furthermore, Metastasio challenges Chastellux's opinion that 

the music i s the p r i n c i p a l i n t e r e s t i n the opera, asserting 

that his own melodrammi are more successful r e c i t e d than sung. 

He also questions whether the "best operatic music, separated 

from i t s l i b r e t t o , could stand the same test. In conclusion 

the poet suggests that i f the excesses of music currently i n 

vogue do not diminish, then drama should separate i t s e l f once 

and for a l l from i t s musical accompaniment to r e l y solely on 

the i n t e r n a l melody of poetry to achieve i t s e f f e c t s . 

In the second l e t t e r to Chastellux, Metastasio contin

ues his defence of poetry as the primary art i n the melodramma 

i n reply to the renewed defence of music i n i t i a t e d by 

Chastellux i n response to Metastasio's l e t t e r c i t e d above. 

Metastasio begins by admitting to the r h e t o r i c a l powers of 

music fun'arte ingegnosa, mirabile, d i l e t t e v o l e , i n c a n t a t r i c e, 

capace di produrre da se sola portenti"]. He q u a l i f i e s his 

remarks by writing that, i n union with poetry, music can not 

only express and imitate human sentiments, but also i l l u m i 

nate and enlarge a l l the emotions of the human heart. However, 

Metastasio thinks that contemporary musicians abuse the r i c h -

ness of music, freeing i t from i t s rel a t i o n s h i p with the word. 

In t h i s way, a passion d i f f e r e n t from that expressed by the 

poetry i s awakened i n the l i s t e n e r , leaving him confused and 

unable to appreciate more than the technical v i r t u o s i t y . 
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Metastasio condemns t h i s practice, because he fe e l s that the 

concept of the relat i o n s h i p of music and the word does not 

l i m i t the scope of the musician, for: 

Non essendovi passione umana che non possa essere 
vivamente espressa e mirabilmente adornata *da s i 
b e l l ' a r t e i n cento e cento diverse maniere, perche 
mai dovrassi s o f f r i r e l ' i n s u l t o che quasi a hello 
studio essi fanno senza necessita a l i a ragione? 

Metastasio then proceeds to place the seal of authority on 

his opinions by r e f e r r i n g to the practice of antiquity, known 

also to Chastellux, of having the music vary according to the 

sentiments expressed i n the drama. To Chastellux*s argument 

that there should be a republic of the arts i n which each 

art should function amicably i n perfect independence, 

Metastasio r e p l i e s that he prefers another form of government, 

that of a paternal supreme authority, for he cannot f a u l t the 

axiom that the simplest and l e a s t complex machinery l a s t s 

longest and i s the l e a s t imperfect. However, for the sake of 

argument, Metastasio examines the s i t u a t i o n to be found i n a 

republic. He reminds Chastellux that i n d i f f i c u l t times the 

Romans elected a dictator, and that when they f e l l into the 

error of d i v i d i n g this;absolute authority between Fabius and 

Minutius they ran the r i s k of destruction. The composition 

of a drama i s "a very d i f f i c u l t undertaking", according to 

Metastasio, and therefore needs a dict a t o r . He then proceeds 

to imagine the state of a f f a i r s with music as the "dictator": 

Ma s ' i n c a r i c h i e l l a [musica] i n t a l caso d e l l a s c e l t a 
del soggetto, dell'economia d e l l a favola; determini i 
personaggi da i n t r o d u r s i , i c a r a t t e r i e l e s i t u a z i o n i 
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loro; immagini l e decorazioni, inventi poi l e sue 
cantilene, e commetta finalmente a l i a poesia di 
scrivere i suoi v e r s i a seconda di quella. 

He concludes: 

E se r i c u s a di f a r l o perche di tante f a c o l t a necessarie 
all'esecuzione di'un dramma non possiede che l a sola 
scienza de'suoni, l a s c i l a d i t t a t u r a a chi l e ha tutte, 
e s u l l e tracce del raweduto Minucio confessi d i non 
saper comandare, ed ubbidisca. °-5 

Metastasio gives another i n d i c a t i o n that he considered 

his dramas as tragedies when he questions the v a l i d i t y of the 

French c l a s s i f i c a t i o n of musical drama as tragedie lyriq u e. 

He claims that i n antiquity, the fact that a tragedy was ac

companied by music did not create a separate c l a s s i f i c a t i o n . 

In spite of the emphasis he placed on music i n the Estratto 

i n his discussion of A r i s t o t l e ' s q u a l i t a t i v e parts of tragedy, 

i n the l e t t e r to Chastellux Metastasio contends that A r i s t o t l e 

l i s t s music as one of the six components of tragedy, and i t s 

presence i n a drama does not lend i t any special weight. 

Therefore: 

Se i n cotesto teatro l i r i c o s i rappresenta un'azione, 
se v i s i annoda, se v i s i s c i o g l i e una favola, se v i 
sono personaggi e c a r a t t e r i , l a musica e i n casa 
a l t r u i , e non v i puo far da padrona.° 

In other words, Metastasio aimed at a melodramma which, 

rather than being a complex union of two autonomous arts, was 

above a l l a work of poetry to which c e r t a i n other arts were 

subject i n order to contribute to i t s embellishment and to 

create a u n i f i e d spectacle. A l l that he asked of music was 
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that i t enhance the melody?already inherent i n the words. 

But the music of the second h a l f of the eighteenth century 

was moving away from Metastasio's i d e a l , a fact that he 

c l e a r l y recognized and lamented. 

In the f i r s t l e t t e r to Mattei, w r i t t e n — i t i s true — 

with a d i f f e r e n t purpose from the l e t t e r s to Chastellux, 

Metastasio states that music i s i n fact subject to taste and 

i s , as a r e s u l t , i n a constant state of change. When asked 

to judge the r e l a t i v e merits of ancient and modern music he 

declares i t d i f f i c u l t , because he has no c e r t a i n c r i t e r i a on 

which to base an opinion. Metastasio i s dealing here with 

music i n general, and shows a c e r t a i n unwillingness to make 

any q u a l i t a t i v e judgements on the respective merits of modern 

music and of ancient music as he conceived i t . However, i n 

so f a r as the progress of operatic music i s concerned there 

i s no doubt where hi s preferences l i e , and he holds the change 

i n t h e a t r i c a l music responsible for the change i n music i n 

generals 

II teatro e i l trono d e l l a musica. I v i spiega essa 
t u t t a l a pompa del l e i n c a n t a t r i c i sue f a c o l t a , ed i n d i 
i l gusto regnante s i propaga nel popolo. 

For, as the improved acoustics of the smaller modern theatres 

favoured the development of greater v i r t u o s i t y i n the singers, 

music became more contrived and decorative. Metastasio also 

provides an answer to the e a r l i e r c r i t i c s of opera who had 

proposed the c l a s s i c a l i d e a l of the poet-musician as creator 

of sung tragedy: 



[c]oncludo che l a musica a l l o r a dovesse esigere molto 
minore studio d e l l a nostra, n e l l a quale per divenir 
mediocre a r t i s t a convien che a l t r i impieghi l a met a 
d e l l a v i t a , e 'che fosse per conseguenza piu. semplice.97 

The second l e t t e r to Mattei amplifies Metastasio's 

thoughts on the theatre as the arbiter of the fate of music, 
9 8 

responsible for the changes i n modern music. These opin

ions point to the f a c t that for Metastasio music was insepa

rable from the word, and that he was unable to appreciate the 

new symphonic music that was f l o u r i s h i n g around him. Vienna 

was a centre for the new musical tendencies; Gluck had already 

composed hi s reform-operas Orfeo (1762) and Alceste (1767). 

Metastasio meanwhile inveighed repeatedly i n his l e t t e r s 

against symphonic music: 
I musici invece di rappresentare e parlare i n musica 
suonano sinfonie con l a voce, e l e parole con questo 
s t i l e sono divenute affatto i n d i f f e r e n t ! , 

he writes to an unnamed poet, adding that the impresarios no 
9 9 

longer seem to need the l i b r e t t i s t . ' 

There are several references to Gluck and h i s music 

i n Metastasio's correspondence. The f i r s t , i n 1748, records 

that Metastasio's Semiramide enjoyed great success i n spite 

of Gluck's insufferable and barbaric score ["a dispetto d'una 

musica arcivandalica insopportabile. "[j-*- 0 0 The second r e f e r 

ence announces to F a r i n e l l i that Gluck writes music with a 
• 101 

marvellous but insane ardour. Another.letter to F a r i n e l l i 

describes Gluck's music i n u n f l a t t e r i n g terms: 
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[L]a musica e del Gluck maestro di cappella boemo, a 
cui l a v i v a c i t a , l o strepito e l a stravaganza ha [sicO 
servito di merito i n piu d'un teatro d'Europa. 

Again with reference to Gluck, a passage from Metastasio*s 

l e t t e r to Count Bolognini dated 7 February 1776 i s of special 

i n t e r e s t for i t s judgement of the supposed r i v a l r y between 

the two operatic factions; i t also reveals Metastasio's 

unwillingness to become involved i n polemics: 

L'Autor dell'Alceste potrebbe creder miei i p a r e r i 
poco favorevoli intorno a l suo dramma, e dolersene: 
i l che sommamente mi rincrescerebbe; tanto piu ch'io 
non credo che mi convenga q u e l l a v i t t o r i a che mi s i 
a t t r i b u i s c e n e l l a supposta emulazione: poiche l'Autore 
l ' a visibilmente e v i t a t a adottando a bel l o studio 
n e l l a sua Alceste i l genio tragico piu funesto: 
c a r r i e r a diametralmente opposta a l i a mia, e che esclude 
ogni comparazione.1°3 

Metastasio's favourite composers, besides Hasse, were 

the p r a c t i t i o n e r s of the Neapolitan school of opera, Leo, 

V i n c i , and the early Jommelli, who practiced a l i g h t , m e l l i -

flous style i n accordance with Metastasio's i d e a l of music. 

Their strength was melody, enhancing the voice. But 

Metastasio's "adorabile Jomella" allowed himself to be i n f l u 

enced by the trends of the new German school, a change which 

Metastasio lamented. Thanking Jommelli f o r two new arias 

that he had sent him, Metastasio writes i n 17^5 '• 

Confesso, mio caro Jomella, che questo s t i l e m'imprime 
r i s p e t t o per l o s c r i t t o r e ; ma v o i , quando v i piace, 
ne avete un a l t r o che s'impadronisce subito del mio 
cuore senza bisogno delle r i f l e s s i o n i d e l l a mente. 

Metastasio begs of h i s fr i e n d not to abandon the old style i n 
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which he had no r i v a l s . He admits that i n the new style 

Jommelli s t i l l succeeds from time to time i n expressing pas

sions, hut Metastasio f e e l s that the orchestration interrupts 

the voice too frequently, and thus disperses whatever emotion 

may have been awakened i n the l i s t e n e r . Metastasio concludes 

that i n t h i s new style Jommelli neglects h i s talent as a pro

digious magician, i n favour of a reputation as a master of 

musical technique. 

I t i s well-known that the importance given to the a r i a 

was generally blamed for the decadence of I t a l i a n opera i n 

the eighteenth century. Yet Metastasio hastens to defend i t s 

existence, claiming that the o r i g i n of both a r i a and r e c i t a 

t i v e may be found i n ancient Greek tragedy. In a l e t t e r to 

Daniel Schiebeler, who had requested from Metastasio musical 

dramas without arias, he wrote: 

Le diro solo succintamente ch'io non conosco poesia 
senza musica; che l e nostre arie non sono inventate 
da noi; che i Greci cambiavano anch'essi di t r a t t o i n 
tratt o l a misura de'versi . . .; che a seconda delle 
passioni davano occasione a q u e l l a musica periodica 
che distingue I ' a r i a dai resto . . . come s i 
distinguono ora l e arie d a ' r e c i t a t i v i . ~ - P 

Metastasio does not make the very common and over-simplified 

a t t r i b u t i o n of the a r i a and the r e c i t a t i v e to the mode used 

by the chorus and by the single actors respectively i n Greek 

tragedy. Wijth his r e f i n e d i n t e r e s t i n the metrecand rhythm 

of the poetic l i n e , and his excellent knowledge of the c r i t 

i c a l t r a d i t i o n , he attributes to each an equivalent i n Greek 

tragedy based on i t s verse form. He does not r e l y exclusively 
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on A r i s t o t l e ' s Poetics to support his premise concerning the 

Greek o r i g i n of the two forms of poetic expression i n the 

melodramma, hut u t i l i z e s also the Problems, as well as the 

more recent evidence from the research of the scholarly 

Saverio Mattei who had discovered the existence of not only 

arias but also duets and t r i o s i n Greek tragedy."1"0^ 

In the l e t t e r to Schiebeler, Metastasio admits that 

modern composers tend to create too great a difference between 

arias and r e c i t a t i v e , but he continues: 

[N]on credo che debbasi riformare l a maniera d i 
scrivere i n grazia d'un abuso che a lungo andare 
dovra senza f a l l o essere riformato d a l l a natura: l a 
quale expellas furca tamen usque recurrit.1 ° 7 

In h i s own works, however, Metastasio attempts to make his 

arias flow l o g i c a l l y from the natural consequence of the r e c i 

tative-, j , thus" attempting to abolish the f a u l t of which 

Marcello had so eloquently complained i n the Teatro a l i a moda. 

In a recent a r t i c l e , Raymond Monelle offers an explanation of 

the manner i n which Metastasio succeeded i n r e c o n c i l i n g the 

problem of the a r i a and i t s musical embellishments without 

destroying the a r t i s t i c unity of his work. Using as an i l 

l u s t r a t i o n the opera Ezio i n i t s 1755 Dresden setting by 

Hasse, Monelle studies a t y p i c a l group of scenes containing 

f i v e e x i t arias, leading to a change of stage setting. In 

his examination of each, he draws the conclusion that the 

"two most dramatic arias are i n the middle: they are bordered 

by two other arias, connected with -the action but i n e s s e n t i a l ; 

and the f i n a l a r i a i s a superfluous adornment, a pastoral 
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c l i c h e . " In studying the musical accompaniment of the same 

f i v e arias, Monelle observes that the most emotional dramatic 

text i s accompanied by the l e a s t independent music (that i s , 

most c l o s e l y r e f l e c t i n g the meaning of the words, and allow

ing the poetic text,to dominate), while the musical accompa

niment of the two i n e s s e n t i a l arias i s more independent of the 

text and more ornamental. The f i n a l a r i a , "since i t has no 

connections with the action . . . [places] the whole emphasis 

. . . on the music, esp e c i a l l y the singer's roulades." On 

the basis of t h i s study, therefore, Monelle concludes that the 

works of Metastasio, "consistent and inevitable i n themselves, 

were also calculated to provide composer and performers with 
108 

every chance to display t h e i r wares. . . . " I t would be 

t h i s a b i l i t y to reconcile a r t i s t i c p r i n c i p l e s with popular 

taste which accounts for the renown enjoyed by Metastasio 

among both public and l i t e r a r y c r i t i c s . On the strength of 

what he considers Metastasio's knowledgeable handling of the 

melodramma and i t s musical accompaniment, Monelle pleads for 

a reappraisal of Metastasian opera on the part of musicolo

g i s t s to p a r a l l e l the r e h a b i l i t a t i o n of Metastasio as a poet 
. . 109 

already carried out by I t a l i a n c r i t i c s . 

That Metastasio was es p e c i a l l y concerned with the r e c i -

tativ.e.secah be seen from the correspondence to those involved 

i n the performance of his dramas. In a l e t t e r to F a r i n e l l i 

he warns that the r e c i t a t i v e s must be well rehearsed i n order 
110 

for everything to go as i t should. From a study of h i s 

l i b r e t t i , we can conclude that Metastasio did indeed succeed 
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i n giving equal importance to the a r i a and the r e c i t a t i v e , 

and i n imparting to each i t s own function: to the l a t t e r , 

that of carrying the story forward i n a clear and r a t i o n a l 

manner, preparing the dramatic tension which the arias, ex

pressing passion and sentiments, proceed to resolve. In t h i s 

way, as Luig i Ronga claims, Metastasio imparted a balanced 

coherence to the r e c i t a t i v e and a r i a , thus harmonizing the 

exigencies of eighteenth-century rationalism with those of 
: 111 1 

eighteenth-century s e n s i b i l i t y . 

In Metastasio's view the l i b r e t t i s t obviously q u a l i 

f i e s as a poet and dramatist. Again and again he applies the 

poetic precepts established by A r i s t o t l e i n the Poetics to h i s 

own melodrammi. However, his conception of the dramatic poet 

i s at variance with A r i s t o t l e ' s . F i r s t of a l l , because * 

Metastasio considers a l l aspects of the drama to f a l l within 

the purview of the poet. An examination of his writings 

reveals that he thought constantly of his works as creations 

to be performed on the stage. He thus disagrees with the 

sixth chapter of the Poetics i n which A r i s t o t l e places the 

question of the stage decorations beyond the concern and ju

r i s d i c t i o n of the poet: 

[o]ggi che, c o l favore de'cambiamenti di scena, 
possiam noi scaricar g l i spettatori dai peso di 
f i g u r a r s i i p a r t i c o l a r i d i v e r s i luoghi necessari 
a l l e azioni subalterne, parmi obbligo indispensabile 
del poeta 1'immaginarle ed il'comunicarne l e idee 
a g l i a r t e f i c i d e s t i n a t i ad eseguirle.H2 

Trained i n h i s youth i n perspective and mechanics by Gregorio 
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C a l o p r e s e , M e t a s t a s i o i n c l u d e d v e r y s p e c i f i c s t a g e d i r e c t i o n s 

i n h i s l i b r e t t i , g i v i n g d e t a i l e d d e s c r i p t i o n s o f c o s t u m e s and 

p r o p e r t i e s , and e v e n p r o v i d i n g s k e t c h e s o f t h e s c e n e r y . He 

j u s t i f i e d t h e s e d i r e c t i o n s by c l a i m i n g t h a t t h e y were n o t 

i n t e n d e d t o i n f r i n g e i n any way upon t h e c r e a t i v i t y o f t h e 

s t a g e - d e s i g n e r s , b u t to: make c l e a r t h e need s o f t h e p l a y i n 

o r d e r t h a t i t be p e r f o r m e d t o a d v a n t a g e , [ " p e r c h e l e a z i o n i 
113 

r i m a n g a n o c h i a r e , d e c e n t i e v i s i b i l i . " ] B e c a u s e o f h i s 

i n t e r e s t i n t h e s t a g i n g o f h i s dramas, h i s knowledge o f t h e 

t e c h n i q u e s , and h i s i n s i s t e n c e t h a t t h e s t a g i n g be s u b j e c t 

to t h e s t o r y and t h a t i t s h o u l d he d e c i d e d by t h e p o e t , 

M e t a s t a s i o was c l e a r l y ahead o f h i s t i m e . A r t e a g a a l r e a d y 
r e c o g n i z e d h i s c o n t r i b u t i o n t o t h e d e v e l o p m e n t o f s t a g e 

114 

d e c o r . M e t a s t a s i o a l s o showed t h e same i n t e r e s t n o t o n l y 

i n t h e m u s i c a l accompaniment, b u t a l s o i n t h e a c t o r - s i n g e r s 

who p e r f o r m e d h i s works, g i v i n g d i r e c t i o n s on t h e n a t u r e o f 
115 

t h e c h a r a c t e r i z a t i o n s and t r a i n i n g s i n g e r s h i m s e l f . J 

C r i t i c a l t r a d i t i o n h e l d t h a t i n c l a s s i c a l a n t i q u i t y 

t h e d r a m a t i c p o e t was a l s o a m u s i c i a n . Ronga s u g g e s t s t h a t 

M e t a s t a s i o w i s h e d t o be a b l e t o r e - c r e a t e t h a t d o u b l e r o l e . ^ ^ 

The l i b r e t t i s t h ad s t u d i e d u n d e r P o r p o r a , he had composed 

some m u s i c , and he was a b l e t o j u d g e b o t h t h e q u a l i t y o f t h e 

m u s i c s e t t o h i s v e r s e s , a s w e l l a s t h e q u a l i f i c a t i o n s o f t h e 
117 

m u s i c i a n s who w r o t e t h e accompaniments t o h i s dramas. H i s 

kno w l e d g e o f m u s i c was u n d o u b t e d l y o f g r e a t a d v a n t a g e t o him 

i n t h e c o m p o s i t i o n o f h i s l i b r e t t i . Ronga c l a i m s t h a t 

M e t a s t a s i o c h o s e h i s words and w r o t e h i s v e r s e s w i t h t h e p u r -
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pose of anticipating, guiding and c o n t r o l l i n g the subsequent 
118 

composition of the musical accompaniment. This was as 

close as Metastasio could come to achieving the fusion of 

poet and musician. 

Both for p r a c t i c a l and aesthetic reasons, then, 

Metastasio strove to preserve the a r t i s t i c coherence of the 

production as a whole. Nevertheless, while he would never 

have considered himself a hybrid poet, he was aware of the 

external circumstances which could a f f e c t h is works. There

fore he was prepared to adapt and modify arias and entire 

l i b r e t t i when required, a l b e i t r e l u c t a n t l y . As usual, he 

found j u s t i f i c a t i o n for concessions made to external exigen

cies i n the practice of the ancients: 
E v i s i b i l e che alcuni avvertimenti d'Orazio non 
riguardano l ' a r t e necessaria ad uno s c r i t t o r e per 
rendere p e r f e t t a i n se stessa l a sua tragedia; ma 
g l i raccomandono bensi l a giu d i z i o s a cura di adattarla 
ad alcune estrinsiche accidentali circostanze che 
possono t a l v o l t a decidere d e l l a sua fortuna: come 
all'opportunity de'luoghi, a i costumi ed a l l e opinion! 
del popolo ed a l comodo degli a t t o r i , dove, innanzi 
a cui, e da'quali dovra essere rappresentata. 1 9 

The importance placed by the poet on r h e t o r i c a l com

ponents i n drama shows that the audience played a large role 

i n his concept of theatre. The duty of the good poet, i n 

Metastasio's opinion, i s to give pleasure. But the ob l i g a t i o n 

of the poet as a good c i t i z e n , i s to use his talents to the 

advantage of society. In other words, he adheres to the 

Horatian i d e a l of combining u t i l i t y and pleasure [~insegnar  

dilettando]. Thus Metastasio stresses the obvious fact 
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that drama i s aimed at an audience. However, he disagrees 

with Dacier's claims that poets should write only for the 

e l i t e . Metastasio*s audience i s the general public which he 

c a l l s the majority of the republic, and the most needy of 

being taught. As a reinforcement of his own opinion, he 

quotes from A r i s t o t l e ' s P o l i t i c s on the value of the general 

populace as judges of music and poetry. He elaborates: 

Ed i n f a t t i , ove ben s i ragioni, i l voto del popolo, 
a riguardo d e l l a poesia, e d'un peso indubitamente 
molto piu considerabile che a l t r i non crede. II 
popolo e per 1' o r d i n a r i o . i l men corrotto d'ogni a l t r o 
giudice. Non seduce i l suo giudizio r i v a l i t a 
d'ingegno, non ostinazione di scuola, non confusione 
d ' i n u t i l i , d i f a l s i , d i male i n t e s i o male a p p l i c a t i 
p r e c e t t i , non v o g l i a di far pompa d'erudizione, non 
malignita contro i moderni, mascherata d ' i d o l a t r i a 
per g l i a n t i c h i , ne alcun a l t r o de'tanti velenosi 
a f f e t t i del cuore umano, fomentati, anzi bene spesso 
prodotti d a l l a dottrina, quando non giunge ad esser 
sapienza. 

With these words Metastasio struck at the erudite c r i t i c s who 

judged works of art on the basis of prejudiced or s t e r i l e 

precepts. The true judges were the common people who r e l i e d 

on t h e i r emotions: 

Legge ed ascolta i l popolo i poeti unicamente per 
d i l e t t a r s i : non se ne compiace se non quando sente 
commoversi: e benche s'inganni i l piu d e l l e volte 
quando pretende d i spiegar l e cagioni del suo 
compiacimento, non s'inganna percio i n l u i giammai 
l a natura, quando s i risente a l l ' e f f i c a c i a de'non 
conosciuti impulsi che l'han commossa.^^l 

The melodramma was the popular theatre of the eighteenth 

century. Wifch h i s defence of the powers of discernment i n 

herent i n the people who made up the majority of his audi-

http://ordinario.il
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ences, Metastasio provided, a further p r a c t i c a l j u s t i f i c a t i o n 

of melodramma against the p o n t i f i c a t i o n s of l i t e r a r y c r i t i c s . 

Thus, i n his l e t t e r s and c r i t i c a l writings, Metastasio 

presents melodramma as an a r t i s t i c form based on c l a s s i c a l 

i d e a ls of organic unity, s t y l i s t i c excellence, and harmony. 

This defence of melodramma on c r i t i c a l grounds constitutes 

Metastasio's highly o r i g i n a l contribution to the long and 

complex eighteenth-century polemic against the cattivo gusto 

of the Baroque", with i t s lack of taste and i t s i r r a t i o n a l i t y . 

In the process, Metastasio displays a very impressive know

ledge of the c r i t i c a l t r a d i t i o n which passes from the c l a s s i c s 

through the Renaissance and the Baroque period to his contem

poraries. Scholars recognize that to a large degree Metastasio 

owed his c l a s s i c a l education to Gravina. They also recognize 

that Gravina's patronage led to r e s u l t s i n Metastasio as a 

poet that were probably quite d i f f e r e n t from those anticipated 

by his protector. However, i t has not been f u l l y appreciated 

by eighteenth century scholars that Gravina's teachings also 

formed a Metastasio who was a c r i t i c and t h e o r i s t i n his own 

r i g h t . For Gravina, tragedy was the supreme genre, and i t 

was natural f o r him to encourage the young Metastasio to per

fe c t his poetic talents as a tragedian. As i t transpired, 

Gravina's pup i l turned to melodramma, yet he used the c r i t i c a l 

background acquired from his f i r s t teacher to defend the 

genre of which Gravina did not e n t i r e l y approve. 

It i s appropriate at t h i s point to r e f e r b r i e f l y to 
122 

Carlo Goldoni, the other great eighteenth-century dramatist. 
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Though his contributions to the body of c r i t i c a l l i t e r a t u r e 

on melodramma are minimal, he l e f t some personal appraisals 

of Metastasio's accomplishments i n the genre, as well as some 

observations on the eighteenth-century musical theatre i n gen

eral.; For t h i s reason, a succinct examination of Goldoni's 

attitudeeto melodramma i s in-place at the end of a chapter 

on Metastasio. 

Goldoni's admiration for the Imperial poet was, i n fact, 

considerable. Indeed, i n his Memoires, he r e c a l l s how as a 

c h i l d he had dreamt of following i n Metastasio's footsteps 

as a pupil of Gravina: 

Ah! s i je pouvois devenir l ' E c o l i e r de Gravina, 
1'homme l e plus i n s t r u i t en b e l l e s - l e t t r e s , et l e 
plus savant dans l ' A r t Dramatique . . . Dieu! s ' i l 
me prenoit en a f f e c t i o n comme i l avoit p r i s Metastase! 
n'ai-je pas aussi des dispositions, du talent, du 
genie?123 

Subsequently, i n the dedication of h i s comedy Terenzio to 

Metastasio, Goldoni acknowledges Metastasio's supremacy as 

a dramatic poet: 

Voi, che occupato avete i l primo seggio d e l l a 
Drammatica Poesia; Voi che 1'avete resa cotanto 
amabile, adornandola di nuove grazie, senza punto 
scemarle l a maesta. sua conveniente: Voi i n somma 
[ s i c ] che i l primo siete d i quei che furono e l o 
sarete per molti s e c o l i d i quei che suecederanno.1^4-

Goldoni goes on to acclaim Metastasio for his reform of melo

dramma, and for having raised t h i s type of drama above other 

dramatic compositions. The praise of Metastasio i s not simply 

that of a conventional dedication. Throughout his long and 
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active l i f e as a playwright, Goldoni had held Metastasio i n 

high esteem. The dedication to Terenzio was written i n 175k. 

Thirty-three years l a t e r , at the age of eighty, Goldoni r e i t 

erated his opinion of Metastasio as a reformer of melodramma, 

commending his characterizations, and his knowledge of the 
125 

human heart. ^ On a p r a c t i c a l l e v e l , Goldoni expressed his 

admiration for Metastasio by attempting to emulate him. One 

of Goldoni*s f i r s t ventures into theatre was as the dire c t o r 

of two amateur adaptations of Metastasio's Didone and Siroe. 

For h i s f i r s t opera s e r i a e n t i t l e d Amalassunta, he drew his 

i n s p i r a t i o n from Metastasio's Didone and I s s i p i l e . He subse

quently wrote s i x other opere serie i n the Metastasian : ^ ... 
r : 1 2 6 mold. 

However, Goldoni's fortune with the Amalassunta, as 

well as l a t e r t h e a t r i c a l experiences, led him to r e a l i z e that 

his talent l a y elsewhere, and he eventually 'dedicated himself 

to the reform of I t a l i a n comedy. Nevertheless, when he f i r s t 

considered a career i n the theatre, i t was to opera that he 

turned. His candid admission that the choice was motivated 

by the knowledge that i n the theatre only opera l i b r e t t i 

would bring him adequate f i n a n c i a l remuneration, serves to 

i l l u s t r a t e again the preeminence of opera i n eighteenth-
127 

century theatre. In fact, while pursuing a successful 

career as a writer of comedies, Goldoni maintained an involve

ment with melodramma. He continued to rework the texts of 

other l i b r e t t i s t s , and among his minor works are f i f t y - s i x 

books for comic operas. In 1756, with the composition of 
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t h r e e c omic melodrammi, G o l d o n i p a r t i c i p a t e d i n t h e a t t e m p t 

t o r e v i t a l i z e o p e r a i n Parma, I n 1760, N i c o l a P i c c i n n i com

p o s e d a new s c o r e f o r one o f t h e s e l i b r e t t i , L a buona „~ 

f i g l i u o l a , w i t h f a r - r e a c h i n g r e s u l t s f o r t h e d e v e l o p m e n t o f 

c o m i c o p e r a . Thus, w h i l e G o l d o n i ' s a m b i t i o n i n m u s i c a l 

drama had o r i g i n a l l y t e n d e d t o w a r d s o p e r a s e r i a and t h e 

e m u l a t i o n o f M e t a s t a s i o , i t was i n c o m i c o p e r a t h a t he l e f t 
, . . 128 h i s mark. 

I n h i s w r i t i n g s , G o l d o n i d i s p l a y s t h a t ambiguous a t 

t i t u d e t o w a r d s o p e r a t h a t was p r e v a l e n t d u r i n g a l a r g e p a r t 

o f t h e e i g h t e e n t h c e n t u r y . Though he a t t e m p t e d t o e m u l a t e 

M e t a s t a s i o , and t h o u g h he s o u g h t Z e n o ' s s u g g e s t i o n s and a s s i s t -
129 

. ance i n t h e c o m p o s i t i o n o f melodramma, G o l d o n i ' s c r i t i c a l 

o p i n i o n o f o p e r a i n g e n e r a l was n o t h i g h . I n t h e d e d i c a t i o n 

o f T e r e n z i o , he p r o v i d e s a s u c c i n c t h i s t o r y o f melodramma, 

c l a s s i f y i n g t h e dramma p e r m u s i c a as an i r r e g u l a r c o m p o s i t i o n 

unknown t o A r i s t o t l e , H o r a c e and o t h e r a n c i e n t d r a m a t i c theo.'-

r i s t s . He g i v e s h i s own v e r s i o n o f t h e e i g h t e e n t h - c e n t u r y 

commonplace c o n c e r n i n g t h e s u p p o s e d o r i g i n s o f o p e r a : i n h i s 

v i e w , t h e sung c h o r u s o f a n c i e n t G r e e k t r a g e d y i n s p i r e d 

l o v e r s o f n o v e l t y t o s e t t h e e n t i r e drama t o m u s i c , t h u s 

d e p r i v i n g i t o f i t s t r a g i c t o n e . G o l d o n i a p p a r e n t l y i g n o r e s 

t h e o p e r a s o f t h e C a m e r a t a and M o n t e v e r d i ' s m a s t e r p i e c e s , f o r 

he must be r e f e r r i n g t o l a t e r s e v e n t e e n t h - c e n t u r y o p e r a s when 

he d e f i n e s t h e f i r s t melodrammi as works so i m p e r f e c t t h a t 

t h e y w o u l d be b e t t e r d e s c r i b e d by t h e t e r m f a r c e s . However, 

he p r a i s e s Z e n o ' s l i b r e t t i , and e m p h a s i z e s M e t a s t a s i o ' s 
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e f f o r t s to perfect the form. Goldoni i s very perceptive i n 

his a t t r i b u t i o n of Metastasio's success to the musicality of 

his language: 

Grande obhligazione v i hanno i Compositorl di Musica, 
poiche l e dolcissime a r i e t t e vostre, che sono ;0 
a l t r e t t a n t i elegantissimi Madrigali, cantano, s i pud 
dire, da per se stesse, e svegliano talmente l a 
fant a s i a del Maestro, ch'egli con poco studio puo 
f a r s i onore grandissimo. 

He also r e a l i z e s that the apparent s i m p l i c i t y of Metastasio's 

style i s deceptive; that i t i s , i n fact, so f i n e l y tuned that 
130 

changing a single word would destroy the e f f e c t . J Goldoni 

recognizes the l i t e r a r y merits of Metastasio's l i b r e t t i , 

asserting that, although the music may not be excellent, t h e i r 

high i n t r i n s i c q u a l i t y s a t i s f i e s the audience. This statement 

reveals Goldoni's e s s e n t i a l l y l i t e r a r y concept of opera. No

where i n h i s writings does he investigate the nature of the 

union of words and music i n melodramma. However, as a play

wright and l i b r e t t i s t , he was well-versed i n the p r a c t i c a l 

aspects of opera production. The following revealing phrases 

are to be found among the praises of Metastasio's dramas i n 

the dedication of Terenzio: 
Ma quante volte ho dovuto compiangere i l destino d e l l e 
opere vostre, da A t t o r i barbari maltrattate! Qual 
compassione non mi faceva vedere un vecchio panciuto 
sostenere l a soavissima parte di Alceste; un burattino 
sguaiato q u e l l a di Jarba, ed una preziosa i n d u r i t a 
rappresentare Cleofide.131 

The dedication i s a curious mixture of acclaim for Metastasio 

as a l i b r e t t i s t , and acknowledgement of the imperfections of 
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t h e g e n r e . I n t h e words q u o t e d above, G o l d o n i e x p r e s s e s two 

o f t h e most f r e q u e n t c r i t i c i s m s l e v e l l e d a t o p e r a . On t h e 

one hand, t h e G o l d o n i who s t r o v e f o r more r e a l i s m on t h e 

s t a g e s h r a n k f r o m t h e l a c k o f v e r i s i m i l i t u d e i n t h e c h o i c e 

o f a c t o r s f o r o p e r a , where t h e v o i c e h e l d sway o v e r p h y s i c a l 

a p p e a r a n c e . On t h e o t h e r hand, he a l s o c r i t i c i z e d t h e g e n e r 

a l l a c k o f a c t i n g a b i l i t y d i s p l a y e d hy t h e s i n g e r s . I n 

L ' i m p r e s a r i o d e l l e Smirne., a comedy w r i t t e n i n 17^0, whose 

t i t l e and theme a r e r e m i n i s c e n t o f M e t a s t a s i o ' s L ' i m p r e s a r i o  

d e l l e C a n a r i e , G o l d o n i p r e s e n t e d a s p i r i t e d and w i t t y s a t i r e 

o f t h e f o i h l e s o f an o p e r a company, and o f t h e s c a n t i n t e r e s t 
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shown by t h e p e r f o r m e r s i n t h e i r a r t . y Amusing t h o u g h i t 

i s , t h e comedy adds n o t h i n g new t o t h e c r i t i c i s m o f o p e r a . 

A l t h o u g h he l a u d e d t h e r e f o r m s t h a t Zeno and M e t a s t a s i o 

had wrought i n t h e i r own l i b r e t t i , G o l d o n i r e c o g n i z e d t h a t 

melodramma was f a r f r o m b e i n g a p e r f e c t a r t fo r m . As f a r as 

h i s own o p e r e s e r i e were c o n c e r n e d , he w r o t e t h a t he a l l o w e d 

t h e a c t o r s t o r e f e r t o them as t r a g e d i e s , b u t he added d i s e n -

c h a n t e d l y t h a t he knew o t h e r w i s e : 

Io m o r i v a d i v o g l i a d i m e t t e r mano a i c a r a t t e r i v e r i , 
e d i t e n t a r l a r i f o r m a c h ' i o d i v i s i v a ; ma non e r a 
a n c o r a v e n u t o i l tempo, e ho d o v u t o c o n t e n t a r m i 
p a s s a b i l m e n t e n e g l ' I n t e r m e z z i , e d i f a r e a l c u n e d i 
q u e l l e Opere s c e n i c h e , c h ' i o l a s c i a v a d a i c o m i c i 
c h i a m a r T r a g e d i e ; ma s a p e v a i n c o s c i e n z a , che non 
p o t e a n o p a s s a r p e r t a l i . 1 3 3 

I n t h e Memoires, he r e c o u n t e d h i s f i r s t e x p e r i e n c e w i t h m e l o 

dramma, and g i v e s a d e s c r i p t i o n o f t h e r e a d i n g o f h i s i l l -

f a t e d A m a l a s s u n t a . Some o f h i s c u l t u r e d f r i e n d s h a d p r e v i -
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ously praised i t as a good tragedy, though not as a suitable 

vehicle for opera. Undaunted, Goldoni had set o f f for Milan 

i n the hope of having i t performed i n that c i t y . By way of 

a preview, he read h i s work at a salon frequented by people 

from the t h e a t r i c a l world who soon grew r e s t l e s s . Taken 

aside by one of the theatre directors, Goldoni was instructed 

i n the conventions of opera, h i s f i r s t lesson being that 

opera must not be written according to the precepts of trag

edy. The l i s t of rules for melodramma that follow re f e r 

mainly to the number and types of a r i a to be used for each 

act. While they are commonplace, they reveal, nevertheless, 

the petty i n t e r e s t s of the opera company and the utter d i s 

regard of a r t i s t i c p r i n c i p l e s . Disgusted, Goldoni f l e d the 

gathering and returned to his rooms where he angrily burnt 
• 13' 

the offending text, vowing never again to write melodrammi. 

Circumstances i n fact l e d him to opera again; however, when 

Goldoni writes of his l i b r e t t i , i t i s generally with a degree 

of condescension or scorn. Invariably, i f the opera was 

successful, he attributes the success either to the music, 

or the spectacle, or the singers, claiming that the l i b r e t t o 

has l i t t l e merit. In the s p e c i f i c case of Gustavo I re di  

Svezia ( 1 7 K 0 ) , Goldoni reports i n a matter-of-fact tone that 

the l i b r e t t o could not expect so good a reception as any of 

Metastasio's.^5 Goldoni's attitude i s summed up i n his re

marks on the f i r s t performance of Gustavo I: 
[M]on Opera fut donne; l e s Acteurs etoient bons, l a 
musique excellente, l e s b a l l e t s f o r t s gais; on ne 
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disc-it r i e n du Drame; je me tenois derriere l e 
rideau; je partageois l e s applaudissernents qui ne 
m 1appartenoient pas; et je d i s o i s , pour me t r a n q u i l l i s e r , 
ce n'est pas mon genre; j'aurai ma revanche a ma 
premiere Comedie.i3° 

However, Goldoni was aware that melodramma was indeed 

Metastasio's genre. The apparent ambivalence of his attitude 

towards opera--high praise for Metastasio, as well as c r i t i 

cism of the form--can he explained by the fact that Goldoni 

was writing as a dramatist t e s t i n g melodramma against p r a c t i 

c a l t h e a t r i c a l experience rather than against dramatic theory. 

It i s for t h i s reason that his c r i t i c i s m deals with p r a c t i c a l 

concerns, rather than with t h e o r e t i c a l speculations on the 

nature of melodramma and the union of word and music. At the 

same time, Goldoni recognized that Metastasio's melodrammi 

(which were based at l e a s t i n part on the r e s u l t s of such 

speculations), i f presented by competent performers, made for 

successful theatre. 

Though Goldoni accepted Metastasio as a reformer of 
1 3 7 

melodramma, modern c r i t i c s divide sharply on the issue. ^' 

The question does not admit of a clear-cut solution. 

Metastasio i s undoubtedly a giant among l i b r e t t i s t s , domi

nating the European t h e a t r i c a l scene for nearly a century. 

This was c l e a r l y due to the f a c t that he brought to the musi

c a l theatre of the time a new element. His l i b r e t t i possessed 

a q u a l i t y lacking i n those of h i s immediate predecessors and 

of his contemporaries, a q u a l i t y which was the r e s u l t of his 

constant s t r i v i n g for l i t e r a r y excellence. In spite of his 
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concern for the organic unity of melodramma, i t i s his p r i 

mary i n t e r e s t i n the l i t e r a r y aspect of dramatic poetry that 

brings about whatever degree of reform may be attributed to 

him, that i s , the elevation i n the q u a l i t y of the l i b r e t t o . 

I t i s perhaps s i g n i f i c a n t that Metastasio's l i b r e t t i survive 

as works of l i t e r a t u r e divorced from any musical setting. As 

far as the operatic genre i s concerned, he furthered the proc

ess of i t s l e g i t i m i z a t i o n i n the eyes of l i t e r a r y c r i t i c s . 

I t i s questionable, however, whether his successful reform of 

the l i b r e t t o could be extended to include a l l aspects of the 

genre, or more s p e c i f i c a l l y the union of word and music. 

Nevertheless, Metastasio's notion of the essential l i n k be

tween the two elements, i n which the word plays the dominant 

rol e , shows that he i s heir to the c r i t i c a l t r a d i t i o n that 

surrounded the Florentine camerata, with i t s e s s e n t i a l l y l i t 

erary concept of music. Yet t h i s was not the way that, post-

Metastasian opera was to develop. As far as theory i s con

cerned, the s t r i v i n g for an harmonious union of word and 

music i s a constant theme, but i n practice the dominant role 

i n t h i s union i s assumed by music. 
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CHAPTER III 

Post-Metastasian C r i t i c i s m 



- 230 -
Francesco A l g a r o t t i 

In 1755 there appeared the f i r s t version of an essay-

on the melodramma which was to have a considerable e f f e c t on 

the operatic milieu of Europe i n the middle of the eighteenth 

century. The author of t h i s Saggio sopra 1 'opera i n musica 

was Francesco A l g a r o t t i , a Venetian by b i r t h , indefatigable 

t r a v e l l e r , polymath and " f i r s t example of the type of man and 
1 

writer of the Enlightenment" m I t a l y . A l g a r o t t i possessed 
2 

a sound preparation i n both the arts and sciences. Along 

with many men of his time he shared the desire to divulge 

--and to a c e r t a i n extent to popularize-- the new ideas and 

knowledge of the age. His writings range over subjects as 

varied as the Empire of the Incas, commerce and optics (he 

adapted Newton's t r e a t i s e on that subject for a larger public 

--per l e dame). The Saggio sopra 1 'opera i n musica i s one of 

his best known works. 

Modern scholars have dealt to a c e r t a i n extent with 

A l g a r o t t i ' s fame during his l i f e t i m e , as well as with the 

posthumous fortune of h i s works and his p o s i t i o n i n h i s t o r y 
3 

as a man of l e t t e r s . But A l g a r o t t i ' s place m the history 

of opera c r i t i c i s m and the reform movement has yet to be 

examined i n depth. Apart from a number of scattered and 

rather categorical statements made by various c r i t i c s , major 

contributions are quite l i m i t e d i n number. Charles Malherbe 

has pointed out Gluck's dependence on •Algarotti."' Gino 

Roncaglia has given an i n d i c a t i o n of the innovative nature 

of A l g a r o t t i ' s c r i t i c i s m and of i t s v a l i d i t y i n the face of 
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subsequent operatic developments. Yet Roncaglia presents 

A l g a r o t t i ' s thought without reference to i t s c r i t i c a l ante

cedents, and thus places too much emphasis on i t s innovative 

aspect. Giazotto, due to the inadequate h i s t o r i c a l per

spective with which he studies eighteenth-century c r i t i c a l 

writings on opera, f a i l s to place A l g a r o t t i i n his correct 

context, allowing him only the merit of having reached, i n 

his assessment of opera, a state of o b j e c t i v i t y lacking i n 

such contemporaries as Calgabigi and Ba r e t t i , p a r t i c u l a r l y 
7 

i n t h e i r treatment of Metastasio. . 

Thanks to his travels to London, Paris, B e r l i n , 

Potsdam, Dresden and St. Petersburg, A l g a r o t t i had a> 

very cosmopolitan experience of the musical theatre of his 

day. At the courts of B e r l i n and Dresden he was d i r e c t l y 

involved with the performance of opera, from the h i r i n g of 

singers to the adaptation of l i b r e t t i for the court theatres. 

Furthermore, he was acquainted with l i b r e t t i s t s such as 

Voltaire, Metastasio: and Carlo Innocenzo Frugoni, with whom 

he maintained an assiduous correspondence. He was also 

involved with the operatic reform attempted at Parma between 

the years 1755 and 1759 by Minister Du T i l l o t , Frugoni and the 
g 

composer Traetta. 

A l g a r o t t i chose to use the essay for his discussions 

of opera i n musica. He was one of the f i r s t I t a l i a n writers 

to make extensive use of the essay, a form characterized as 

the "representative genre of the Age of Enlightenment."^ The 

informal and discursive tone of the essay made i t an i d e a l 
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medium for the d i f f u s i o n of knowledge and c r i t i c a l thought 

among the l i t e r a t e middle classes,- an audience not normally 

reached by the formal and specialized scholarly t r e a t i s e . 

A l g a r o t t i c i t e s these factors as the reason for choosing the 

essay for his c r i t i c a l writings, adding that the o r i g i n a l 

grace and spontaneity of thoughts expressed i n l e t t e r s or 

short essays were l o s t i n the more detailed and methodical 
1 0 

format of a book. 
The Saggio sopra 1 'opera i n musica ran through several 

versions before i t s f i n a l reworking for the 1 7 6 4 e d i t i o n of 
1 1 

A l g a r o t t i ' s works. The essay i s divided into ten sections: 

an introduction, followed by sections on the l i b r e t t o , music, 

the method of singing and declamation, dance, stage scenery, 

the theatre, and a conclusion. The f i n a l section i s followed 

by an outline for a l i b r e t t o e n t i t l e d Enea i n Troia, and by 

his complete l i b r e t t o Iphigenie en Aulide. The essay shows 

A l g a r o t t i as the f i r s t of eighteenth-century I t a l i a n c r i t i c s 

of opera to deal with t h i s form so systematically. I t i s 

true that Marcello had also considered several aspects of 

opera, and had consequently divided his Teatro a l i a Moda into 

well-defined sections. But Marcello was more intent on s a t i 

r i z i n g the personal f o i b l e s of the various i n d i v i d u a l s involved 

i n the spectacle, rather than being concerned with the a r t i s 

t i c nature of opera i t s e l f . Furthermore, A l g a r o t t i i s the 

f i r s t to consider i n d e t a i l the architectonic components such as 

scenography and the actual construction of the theatre as 

elements having.as much bearing upon the success of the 
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melodramma as the singing and the music. These considerations 

may stem from A l g a r o t t i ' s i n t e r e s t i n the two arts involved; 

his other two major essays are the Saggio sopra l a p i t t u r a 

and the Saggio sopra 1'architettura. However, his discussion 

of scenography, acoustics and the ar c h i t e c t u r a l elements of 

the theatre i s also i n d i c a t i v e of the author's attitude 

towards melodramma. By his concern with s p e c i f i c technical 

d e t a i l s of what i s known today as l e l i e u theatral and l e  

space theatral i n s t r i c t r e l a t i o n to the performance of musi

ca l drama, A l g a r o t t i reveals that he regarded opera as an 

independent form, although he s t i l l r e f e r s to i t as tragedy. 

By the time the Saggio sopra 1'opera i n musica was 

published, the success of Metastasio's melodrammi had brought 

about through actual practice the l e g i t i m i z a t i o n of the genre 

as an a r t i s t i c a l l y acceptable form of entertainment. Thus, 

the question of the legitimacy of opera (as a hybrid art form) 

which had occupied such a prominent place i n the discussions 

of the musical theatre i n the early eighteenth century no 

longer appears to be a matter of such controversy. A l g a r o t t i 

himself saw no d i f f i c u l t y i n accepting the musical drama as 

a legitimate genre, which he regarded as being i n substance 

nothing else but a "tragedia r e c i t a t a per musica". He accepts 

the concept of the orig i n s of melodramma as the attempt by the 

Florentine Camerata to re-create for the modern stage the 

tragedy of Ancient Greece. This was the form which, i n the 

time of Sophocles and Euripides, had introduced Melpomene 

accompanied by music, dance and a l l that pomp which surrounded 
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h e r r e t i n u e . A l g a r o t t i f e e l s t h a t t h e i d e a l o f t h e C a m e r a t a 

had q u i c k l y d e g e n e r a t e d i n t o p u r e s p e c t a c l e i n I t a l y . He 

a s s e r t s t h a t e v e n i n F r a n c e t h e same i d e a l o f o p e r a ( t r a n s 

p l a n t e d f r o m I t a l y by C a r d i n a l M a z z a r i n o i n t h e s e v e n t e e n t h 

c e n t u r y ) had b e e n c o r r u p t e d by t h e i n t r u s i o n o f comic c h a r 

a c t e r s i n t o t r a g i c a c t i o n , t h o u g h v e s t i g e s o f t h e i d e a l c o u l d 
12 

s t i l l be f o u n d m t h e f o r m a t o f t h e t r a g e d i e l y r i q u e . 

A l g a r o t t i ' s b r i e f s u r v e y o f t h e h i s t o r y o f o p e r a 

shows t h a t he r e g a r d e d t h e o p e r a i n m u s i c a ( w h i c h he comes, 

t o r e f e r t o s i m p l y as o p e r a ) as a g e n r e w h i c h h a d n o t y e t 

r e a c h e d p e r f e c t i o n i n h i s t i m e , and w h i c h was t h e r e f o r e i n 

need o f r e f o r m . H i s s p e c i f i c p u r p o s e i n w r i t i n g t h e S a g g i o  

s o p r a 1 ' o p e r a was t h u s t o c l a r i f y t h e e s s e n t i a l r e l a t i o n s h i p s 

among t h e components o f t h i s g e n r e , and t h e manner i n w h i c h 

t h e s e e l e m e n t s s h o u l d a c h i e v e a p a r t i c u l a r i n t e r n a l e q u i l i b 

r i u m , i n o r d e r t o e n s u r e t h e c r e a t i o n o f an h a r m o n i o u s a r t i -

13 

. . s t i c w h o le. A c c o r d i n g t o A l g a r o t t i , t h e way t o a c h i e v e 

t h i s end w o u l d be t o r e t u r n t o t h e i d e a l s o f t h e C a m e r a t a 

and t h e i r a t t e m p t s t o r e - c r e a t e a n c i e n t G r e e k t r a g e d y . B u t 

u n l i k e many o f h i s c o n t e m p o r a r i e s who f a v o u r e d t h e s e r v i l e 

i m i t a t i o n o f t h e a n c i e n t s , A l g a r o t t i w o u l d t a k e what was good 

f r o m t h e p r e s e n t as w e l l as t h e p a s t . I n t h e c o n t e m p o r a r y 

c o n t r o v e r s y o v e r t h e s u p e r i o r i t y o f t h e a n c i e n t s o r t h e 

moderns, A l g a r o t t i e s p o u s e d t h e m o d e r a t e p o s i t i o n o f r e s p e c t . 

f o r t h e c l a s s i c s , w h i l e a t t h e same t i m e b e l i e v i n g t h a t t h e 
14 

p r e s e n t c o u l d a l s o p r o d u c e g r e a t n e s s . T h e r e f o r e , he advo

c a t e s t h a t a p o e t t u r n n o t o n l y t o t h e o p e r a s o f t h e C a m e r a t a 
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or to the ancient Greek tragedy as models, hut also to the 

contemporary French tragedie lyrique which had retained 

closer t i e s with the Camerata and Greek tragedy than had the 

contemporary I t a l i a n opera. At t h i s time n a t i o n a l i s t i c s e n t i 

ment i n I t a l y ran' high, hut A l g a r o t t i could state without 

hesitations -

E noi singolarmente non c i doyremmo mostrar r i t r o s i 
di prendere dai Francesi con che perfezionare l a 
nostra Opera; da qu e l l a nazione cioe che ha preso da 
esso noi l a Opera medesima. 1-5 

His cosmopolitan outlook and his b e l i e f that the spread of 

culture should not he hindered by national boundaries also 

led him to encourage the use of models (at l e a s t insofar as 

stage scenery was concerned) not only from France and c l a s 

s i c a l antiquity, but also from countries regarded^as more 

exotic, such as China and Egypt. A l g a r o t t i ' s b e l i e f i n the 

s o c i a l and p o l i t i c a l relevance of the musical theatre i s also 

evident i n the p a r a l l e l he draws between opera and the state 

i n h i s plea for a return to o r i g i n a l i d e a l s : 

I n f a t t i , chi sapesse p i g l i a r e con discrezione i l 
buono de'soggetti f a v o l o s i dei tempi addietro, 
ritenendo i l buono dei soggetti dei n o s t r i tempi, 
s i verrebbe quasi a far dell'Opera quello che e 
necessario fare degli s t a t i : che, a mantenergli i n 
v i t a , conviene di quando i n quando r i t i r a r g l i verso 
i l loro p r i n c i p i o . l " 

A l g a r o t t i * s cosmopolitan c u l t u r a l background i s e v i 

dent throughout his writings, both i n the choice of subject-

matter and i n the frequent quotations from French and English 

writers i h p a r t i c u l a r . It i s well known that the i n t e r r e l a -
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tions among Ita l y , France and England are of paramount impor

tance i n the.history of the Enlightenment, and t h i s i s true 

also i n the realm of opera. One p a r t i c u l a r l y compelling 

manifestation of t h i s merging of interests was the polemic 

surrounding Pergolesi's Serva padrona, a controversy that 

involved figures of such international stature as Gluck and 

Jean-Jacques Rousseau. In the Saggio sopra 1'opera such e v i 

dence of common in t e r e s t s i s already present. A l g a r o t t i 

reveals his awareness of French and English attitudes towards 

opera, and what i s more to the point, he u t i l i z e s these fo r 

eign c r i t i c a l contributions to reinforce his own arguments. 

Furthermore, h i s quotations from English and French writers 

outnumber by far the references to c l a s s i c a l authorities, and 

no reference i s made to I t a l i a n c r i t i c s of melodramma. Among 

the English, A l g a r o t t i c i t e s Joseph Addison (his contributions 

to The Spectator), Adam Fitz-Adam (The World), Dryden, Pope, 

Daniel Webb, Dr. Wallis, and Charles Avison. Among the French, 

he c i t e s the Encyclopedie, Fontenelle, St-Evremond, D'Alembert 
17 

and V o l t a i r e . 

There i s no doubt that a study of the di r e c t influence 

of these writers upon A l g a r o t t i as a c r i t i c of opera would be 

extremely i n t e r e s t i n g . For the present, however, i t w i l l have 

to be s u f f i c i e n t to point out one c e r t a i n source for 

Al g a r o t t i ' s c r i t i c a l thought, namely the Abbe Du Bos. While 

the influence of Du Bos on A l g a r o t t i ' s theories of painting 
18 

i s well-documented, the extension of t h i s influence to the 

Saggio sopra 1'opera i n musica has yet to be examined. There 
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can be no question concerning A l g a r o t t i ' s knowledge of Du 

Bos' important work Reflexions c r i t i q u e s sur l a poesie et 

sur la" peinture whose t h i r d volume treats the theatre of the 
19 

ancient Greeks and Romans. ' Voltaire, whom A l g a r o t t i had 
v i s i t e d and with whom he corresponded, was an ardent admirer 

20 
of Du Bos as a thinker. A l g a r o t t i c i t e s the Reflexions in... 

hi s e a r l i e r essays—the Saggio sopra l a rima, Saggio sopra  

l a lingua francese--and elsewhere. No reference to Du Bos 

appears i n the Saggio sopra 1'opera, yet h i s influence i s 

quite evident. 

Influenced by English empiricism, and by c l a s s i c a l 

rhetoric as exemplified i n Castelvetro, Du Bos had turned to 
21 

a study of art through i t s e f f e c t on the spectator or reader. 

This was a break with the t r a d i t i o n a l c r i t i c a l methodology of 

the time which tended to study the work of art per se i n order 

to compile precepts and rules. Du Bos, by examining a r t i s t i c 

creation from a d i f f e r e n t perspective, reached c e r t a i n con

clusions about the ends and purposes of art which, while 

neither innovative or revolutionary i n themselves, nevertheless 

made him instrumental i n the formation of the modern science 

of aesthetics. Du Bos conceded that tragedy might purge the 

passions and i n c i t e men to virt u e , but he questioned i t s 

universal e f f i c a c y : -
[j]e veux dire seulement que l e s Poemes dramatiques 
corrigent quelquefois l e s hommes, et que souvent i l s 
leur donnent l'envie d'etre meilleurs. . . . . L a 
Tragedie purge done l e s passions a peu pres comme 
le s remedes guerissent, et comme l e s armes defensives 
garantissent des coups des armes offensives. La 
chose n-' arrive pas tou'jburs, mais e l l e arrive quelquefois. 
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Du Bos defends the a r t i s t i c act as "being useful to society, 

and for him the prime function of t h i s u t i l i t y l i e s i n the 

f u l f i l m e n t of what he regarded as one of man's strongest 

needs: that of having 1'esprit occupe to ward o f f the ennui 

which tends to engulf him. Since the passions occupy the 

s p i r i t of man, the p r i n c i p a l merit of the arts i s to create 

imitations of those things that awaken passion i n man, thus 

providing him with pleasure. Du Bos then argues that the 

work of art which moves i t s audience and gives pleasure w i l l 
23 

he appreciated more than the work which i n s t r u c t s . J In other 

words, the p r i n c i p a l aim of art i s to impart pleasure. With 

t h i s l i n e of argument, f i n e l y elaborated and c a r e f u l l y 

defended, Du Bos contributed i n a s i g n i f i c a n t way to the 

triumph of delectare and movere over docere i n the eighteenth 

century. 

In h i s study of a r t i s t i c a c t i v i t y , Du Bos espouses the 

concept of the unity of the arts and the analogies that l i n k 

them: 
Les premiers principes de l a Musique, sont done l e s 
memes que ceux de l a Poesie et de l a Peinture. Ainsi 
que l a Poesie et l a Peinture, l a Musique est une 
imitation. La Musique ne sgauroit etre bonne, s i 
e l l e n'est pas conforme aux regies generales de ces 
deux arts sur l e choix des sujetg, sur l a vraisemblance, 
et sur plusieurs autres points. 

This concept, along with his b e l i e f i n the pleasurable end 

of art and i t s r h e t o r i c a l function, l e d Du Bos to accept 

opera as a synthesis of a l l the arts, united i n an a r t i s t i c 

form intended to give pleasure: 
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E n f i n l e s sens sont s i f l a t e z par l e chant des r e c i t s , 
par 1 *harmonie qui l e s accompagne, par l e s choeurs, 
par l e s symphonies et par l e spectacle entier, que 
l'ame qui se l a i s s e facilement seduire a leur p l a i s i r , 
veut hien §tre enchantee par une f i c t i o n dont . 
1 ' a l l u s i o n est palpable, pour a i n s i dire. Ex  
voluptate fides n a s c i t u r . ^ S 

Du Bos, whom B a s i l Munteano c a l l s "estheticien de l a 

persuasion passionnelle", referred to opera i n terminology 

that foreshadowed the language of the Romantics. Thus while 

c l a s s i c i s t c r i t i c s l i k e Muratori bewailed the predominant 

appeal of melodramma to the senses, i n Du Bos the pleasure 

of the senses and the pleasure of the heart are united. In 

opera, the appeal to the senses i n t e n s i f i e d the appeal to the 

heart: "C'est a i n s i que l e p l a i s i r de l ' o r e i l l e devient l e 
26 

p l a i s i r du coeur." This s h i f t i n emphasis from the r a t i o n a l 

to the emotional appeal of art i s , of course, s i g n i f i c a n t , 

for i t r e f l e c t s the t r a n s i t i o n from the age of reason to the 

age of s e n s i b i l i t y , and paves the way for romantic theatre. 

Du Bos' t r e a t i s e , with i t s constant reference to the power of 

art over the emotions and passions of man, was instrumental 

i n t h i s t r a n s i t i o n . Therefore, even with Rationalism at i t s 

height, Du Bos could adapt Horace's a t t r i b u t i o n of magical 

powers to the poet: 
Mais s i l e Poete m'expose des avantures, s ' i l me f a i t 
v o i r des situations, des caracteres qui m'interessent 
. . . sa piece me f a i t pleurer, et je reconnois 
1 ' A r t i s a n qui se joue a i n s i de mon coeur, pour un 
homme qui s c a i t f a i r e quelque chose de divin . 2 7 

Here Du Bos c l e a r l y anticipates the romantic g l o r i f i c a t i o n of 

art and the a r t i s t . 
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A l g a r o t t i , l i k e Du Bos, s e e s o p e r a as t h e a m a l g a m a t i o n 

o f v a r i o u s components. He d i s t i n g u i s h e d f i v e e l e m e n t s : 

p o e t r y ( t h e l i b r e t t o ) , m u s i c , a c t i n g , dance and p a i n t i n g . 

Du Bos b e l i e v e d t h a t t h e u n i o n o f t h e a r t s i n o p e r a c r e a t e d 

an. i l l u s i o n t h a t e n c h a n t s and r a v i s h e s t h e s p i r i t . A l g a r o t t i 

p u t s f o r w a r d t h e same o p i n i o n : 

D i t u t t i i modi che, p e r c r e a r e n e l l e anime g e n t i l i 
i l d i l e t t o , f u r o n o i m m a g i n a t i d a l l ' u o m o , f o r s e i l p i u 
I n g e g n o s o e c o m p i t o s i e l ' O p e r a i n M u s i c a . N i u n a 
c o s a n e l l a f o r m a z i o n e d i e s s a f u l a s c i a t a i n d i e t r o , 
n i u n o i n g r e d i e n t e , n i u n mezzo, onde a r r i v a r s i p o t e s s e 
a l p r o p o s t o f i n e . E b e n s i pud a s s e r i r e che q u a n t o 
d i p i u a t t r a t t i v o h a l a P o e s i a , q u a n t o h a l a M u s i c a 
e l a M i m i c a , l ' a r t e d e l B a l l o e l a P i t t u r a , t u t t o 
s i c o l l e g a n e l l 1 O p e r a f e l i c e m e n t e i n s i e m e a d a l l e t t a r e 
i s e n t i m e n t ! , ad a m m a l i a r e i l c u o r e e f a r e u n d o l c e 
i n g a n n o a l i a mente.28 

F o r A l g a r o t t i t h e component a r t s i n o p e r a j o i n t o charm t h e 

s e n t i m e n t s , t o b e w i t c h t h e h e a r t , t o c r e a t e a sweet d e c e p t i o n 

i n t h e mind, by m a k i n g u s e o f t h o s e a s p e c t s o f t h e i r i n d i v i d 

u a l a t t r i b u t e s t h a t a r e t h e most a t t r a c t i v e , t h a t i s , t h e 

e l e m e n t s t h a t a p p e a l t o t h e senses..'.. The p r e - r o m a n t i c e l e m e n t s 

f o u n d i n Du Bos a r e a l s o p r e s e n t i n A l g a r o t t i . E l s e w h e r e i n 

t h e e s s a y he s p e a k s o f t h e v i o l e n c e o f p a s s i o n s e x a l t e d by 

t h e r e c i t a t i v e i n o p e r a . T h i s i s a f a r d i f f e r e n t i n t e r p r e 

t a t i o n o f t h e f u n c t i o n o f t h i s component o f melodramma, t r a d i 

t i o n a l l y c o n s i d e r e d b y e a r l i e r c r i t i c s l i k e M u r a t o r i as b e i n g 

t h e v e h i c l e f o r n a r r a t i o n , w h i l e t h e a r i a was t h a t o f p a s s i o n s . 

L i k e M e t a s t a s i o . , A l g a r o t t i recommends t h e u s e o f t h e r e c i t a t i v o  

o b b l i g a t o , t h a t i s , a c c o m p a n i e d by m u s i c , so t h a t a l l p o s s i b l e 

r e s o u r c e s may be u s e d t o a s s a i l t h e h e a r t and t h e i m a g i n a t i o n 
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Qual c a l o r e e q u a l v i t a non v i e n e a r i c e v e r e i n f a t t i 
un r e c i t a t i v o , se l a dove s i e s a l t a l a p a s s i o n e s i a 
r i n f o r z a t o d a l l 1 o r c h e s t r a , se o g n i s o r t a d'arme 
a s s a l g a i l cuore ad un tempo e l a f a n t a s i a ? ° 

As A l g a r o t t i r e i t e r a t e s , a r t must he d i r e c t e d towards moving 

the s o u l o f man: he i s aware o f the v a r i o u s ends a t t r i b u t e d 

to t h e a t r i c a l s p e c t a c l e /throughout the ages, and r e c o g n i z e s 

t h a t i n a n c i e n t t i m e s i t was used by the s t a t e to i n c i t e the 

p o p u l a c e to v i r t u e , o r a t l e a s t t o keep i t amused f o r the 

peace o f t h e s t a t e . However, the q u e s t i o n o f u t i l i t y does 

no t e n t e r i n t o h i s v i e w o f the t h e a t r e . From the o p e n i n g 

words o f t h e S a g g i o , A l g a r o t t i r e f e r s c o n s t a n t l y to t h e 

d e l i g h t w h i c h the s p e c t a c l e o f o p e r a p r o v i d e s . The end p r o p e r 

to o p e r a i s to move the h e a r t and d e l i g h t the eye and ear. 

N e v e r t h e l e s s he does add a word o r two o f c a u t i o n : o p e r a i s 
30 

to g i v e d e l i g h t w i t h o u t g o i n g a g a i n s t r e a s o n . I n h i s 

P e n s i e r i d i v e r s i he wrote: 
Perche o g n i c o m p o s i z i o n e s i a r i d o t t a ^ a l l a p e r f e z i o n 
sua . . . c i ha da c o n c o r r e r e ugualmente l a v i v a c i t a 
d e l l a f a n t a s i a e l a p o s a t e z z a d e l g i u d i z i o . , 
Senza q u e l f e l i c e impasto d i c o n t r a r y , senza q u e l l a 
d i s c o r d a n t e C o n c o r d i a , q u e l c o n t r a p p u n t o d i q u a l i t a , 
n u l l a non s i vede mai r i u s c i r - d ' a r m o n i c o o d ' i n t e r o 
n e l l e buone a r t i . 3 1 

A l g a r o t t i was t h u s aware o f the c o n f l i c t between r e a s o n and 

the i m a g i n a t i o n which was a c o n s t a n t m o t i f o f e i g h t e e n t h -

,century t h o u g h t , and he tempered any p r e - r o m a n t i c t e n d e n c i e s 

w i t h c l a s s i c i s t appeals; t o r e s t r a i n t . 

I n h i s p l a n f o r the r e f o r m o f o p e r a t h r o u g h the d i s -
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c u s s i o n and a n a l y s i s o f t h e r e l a t i o n s h i p o f i t s c o n s t i t u e n t 

e l e m e n t s , A l g a r o t t i t u r n s f i r s t o f a l l t o t h e l i b r e t t o . I n 

d e a l i n g w i t h t h e s u b j e c t - m a t t e r a p p r o p r i a t e f o r t h e l i b r e t t o , 

he l i s t s t h e a d v a n t a g e s and d i s a d v a n t a g e s o f t h e m y t h o l o g i c a l 

s u b j e c t s p r e f e r r e d by e a r l y I t a l i a n and c o n t e m p o r a r y F r e n c h 

o p e r a s , and o f t h e h i s t o r i c a l t o p i c s f o u n d i n t h e contempo

r a r y I t a l i a n m u s i c a l drama. He j u d g e s b o t h t o be i n a p p r o 

p r i a t e f o r o p e r a : t h e f o r m e r , b e c a u s e he c o n s i d e r s t h a t t h e 

m a r v e l l o u s and s p e c t a c u l a r e l e m e n t s t h a t accompany i t f a i l 

t o a l l o w f o r t h e p r o p e r t r e a t m e n t o f c h a r a c t e r i z a t i o n and 
32 ' • p a s s i o n s ; t h e - l a t t e r , b e c a u s e i t s s u b j e c t - m a t t e r l o s e s t h e 

33 
i l l u s i o n o f r e a l i t y when j o i n e d w i t h m u s i c . ^ I n o t h e r words, 

he i s d e a l i n g w i t h t h e p e r e n n i a l p r e o c c u p a t i o n w i t h t h e 

r e l a t i o n b e t w e e n t h e v e r i s i m i l a r and t h e f a n t a s t i c . The 

s o l u t i o n p r o p o s e d by A l g a r o t t i f o r t h i s dilemma i s t h a t t h e 

s u b j e c t - m a t t e r o f o p e r a be t a k e n f r o m t i m e s and p l a c e s remote 

f r o m t h e p r e s e n t , so t h a t t h e a c t i o n b e i n g s t r a n g e t o t h e 

a u d i e n c e , i t w i l l n o t a p p e a r so u n r e a l when r e c i t e d t o t h e 
34 

accompaniment o f m u s i c . These s e n t i m e n t s echo i n p a r t t h e 

v i e w s o f t h e a u t h o r o f t h e Gerusalemme l i b e r a t a , one o f t h e 

I t a l i a n c l a s s i c s t h a t was much d i s c u s s e d i n t h e e i g h t e e n t h 

c e n t u r y . I n h i s D i s c o r s i d e l l ' a r t e p o e t i c a , T a s s o a d m i t t e d 

t h e f e a s i b i l i t y o f t a k i n g s u b j e c t s f r o m h i s t o r y , b u t w i t h t h e 

p r o v i s o t h a t t h e p e r i o d o f h i s t o r y be s u f f i c i e n t l y f a r removed 

f r o m t h e p r e s e n t so t h a t t h e i n t r o d u c t i o n o f f a n t a s t i c e l e 

ments w o u l d n o t be t o o i m p l a u s i b l e . A l g a r o t t i ' s p r e d i l e c t i o n 

f o r e x o t i c s u b j e c t s r e f l e c t s f a i t h f u l l y t h e t a s t e o f t h e 
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t i m e s n o u r i s h e d by Montesquieu's L e t t r e s p e r s a n e s . E x o t i c 

themes i n g e n e r a l , and O r i e n t a l s u b j e c t s i n p a r t i c u l a r 

e n j o y e d a c o n s i d e r a b l e vogue i n e i g h t e e n t h - c e n t u r y l i t e r a t u r e 

and a r t ( f o r i n s t a n c e , T i e p o l o ' s O r i e n t - i n s p i r e d f r e s c o e s 

and p a i n t i n g s ) . P o p u l a r f a s h i o n s f o l l o w e d s u i t , and f o r 

almo s t a decade the c o l l e c t i o n o f c h i n o i s e r i e and the l i k e 

was a l l the rage. Such themes were a l s o e x p l o r e d i n opera, 

and l e d to the su c c e s s o f Beaumarchais' r e f o r m - o p e r a T a r a r e 

(1787). I n the l a s t y e a r s o f h i s c a r e e r .•••as l i b r e t t i s t , 

M e t a s t a s i o a l s o t u r n e d t o - e x o t i c s u b j e c t s i n such melodrammi 

as L'eroe c i n e s e (1752) and N i t t e t i (1756). 

The problem o f r e c o n c i l i n g the m u s i c a l drama w i t h the 

p r i n c i p l e o f v e r i s i m i l i t u d e d a t e s from the b e g i n n i n g o f c r i t 

i c a l d i s c u s s i o n o f opera, and from the t r a d i t i o n o f l i t e r a r y 

c r i t i c i s m i n h e r i t e d from the C o u n t e r - R e f o r m a t i o n . A l g a r o t t i 

sought the s o l u t i o n i n s u b j e c t - m a t t e r so f a r removed from 

everyday r e a l i t y t h a t t he im p r o b a b l e elements would be s c a r c e 

l y n o t i c e a b l e , and hence would l o s e t h e i r i m p o r t a n c e ( t h i s 

s o l u t i o n h a v i n g been proposed a l r e a d y i n C o u n t e r - R e f o r m a t i o n 

c r i t i c i s m ) . Du Bos, who r e f e r r e d t o the " d e f a u t de 

v r a i semblance" as " l e d§faut . . . i n s e p a r a b l e de 1'Opera," 

f e l t t h a t t he im p r o b a b l e element c o u l d be c o n c e a l e d t o a 

l a r g e e x t e n t by the n a t u r e o f th e music t h a t was u n i t e d w i t h 

the drama: 

Le p l a i s i r que nous f a i t l a musique,' r e p a r e neanmoins 
ce d e f a u t . Ses e x p r e s s i o n s r e n d e n t aux Scenes des 
Opera l e p a t h e t i q u e que l e manque de v r a i s e m b l a n c e 
d e v r o i t l e u r 6ter.35 
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However, i n the t h i r d volume of the Reflexions Du Bos i s 

intent on disproving the widely-held b e l i e f that Greek 

tragedy had been sung either i n whole or i n part, by up

holding the thesis that "dans l e s e c r i t s des Anciens, l e 

terme de chanter s i g n i f i e souvent declamer, et meme 

quelquefois parler . Consequently, i n dealing with opera, 

he writes of a form that f o r him i s a new synthesis of a l l 

the arts, rather than the re-creation of an ancient Greek 

l i t e r a r y genre. He deals i n d e t a i l with matters concerning 

the performance of the drama, rather than with the drama 

i t s e l f and i t s composition as a l i t e r a r y form: hence the 

emphasis i n Du Bos on the musical accompaniment as the means 

to aid the i l l u s i o n created by the performance. A l g a r o t t i , " 

on the other hand, i s s t i l l working on the p r i n c i p l e of 

opera as a l i t e r a r y genre accompanied by music. Therefore, 

i n h i s view, the drama i t s e l f (the l i b r e t t o ) must possess 

i t s own a r t i s t i c coherence as a separate entity. In t h i s 

respect, Du Bos can be said to be more modern than A l g a r o t t i . 

Concerning the rel a t i o n s h i p between poetry and music 

i n opera, Du Bos states i n the f i r s t book of the Reflexions 

that the role of music i s to reproduce the sentiments ex

pressed by the words, to embellish the i m i t a t i o n of natural 

discourse and of passions. However, he tempers the pre-

romantic flavour of t h i s statement with the r a t i o n a l i s t 

i n t e r j e c t i o n of the now t r a d i t i o n a l remark that the musical 
3 7 

accompaniment i s but a servant m the creative act. ' 

A l g a r o t t i i s i n agreement with t h i s . For him, poetry comes 



- 245 - ' 

f i r s t . S i g n i f i c a n t l y , the i n t r o d u c t i o n t o the Saggio i s 

f o l l o w e d i m m e d i a t e l y by a c o n s i d e r a t i o n o f the l i b r e t t o as 

the p l a n o f the e d i f i c e , o r the canvas on w h i c h the poet has 

drawn the d e s i g n t h a t i s t o be c o l o u r e d by the composer o f 

the music. The metaphor o f music as the f i l l i n g i n w i t h 

c o l o u r o f t h e o u t l i n e s o f a p a i n t i n g p r o v i d e d by t h e p o e t r y 

i s a l r e a d y found i n M e t a s t a s i o , and appears a g a i n i n G l u c k ' s 
op 

p r e f a c e to h i s r e f o r m - o p e r a A l c e s t e . T h i s a t t i t u d e l e a d s 

A l g a r o t t i t o the c o n c l u s i o n t h a t the p o e t s h o u l d p r e s i d e o ver 

a l l and t a k e the helm. The p o e t i s the t r u e c r e a t o r o f the 

m u s i c a l drama, the one who s h o u l d c o n c e i v e e v e r y t h i n g i n h i s 

mind, and omit n o t h i n g o f what can b e s t e m b e l l i s h and r e n d e r 
39 . . . 

v e r i s i m i l a r the a c t i o n t h a t he i s r e p r e s e n t i n g . ' T h i s i s m 

a c c o r d w i t h the p o s i t i o n h e l d by M e t a s t a s i o . A l g a r o t t i a l s o 

agrees w i t h M e t a s t a s i o i n r e f u s i n g t o c o n s i d e r the l i b r e t t i s t 

as an i n f e r i o r p o et s i m p l y because he i s s u b j e c t t o c o n s i d e r 

a t i o n s e x t r a n e o u s to h i s a r t . F u l l y aware o f the e x t e r n a l 

demands p l a c e d on the l i b r e t t i s t by the whims o f i m p r e s a r i o s , 

s i n g e r s and composers, A l g a r o t t i s t i l l l i m i t e d h i s a t t e m p t s 

to w r i t e f o r the t h e a t r e s t r i c t l y t o opera. 

W h i l e A l g a r o t t i c o n s i d e r e d the l i b r e t t o as the main

s t a y o f the melodramma, g o i n g so f a r as t o s t a t e t h a t the 

s u c c e s s o f the o p e r a depended almost e x c l u s i v e l y upon i t , he 

n e v e r t h e l e s s d e d i c a t e s the l o n g e s t s e c t i o n o f h i s Saggio t o 

a d i s c u s s i o n o f t h e music s u i t a b l e f o r the m u s i c a l drama, and 

to a c o n s i d e r a t i o n o f t h e r e l a t i o n s h i p between music and 

p o e t r y . He a t t a c k s the contemporary t r e n d w h i c h makes o f the 
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composer a despot, interested only i n the music and wishing 

to shine s o l e l y as a musician. 

Per cosa del mondo non g l i pud entrare i n capo ch'egli 
ha da essere subordinato, e che i l maggior effetto 
d e l l a musica ne viene dallo esser ministra e 
a u s i l i a r i a d e l l a poesia. 

The function of music i s to follow [secondare] and to embel

l i s h nature. In A l g a r o t t i * s view, music achieves i t s greatest 

ef f e c t as the minister and helper of poetry: 

Propio suo u f f i z i o e i l dispor l'animo a ricevere l e 
impressioni dei v e r s i , muovere . . . a f f e t t i . . . ; 
dare i n una parola a l linguaggio d e l l e Muse maggior 
vigore e maggiore energia. 0 

In t h i s statement A l g a r o t t i reveals the r h e t o r i c a l foundation 

of the union of the arts i n opera that we already f i n d i n 

Du Bos. The arts unite so that the action portrayed i n the 

drama may be represented more e f f e c t i v e l y and with greater 

persuasion. Du Bos had held that music imitated the natural 

signs of passions "avec art pour augmenter l'energie des 

paroles qu'elle met en chant . . . [pour] l e s rendre plus 

capables de nous toucher. . . . ""' He attributes the o r i g i n 

of opera to the r e a l i z a t i o n that "les paroles de ces chansons 

avoient bien une autre energie, lorsqu'on l e s entendoit 
4 1 

chanter, que lorsqu'on l e s entendoit declamer. . . . " 

Keeping i n mind the r h e t o r i c a l function of vocal music i n 

opera, A l g a r o t t i continues by repeating the t r a d i t i o n a l con

cept that the ancient poets were also musicians. Their 

vocal music, therefore, was by i t s very nature a stronger and 
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more v i t a l e x p r e s s i o n o f the c o n c e p t s and. p a s s i o n s o f the 
.. 4 2 s o u l . 

L i k e M e t a s t a s i o , A l g a r o t t i a p p l i e s t h e concept o f 

m u s i c a l e x p r e s s i o n not o n l y t o the i n d i v i d u a l word, h ut t o 

the s i g n i f i c a n c e o f the whole. Music s h o u l d r e i n f o r c e the 

meaning o f t h e drama as a whole, and not s i m p l y i l l u m i n a t e 

t h e meaning o f each i n d i v i d u a l word i n t u r n . To do t h e 

l a t t e r d e s t r o y s the o r g a n i c u n i t y o f t h e work. T h i s p r i n 

c i p l e i s c a r r i e d i n t o h i s d i s c u s s i o n o f the method o f 

m u s i c a l e x p r e s s i o n i n opera. A l g a r o t t i d e a l s f i r s t w i t h t h e 

o v e r t u r e f s i n f o n i a ] . He c l a i m s t h a t i n contemporary o p e r a 

the o v e r t u r e s a r e a l l formed o f t h e same movements, each 

one d i f f e r i n g h u t l i t t l e f rom t h e o t h e r , and l a c k i n g any 

c o n n e c t i o n w i t h the a c t i o n p o r t r a y e d i n t h e drama. A l g a r o t t i 

d e p l o r e s t h i s p r a c t i c e because t h e o v e r t u r e s h o u l d be an 

i n t e g r a l p a r t o f the drama, and s h o u l d s e r v e as a genuine 

p r e l u d e , a n t i c i p a t i n g t h e a c t i o n : 

Suo p r i n c i p a l s f i n e e d i a n n u n z i a r e i n c e r t o modo 
l ' a z i o n e , d i p r e p a r a r l ' u d i t o r e a r i c e v e r e q u e l l e 
i m p r e s s i o n i d i a f f e t t o che r i s u l t a n o d a i t o t a l e d e l 
dramma. 3 

Thus, the o v e r t u r e w i l l v a r y a c c o r d i n g t o t h e s u b j e c t o f t h e 

drama. T h i s concept i s s i g n i f i c a n t , f o r i t foreshadows t h e 

p r a c t i c e o f r o m a n t i c o p e r a i n which the v a r i o u s themes 

t r e a t e d i n t h e c o u r s e o f t h e o p e r a a r e announced i n t h e 

o v e r t u r e . 

S t u d e n t s o f A l g a r o t t i and o f the h i s t o r y o f music 
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a g r e e t h a t he i s t h e f i r s t c r i t i c t o d e a l w i t h t h e f u n c t i o n 
44 

o f t h e o v e r t u r e m o p e r a . However, w h i l e A l g a r o t t i may 

i n d e e d he t h e f i r s t t o f o r m u l a t e t h e p r i n c i p l e o u t l i n e d 

ahove, i t s germ, c a n he f o u n d i n Du Bos. I n t h e f i r s t hook 

o f t h e R e f l e x i o n s , Du Bos d e v o t e s s e v e r a l p a g e s t o a d i s c u s 

s i o n o f t h e symphonies, a g e n e r i c t e r m w h i c h he a p p l i e s t o 

i n s t r u m e n t a l m u s i c i n w h i c h t h e r e i s n o t h i n g a r t i c u l a t e d by 

t h e human v o i c e . A l t h o u g h n o t r e f e r r i n g s p e c i f i c a l l y t o 

t h e i r u s e as o v e r t u r e s , Du Bos c l a i m s t h a t when t h e symphonie 

i s w r i t t e n a s a n e x p r e s s i o n o f a p a r t i c u l a r s e n t i m e n t , i t c a n 

p l a y a r o l e i n t h e d r a m a t i c s p e c t a c l e by aw a k e n i n g t h e 

l i s t e n e r ' s i n t e r e s t i n t h e a c t i o n : 

L e s s ymphonies c o n v e n a b l e s au s u j e t e t b i e n 
c a r a c t e r i s e e s , c o n t r i b u e n t done be a u c o u p a nous f a i r e 
p r e n d r e i n t e r e t dans 1 ' a c t i o n des Opera, ou l ' o n p e u t 
d i r e q u ' e l l e s j o u e n t u n r<51e.^5 

By a p p l y i n g t h i s p r i n c i p l e s p e c i f i c a l l y t o t h e o v e r t u r e , 

A l g a r o t t i d e m o n s t r a t e s t h a t he i s n o t m e r e l y c o p y i n g Du Bos, 

b u t t h a t he i s m e d i t a t i n g o n t h e m a t e r i a l s u p p l i e d by t h e 

F r e n c h w r i t e r and d r a w i n g h i s own c o n c l u s i o n s . I n h i s s u g 

g e s t i o n t h a t t h e s i n f o n i a p r e c e d i n g t h e d e a t h o f D i d o s h o u l d 

d i f f e r f r o m t h a t w h i c h p r e c e d e s t h e m a r r i a g e o f D e m e t r i u s 

and C l e o n i c e , A l g a r o t t i e c h o e s Du Bos' words: 

E n f i n c e s symphonies q u i nous s e m b l e n t s i b e l l e s , 
q uand e l l e s s o n t e m p l o y e e s comme 1 ' i m i t a t i o n d'un 
c e r t a i n b r u i t , nous p a r o i t r o i e n t i n s i p i d e s , e l l e s 
nous p a r o i t r o i e n t m a u v a i s e s , s i l ' o n l e s e m p l o y o i t 
comme 1 ' i m i t a t i o n d'un a u t r e b r u i t . L a symphonie de 
l ' O p e r a d ' I s s e . . . s e m b l e r o i t r i d i c u l e , s i l ' o n , l a 
m e t t o i t a l a p l a c e de c e l l e du tombeau d'Amadis. ° . 
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However, A l g a r o t t i applies the p r i n c i p l e to I t a l i a n opera by-

c i t i n g Metastasio's very successful Didone and Demetrio as 

his examples. 

A l g a r o t t i then moves on to a discussion of the r o l e of 

r e c i t a t i v e , a form which he considers has been unjustly 

neglected by contemporary composers through t h e i r mistaken 

b e l i e f that i t could not give pleasure. I t i s A l g a r o t t i ' s 

view that properly handled the r e c i t a t i v e gave great pleasure 

i n the opera of the seventeenth century and i n f a c t moved 

the s p i r i t more than modern arias. He therefore recommends 

the c u l t i v a t i o n of the obbligato r e c i t a t i v e , for not only 

does i t reinforce the sentiments expressed by the poetry, 

but also reduces the great d i s p a r i t y between r e c i t a t i v e and 

a r i a i n the opera of his day: 

E g i a non pochi debbono essere s t a t i piu di una v o l t a 
o f f e s i a quel subito passaggio che s i suol fare da un 
r e c i t a t i v o l i s c i o et andante ad una ornatissima 
a r i e t t a , lavorata con t u t t i i raffinamenti d e l l ' a r t e . 
Non e e g l i l a medesima cosa che se a l t r i i n 
passeggiando venisse tutto ad un tr a t t o a spiccar 
s a l t i e c a v r i o l e ? ^ ' 

A l g a r o t t i expresses what had become the customary 

complaints concerning the excessive ornamentation of arias, 

t h e i r f a i l u r e to represent a natural expression of the 
dramatic text, being simply a pretext for a show of v i r t u -

4 8 

o s i t y on the part of the singers. He also makes a plea 

for a greater variety of orchestration i n the musical 

accompaniment. Although he was a great admirer of 

Metastasio's melodrammi which he adduces as examples of the 
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i d e a l of opera, A l g a r o t t i inveighed against the da capo a r i a 

which Metastasio helped to turn into an operatic convention. 

However, he followed Metastasio's general preference for a 

simple melodic accompaniment i n opera, rather than the more 

complicated orchestral arrangements which members of the 

German school, including Gluck, were propagating. Like 

Metastasio, he sought a music which would move the heart or 

kindle the imagination of the l i s t e n e r , rather than astonish 

him with i t s novelty and technique. And he considered the 

melodic accompaniment to verses most apt to enkindle passion. 

It i s also i n t e r e s t i n g to observe that the composers whom 

Al g a r o t t i admired were those praised by Metastasio: Pergolesi, 
49 

V i n c i , Galuppi, Jomelli and Hasse. 7 

A l g a r o t t i observes, however, that the musical accom

paniment i n contemporary opera had i n general degenerated to 

a point where i t no longer f u l f i l l e d i t s proper function 

v i s - a - v i s the poetic text. In constant search for novelty 

for i t s own sake, music had become more and more l o s t i n 

i n t r i c a t e arabesques which did nothing to r e f l e c t and express 

the sentiments of the poetry. In A l g a r o t t i ' s view, the only 

possible so l u t i o n to t h i s degenerate state of a f f a i r s l a y i n 

the d i s c r e t i o n of the composer himself, who alone could bring 

music back to i t s true function by working i n close collabora

t i o n with the poet and following his lead.^° 

In discussing the r e l a t i o n s h i p between music and poetry, 

A l g a r o t t i i s the f i r s t to point out that the association i s 

more successful i n the opera buffa and i n the intermezzi than 
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i n the opera s e r i a . He attributes t h i s to the lack of great 

v i r t u o s i i n the more plebeian form of the musical theatre 

where the music i s kept more natural and simple. The success 

of the opera buffa, he argues, i s attested to by the fact 

that i t was Pergolesi's humble Serva padrona which revolu

tionized French reaction to I t a l i a n dramatic music, rather 
51 

than the more grandiose and pretentious opera s e r i a . 

In the section of the Saggio i n which A l g a r o t t i deals 

with the art of singing and r e c i t i n g opera we note the same 

complaints about the performers that Marcello had expressed 

t h i r t y - f i v e years e a r l i e r : incomprehension and incomprehen

s i b i l i t y on the part of the singers, and poor acting a b i l i t y . 

This suggests that, Metastasio's "reform" notwithstanding, 

l i t t l e had changed i n the operatic world since 1720. The 

outraged c r i e s and lamentations of the l i t e r a r y c r i t i c s had 

f a i l e d to a f f e c t t h e a t r i c a l practice i n the most popular 

dramatic genre of the day. While A l g a r o t t i ' s Saggio had 

considerable c r i t i c a l resonance, i t also f a i l e d to bring 

about a reform i n the practices of the numerous operatic 

companies i n the second h a l f of the eighteenth century. 

In the pages on the performance of opera, we f i n d 

further proof of A l g a r o t t i ' s knowledge -of Du Bos' Reflexions. 

In h i s treatment of what he c a l l s the advantages enjoyed by 

by the opera-singer over those of the stage-actor, A l g a r o t t i 

echoes the section of Du Bos' t r e a t i s e e n t i t l e d "Reflexions 

sur l e s avantages e sur l e s inconveniens qui re s u l t o i e n t de 

l a declamation composee des Anciens." A l g a r o t t i believed 
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tha t the t e x t o f anc ien t tragedy had been set to a form o f 

m u s i c a l n o t a t i o n . He summarizes b r i e f l y the advantages o f 

t h i s type o f nota ted t e x t , which prevent the performer from 

f a l l i n g i n t o e r r o r s o f judgement i n r e c i t a t i o n . He a l so 

echoes Du Bos ' arguments defending the p r a c t i c e aga ins t 

accusa t ions tha t a t e x t set to music l i m i t s o r i g i n a l i t y and 

the pe r sona l i n t e r p r e t a t i o n s o f i n t e l l i g e n t performers . Both 

c r i t i c s , making po in ted reference to the f ab l ed t a l e n t s o f 

Rosc iu s , a Roman ac to r o f a n t i q u i t y , i n comparison w i t h the 

a b i l i t i e s o f modern performers , m a i n t a i n tha t the nota ted 

t e x t s t i l l a l l o w s the i n t e l l i g e n t s i n g e r - a c t o r scope f o r i n d i -
52 . . 

v i d u a l exp re s s ion . A l g a r o t t i concludes tha t the t r a d i t i o n a l 

l a c k o f a t t e n t i o n shown by opera audiences would disappear i f 

the s i n g e r - a c t o r s cou ld make t h e i r r e c i t a t i o n and s i n g i n g 

more comprehensible . 

A l g a r o t t i then turns to the dance (or b a l l e t ) which 

he cons ide r s a p a r t o f opera, as he b e l i e v e d i t to be a pa r t 

o f anc ien t Greek t ragedy. He def ines h i s i d e a l o f the dance 

i n opera as f o l l o w s : 

La danza deve essere una i m i t a z i o n e che, per v i a 
de 'movimenti m u s i c a l i d e l corpo, s i f a d e l l e q u a l i t a 
e d e g l i a f f e t t i d e l l ' animo; e l l a ha da p a r l a r e ---
continuamente a g l i o c c h i , ha da d ip inge re c o l g e s t o . " 

The n o t i o n tha t dance was an i m i t a t i v e a r t d e r i v e s u l t i m a t e l y 

from A r i s t o t l e . Du Bos, i n h i s R e f l e x i o n s , examined anc ien t 

w r i t i n g s on dance and drew the c o n c l u s i o n tha t the dance, i n 

modern sense, had p layed no p a r t i n t ragedy: he mainta ined 
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that the ancients had an art du geste which could represent 

emotions and sentiments without the aid of words hy means of 

gesture and f a c i a l expressions. Du Bos praises the b a l l e t s 

of Lully. i n the operas Psyche, Alceste and Thesee as f u l f i l 

l i n g t h i s i d e a l . A l g a r o t t i does not go so f a r as to recom

mend that modern opera make use only of gesture. But the 

basis of his i d e a l of dance i n opera can be found i n the 

Reflexions. In the t h i r d volume Du Bos wrote that "ce geste 

. . . parle aux yeux;" i n -a l a t e r passage he c i t e s Q u i n t i l i a n : 

"Or l a musique, d i t Q u i n t i l i e n , regie l e s mouvements du corps, 

comme e l l e regie l a progression de l a voix."'^ I t i s clear 

that A l g a r o t t i makes use of the Reflexions to s u i t his own 

purposes. Du Bos praises only the sober expression through 

gestures of the choruses of L u l l y , claiming that mimetic 

dances as such have no place on the dramatic stage. A l g a r o t t i , 

on the other hand, advocates the i n c l u s i o n of dramatic b a l l e t s 

i n opera, though with the s t i p u l a t i o n that the dance or b a l l e t 

be a "pithy compendium" of the action portrayed by the opera; 

a b a l l e t must also have i t s exposition, dramatic complication 

and denouement. A l g a r o t t i deplores the contemporary tendency 

to introduce dances which have no connection with the subject 

- matter of the melodramma. He recognizes that there are good 

b a l l e t s i n I t a l i a n comedy, but i n the tragic mode he acknowl

edges the superiority of the French, suggesting that I t a l y 

should not disdain to learn t h i s art from her neighbour. 

In the following two sections of the Saggio, A l g a r o t t i 

considers stage scenery and the construction of opera houses, 
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and t h e i r r e l a t i o n to the success of a performance. Although 
both s e c t i o n s .shed considerable l i g h t on A l g a r o t t i ' s i n t e r e s t s 
i n p a i n t i n g and a r c h i t e c t u r e , they are not germane to the 
matters under d i s c u s s i o n here, except i n one respect. 
A l g a r o t t i ' s d i s c u s s i o n of scenography and a r c h i t e c t u r e elabo-~ 
rates upon h i s c o n v i c t i o n that both elements must be considered 
s p e c i f i c a l l y i n r e l a t i o n to the dramatic form they are to 
serve. Thus, the scenery must be constructed i n such a way as 
to make the i l l u s i o n of r e a l i t y as complete as p o s s i b l e : 

Le scene prima d i qualunque a l t r a cosa nell'Opera 
attraggono imperiosamente g l i occhi e determinano i l 
luogo d e l l ' a z i o n e , facendo gran parte d i q u e l l o 
incantesimo per c u i l o sp e t t a t o r e viene ad esser 
t r a s f e r i t o i n E g i t t o o i n G r e c i a , i n T r o i a o n e l 
Messico, n e i Campi E l i s i o su n e l l ' Olimpo . -5° 

The a r c h i t e c t u r e must take i n t o account the s p e c i f i c a c o u s t i c 
needs of musical drama. Thus, the a r c h i t e c t must a s c e r t a i n 
t h a t the i n t e r i o r of the theatre be b u i l t of m a t e r i a l that 
w i l l a l l o w the v o i c e s of the sin g e r s to resound not only i n 

57 
volume, but also i n a melodious and pleasant manner. ' 

The Saggio sopra 1'opera i n musica i s one of the more 
comprehensive and systematic s t u d i e s of opera i n the eight-, 
eenth century. From i t s opening paragraph i t i s also one of 
the more s t r i k i n g panegyrics of opera w r i t t e n by an eighteenth-
century man of l e t t e r s . However, A l g a r o t t i recognized that, 
while by i t s very nature opera should be the most d e l i g h t f u l 
of a l l works of a r t , i t was i n r e a l i t y an imperfect form. 
By summarizing the attempts of Zeno and Metastasio to reform 
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the opera (though he does not mention them by name), A l g a r o t t i 

implies that the two acknowledged reformers of the f i r s t h a l f 

of the eighteenth century had not achieved t h e i r goal.~^ 

While, i n the Saggio and i n his l e t t e r s he praised s p e c i f i c 

q u a l i t i e s of Metastasio's melodrammi, he envisaged an i d e a l 

opera that went beyond Metastasio towards the reforms that 

would be car r i e d out l a t e r by Calzabigi and Gluck. Thus, 

unlike e a r l i e r c r i t i c s of opera such as Crescimbeni and 

Muratori, A l g a r o t t i a c t i v e l y believed i n the p o s s i b i l i t y of 

reform. And whereas Zeno sought to reform opera through the 

attempt to perfect the l i b r e t t o , A l g a r o t t i r e a l i z e d that 

opera'could only achieve i t s pote n t i a l when a l l the various 

aspects of melodramma were corrected: 

Laddove gran torto noi avremmo, se mai credissimo di 
potere con un mezzo solo ottener quello che ha da 
esser i l r i s u l t a t o di molti.59 

Sincelhe believed, however, that the ultimate success of the 

opera depended upon the l i b r e t t o , A l g a r o t t i appended to his 

Saggio two examples of operatic texts i n order to give a 

p r a c t i c a l demonstration of the p r i n c i p l e s he advocated for 

the reform of melodramma. The f i r s t i s an outline for a 

l i b r e t t o e n t i t l e d Enea i n Troia. The second i s his complete 

l i b r e t t o , i n French, e n t i t l e d Iphigenie en Aulide. The choice 

of subject matter i n both dramas follows the author's convic

t i o n that the best themes suited to opera r e f e r to an era 

far removed from the present. The s t o r i e s of Aneas and 

Iphigenia were well known, and thus, they would not require 
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a lengthy exposition. Both dramas display unity of action, 

and are free from the subplots and intrigues which are a 

trademark of Metastasian melodrammi. The remoteness of the 

period i n which they are set allows for the depiction of 

marvellous elements, such as the prophecy of Cassandra, and 

the solemnity of the consultation of the oracle of Diana,; 

A l g a r o t t i f e l t that the elements of the marvellous lent them

selves to the staging of choruses and dances, and h i s two 

dramas make much use of these two components. True to his 

c r i t i c a l p r i n c i p l e s , the author has made both of these stage-

conventions an i n t e g r a l part of the action, rather than 

extraneous spectacle. A l g a r o t t i c e r t a i n l y believed that 

spectacle had i t s place i n opera, provided that i t was i n t e 

grated into the action portrayed on the stage. Thus hi s two 

l i b r e t t i are well-supplied with battle-scenes, embarcations, 

conflagrations, a variety of scene changes, and the use of 

stage machinery. The musical drama must a t t r a c t the eye and 

enchant i t , as well as the ear and heart of the spectator. 

A l g a r o t t i regarded the passions as the mainspring and soul 

of theatre. His l i b r e t t i portray the anguished sentiments 

of a conquered c i t y , and the c o n f l i c t between heart arid duty. 

The sketch for Enea i n Troia provides a l l the elements 

which i t s author believed necessary for the creation of a 

reformed melodramma. Iphigenie en Aulide i s a l i b r e t t o 

written with sobriety and austerity of tone, i n which each 

character acts i n a consistent fashion, and every element i s 

kept under the control of reason and decorum. But i t lacked 
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the l y r i c i s m that made Metastasio's melodrammi so popular. 

Although A l g a r o t t i wished to see h i s compositions presented 

on stage to prove the f e a s i b i l i t y of his reform--he offered 

them to Frugoni on the occasion of the attempt at operatic 

reform i n the Court of Parma--his Enea and Iphigenie remained 

mere i n t e l l e c t u a l exercises.^ 0 In the end, i t was not his 

two dramas which were instrumental i n propagating his ideals 

of opera, hut the Saggio i t s e l f . 

The Saggio sopra 1'opera i n musica i s not an e n t i r e l y 

o r i g i n a l work. Echoes of Muratori, Marcello, the French and 

English c r i t i c s of opera, can be r e a d i l y detected. But while 

the essay i s i n many ways a compilation of the ideas of other 

thinkers of the time, i t does contain some o r i g i n a l insights 

and conclusions. The borrowings from Du Bos are a case i n 

point. A l g a r o t t i ignores his arguments about the nature of 

ancient tragedy, and the consequent inference that opera i s 

a modern genre. But he accepts Du Bos' favourable attitude 

towards opera and adapts the Abbe's examination of the nature 

of the arts to his own view of melodramma. The - true value 

of the Saggio l i e s i n the fact that i t took the sa l i e n t points 

of the c r i t i c i s m of opera that were current at the time and 

presented them i n an organic and systematic manner, while at 

the same time o f f e r i n g a programme of reform. The format of 

the essay, with i t s very readable style and concise arguments, 

aided i n the propagation of these ideas. 

In fact, the Saggio achieved great popularity during 

A l g a r o t t i ' s l i f e t i m e , not only i n It a l y , but throughout 



- 2 5 8 -

Europe where i t was translated several times into a number 

of languages. The o r i g i n a l version was published i n 1 7 5 5 ; 

the Mercure de France of May, 1757 carried a t r a n s l a t i o n into 

French, an editor's note informing the reader that "cet Essai 
6 1 

est deja connu, mais l a traduction est nouvelle." An 

English t r a n s l a t i o n appeared i n London i n 1 7 6 7 » and another 

i n Glasgow i n 1 7 6 8 . The following year saw the publ i c a t i o n 

of R. E. Raspe's German tra n s l a t i o n . A French t r a n s l a t i o n 

by Chastellux was published i n 1 7 7 3 . and a Spanish version 

appeared i n Madrid i n 1787 for the i n s t r u c t i o n of those 

wishing to a s s i s t at the new I t a l i a n theatre established 

t h e r e . ^ Francesco M i l i z i a , the art c r i t i c and precursor of 

the l a t e eighteenth-century neo-classical movement i n I t a l y , 

made extensive use of A l g a r o t t i ' s essay i n his own t r e a t i s e 

Del T e a t r o . 6 3 

Scholars generally agree that A l g a r o t t i played a 
s i g n i f i c a n t part i n the eighteenth-century operatic reform 

64 
movement. On the strength of his Saggio, A l g a r o t t i obtained 

a supervisory appointment i n the reform plans carried out at 

Parma. Frugoni diplomatically rejected h i s o f f e r of l i b r e t t i , 

but A l g a r o t t i was nevertheless proud of the r e s u l t s of the 
6 5 

reform, and claimed some-credit f o r i t . To Voltaire, he 

described the reform opera Ippolito ed A r i c i a performed i n 
Parma as being composed according" to a new taste which united 

. 6 6 . . . 
French spectacle and I t a l i a n music. Also s i g n i f i c a n t i s 

the f a c t that i n his preface to Ippolito ed A r i c i a , Frugoni 

echoes A l g a r o t t i ' s i d e a l s when he remarks that the purpose 
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of opera i s to enchant the senses and. the s p i r i t with the 
67 * 

magic of pleasure and music. ' Although there i s no docu

mentary proof of Gluck's knowledge of A l g a r o t t i ' s work, i t 

i s quite evident both from his papers and l e t t e r s , as well as 

from the preface to Alceste, that Gluck, and his l i b r e t t i s t 

Calzabigi, were indeed acquainted with the Saggio sopra  

1'opera i n musica. Not only are there si m i l a r ideas i n the 

preface concerning the reform of opera, but the actual phrases 
used by Gluck make his knowledge of A l g a r o t t i ' s work quite 

68 

certain. The s i m i l a r i t i e s i n thought have l e d to the con

jecture that A l g a r o t t i ' s Saggio inspired Gluck's reform 
69 

operas, as well as his reform b a l l e t Don Juan. S i g n i f i 

cantly, Gluck's reform work germinated i n Vienna, under the 

rule of the Empress Maria Theresa and her co-regent son, the 

absolutist prince of the Enlightenment, Joseph. .II. A l g a r o t t i 

believed that reform could only come about i n the court 

theatre of a strong prince-patron of the arts. Then, and 

only then,' freed from the rapacious grasp of money-hungry 

impresarios, could there arise an opera destined not for a 

tumultuous assembly, but a solemn audience among which could 
s i t the Addisons, the Drydens, the Daciers, the Muratoris and 

70 
the Marcellos. 
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Ranieri Calzabigi 

Ranleri Calzabigi i s best known fo r his collaboration 

with Gluck. He was a man of wide c l a s s i c a l learning, an 

avowed francophile, translator also of English l i t e r a t u r e , 

an adventurer i n the eighteenth-century t r a d i t i o n , and frie n d 
1 

of Giacomo Casanova. Calzabigi was deeply interested m the 

theatre, and spent some ten years i n each of the t h e a t r i c a l 

c a p i t a l s of Europe: Paris and Vienna. Before moving to 

France (the precise date i s not known, but i t must have been 

towards 1 7 5 0 ) , he had been attached to the Neapolitan court 
2 

where he wrote two l i b r e t t i f or royal celebrations. -, In 
3 

Paris he witnessed the Querelle des Bouffons. This famous 

polemic served as i n s p i r a t i o n for his mock-heroic poem La 

Lul l i a d e , o i b u f f i i t a l i a n i s c a c c i a t i da P a r i g i , i n which 

he s a t i r i z e s the musical scene of the time. During his 

stay i n Paris, Calzabigi edited the complete works of 

Metastasio, to which, by way of preface, he added a long d i s 

s e r t a t i o n on the melodrammi of the Imperial poet. 

In 1761, Calzabigi found himself i n Vienna, attached 

to the Court under the protection of Prince Kaunitz. Through 

Count Durazzo, the director of the Imperial Theatres, he met 

Gluck and began t h e i r auspicious collaboration i n the f i e l d 

of musical drama. Calzabigi was responsible for the 

programme-notes to Don Juan (I76I), by which, with A n g i o l i n i ' s 

choreography, Gluck contributed to the reform of eighteenth-

century b a l l e t . Calzabigi then went on to write the l i b r e t t i 
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for Gluck's three "reform" operas: Orfeo ed Euridice (1762), 

Alceste (1767), and Paride ed Elena (1770). 

Calzahigi was also the author of several l i b r e t t i for 

opera buffa, including a sa t i r e of the genre e n t i t l e d L'opera 

seri a . After his return to It a l y , he wrote two tragedies 

for music, E l f r i d a and E l v i r a , and two more l i b r e t t i for 

Gluck, Semiramide and Le Danaidi.^ The l a t t e r work became a 

source of i r r i t a t i o n for Calzabigi, as Gluck, apparently with^ 

out informing him, had the l i b r e t t o translated into French and 

adapted to the tastes of a Pa r i s i a n audience by Francois Louis 

du Roullet and Baron Ludwig Theodor von Tschudi; i t was put to 

music by hi s pup i l , Antonio S a l i e r i . This French version, 

Les Danaides, was f i r s t performed i n Paris i n 1784. In order 

to ensure an audience, the music was o f f i c i a l l y announced as 

being by Gluck and S a l i e r i . The author of the o r i g i n a l l i ' - . 

bretto (Calzabigi) was mentioned only b r i e f l y i n the preface 

by du Roullet as having provided nothing more than the mate

r i a l for the French l i b r e t t o . As a r e s u l t , Calzabigi sent a 

l e t t e r of protest to the Mercure de France, a l e t t e r which 

i s of considerable importance i n a study of the dramatic 
g 

theories of i t s author. 

There i s no complete synthetic study of Calzabigi's 

p o s i t i o n i n the development of eighteenth-century opera. 

C r i t i c a l attitudes towards him r e l y heavily upon the work of 

musicologists, and centre c h i e f l y on his rel a t i o n s h i p with 

Gluck, and his r o l e i n the composition of Gluck*s reform 

operas for the theatre i n Vienna. Scholars are unanimous i n 
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t h e i r opinion that the precise circumstances leading to the 

writing of the reform operas are shrouded in' mystery, but 

they d i f f e r i n a matter of degree over the extent of 
Q 

Calzabigi's influence on Gluck i n t h i s reform. The subject 

has attracted much attention among musicologists because 

there are no independent sources of documentation, concerning 

the reform operas and the events leading up to them, on which 

scholars can base firm conclusions. Gluck's inconsistency 

i n the matter (an inconsistency c l e a r l y revealed by the fa c t 

that he continued to write operas i n the I t a l i a n manner along

side those i n the reformed style) s t i l l perplexes musicolo-

10 

g i s t s . Could he write reform operas only for Calzabigi, 

or for a l i b r e t t i s t who shared the same general ideas? On 

the other hand, i f Calzabigi's theories were so sound, why 

are h i s l i b r e t t i for Gluck his only dramatic works to have 

achieved a c e r t a i n measure of immortality? The current state 

of knowledge does not provide these questions with a s a t i s 

factory answer that i s not simply a matter of opinion, nor i s 

i t a matter of c r u c i a l concern i n the present study. Our 

purpose i s to examine the various aspects of Calzabigi's 

theories on opera, as they emerge from his own writings. Un

fortunately, they are neither extensive nor detailed on the 

subject of h i s collaboration with Gluck, and the genesis of 

t h e i r operas. Moreover, his writings often have an u l t e r i o r 

apologetic motive, and must be regarded with caution. Never

theless, though they f a i l to s a t i s f y scholarly c u r i o s i t y 

about Calzabigi's r e l a t i o n s h i p with Gluck, they do shed l i g h t 
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on him as an i n d i v i d u a l and on his ideas concerning melo

dramma. 
~ 11 

Calzabigi referred -fco himself as." an "homme de gout." 

He had contributed to l i t e r a r y academies the usual type of 

compositions for an eighteenth-century l i t e r a r y amateur, a 

term that i s a much more accurate description of him than 

"man of l e t t e r s . " His education predisposed him to follow 

neo-classical tendencies by advocating a return to the an

cients, and i n f a c t h i s reform l i b r e t t i are recognized as 
being closer to ancient models than those of h i s contempo-

12 
r a r i e s . Among the eighteenth-century c l a s s i c a l i d e als that 

he considered worthy of emulation were s i m p l i c i t y , a natural 

sty l e , the i m i t a t i o n of nature, and v e r i s i m i l i t u d e . He 

hailed the drama of antiquity, but admitted that the s e r v i l e 

i m i t a t i o n of ancient models and the mere observance of rules 

did not produce works of art. In a l e t t e r to A l f i e r i , he 

wrote of the unsuccessful attempts o.f I t a l i a n dramatists to 

create great tragedy by following c l a s s i c a l precepts: 
Pensano che quando hanno osservate...le p r e s c r i t t e 
regole, han fatto tutto. . . . S i scordano, che tutte 
l e tragedie da un secolo i n qua f i s c h i a t e vituperate, 
derise, son pero s c r i t t e secondo l e regole: quasi che 
bastasse l'osservar l e unita per giungere a l i a 
perfezione; e che poco o n u l l a importasse poi l a 
cognizione degli uomini, del loro carattere, del loro 
costume . . . che i n u t i l fosse l ' a r t e , tanto 
d i f f i c i l e , di ben formare un piano . . . e finalmente 
d'esser dotato d e l l a immaginazione poetica. ^ 

The s t e r i l e reproduction of ancient forms was c l e a r l y not 

s u f f i c i e n t ; Calzabigi envisages a more dynamic form of imi

t a t i o n i n which there i s room fo r the poet's i n d i v i d u a l 
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i m a g i n a t i o n o r i n s p i r a t i o n t o a s s e r t i t s e l f , and. i n which the 

changes i n s o c i e t y and. i t s t a s t e s would he t a k e n i n t o c o n s i d 

e r a t i o n . 

I n so f a r as h i s a t t i t u d e towards modern t h e a t r e was 

concerned, C a l z a b i g i was a p a r t i s a n o f F r e n c h t r a g e d y which, 

a l b e i t i m p e r f e c t , he c o n s i d e r e d t h e t h e a t r i c a l form c l o s e s t 
14 

to Greek drama. Y e t , m c o n t r a s t t o h i s n e o - c l a s s i c a l b e n t , 
he a p p r e c i a t e d the p l a y s o f Shakespeare, a d r a m a t i s t whom he 

r e g a r d e d as f u l l o f i m p e r f e c t i o n s , y e t a t the same time sub-
15 

l i m e i n p a r t s . ^ C a l z a b i g i * s p r e - r o m a n t i c t e n d e n c i e s a l 

lowed him t o a p p r e c i a t e the p o e t i c f r e n z y and s t r e n g t h o f 

Shakespeare, as w e l l as the v i g o u r , c o n c i s e n e s s , and b o l d 

ness o f A l f i e r i , h i s i d e a l o f t r a g e d y b e i n g e x p r e s s e d i n 

terms wh i c h c o n t a i n r o m a n t i c o v e r t o n e s : 
[ L ] a v e r a , l a sublime T r a g e d i a , l a T r a g e d i a , d i c u i 
abbiamo l u m i n o s i m o d e l l i n e ' G r e c i , che c i rimangono, 
e n e ' F r a n c e s ! , e s s e r deve un Vulcano i n e r u z i o n e con 
t e n e b r e , e l a m p i , e f u l m i n i , e vampe, e d i l u v j d i 
f o c o , e rimbombo d i t u o n i , e s c o s s e d i t e r r e n o , p e r 
a v i c e n d a s o r p r e n d e r e , a g i t a r e , i m p a u r i r e , 1 : • 
i m p i e t o s i r e f i n o n e l p i u profondo d e l l ' a n i m a '. 
l ' e s t a t i c o spettatore.^° 

He r e g a r d e d I t a l i a n t r a g e d y as b e i n g i n t a t t e r s , and c o n s i d 

ered A l f i e r i as h a v i n g f i n a l l y c r e a t e d a new t r a g e d y f o r 

I t a l y . Y e t h i s n e o - c l a s s i c a l i d e a l s d e n i e d him a f u l l ap-
17 

p r e c i a t i o n o f A l f i e r i ' s t h e a t r e . ' 

C a l z a b i g i d i d not l e a v e a t r e a t i s e on melodramma as 

an a r t - f o r m . However, h i s d r a m a t i c t h e o r i e s c o n c e r n i n g 

o p e r a s e r i a can be g l e a n e d from a number o f h i s w r i t i n g s : the 
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Dissertazione su l e poesie drammatiche del signor abate 
1 8 

Pietro Metastasio, the prefaces produced i n collaboration 
with Gluck to the b a l l e t Don Juan, and to the operas Alceste 

1 9 
and Paride ed Elena. Futher evidence can be extracted from 
the Lettera a V i t t o r i o A l f i e r i s u l l e quattro sue prime 

20 ) 
tragedie, . and from the anonymous Risposta che r i t r o v o 
casualmente n e l l a gran c i t t a di Napoli i l l i c e n z i a t o Don 

21 
Santigliano. Other valuable insights may be found i n a 
number of h i s l e t t e r s . Furthermore, Calzabigi painted a 

l i v e l y , i f conventional, picture of the contemporary operatic 

scene, with i t s caprices and excesses, i n the comic l i b r e t t o 

L'opera seria, which Mario Fubini characterizes as one of the 
most f e l i c i t o u s works of i t s kind produced i n the eighteenth 

22 

century. 

From an examination of a l l the writings c i t e d above, 

one can state that Calzabigi's attitude to opera as an art 

form i s p o s i t i v e . There i s no inherent questioning of the 

v a l i d i t y of a form that unites two arts, music and poetry. 

For Calzabigi, the union i s e n t i r e l y legitimate. I t i s only 

with regard to the manner i n which the union i s to be c 

achieved that a c r i t i c a l problem arises. This question i s 

connected to Calzabigi's r o l e as a c r i t i c of Metastasio, the 

quintessential p r a c t i t i o n e r of the form. In 1755 Calzabigi 

published h i s Dissertazione on Metastasio, ostensibly as an 

i n v e s t i g a t i o n into the reason for Metastasio*s fame, and by 

extension, as an attempt to show others the true pathway to 
23 

dramatic poetry. ^ While the d i s s e r t a t i o n presents l i t t l e 
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cohesive and systematic a n a l y s i s of the melodramma of 
Metastasio, and i t bears on many themes that were taken up 
by l a t e r c r i t i c s . Fubini' records i t as being considered the 
most important eighteenth-century essay on Metastasian 

24 
drama. I n i t , C a l z a b i g i appears as the a p o l o g i s t f o r the 
Imperia l poet and h i s dramatic system. A few years l a t e r , 
however, C a l z a b i g i took an a c t i v e p a r t i n , the c r e a t i o n of an 
opera t h a t was aimed at the reform of Metastasian drama. 
Nevertheless, twenty years l a t e r , i n the L e t t e r a a A l f i e r i , 
he s t i l l claimed t h a t Metastasio had pe r f e c t e d dramma per . 
musica. 2^ This p o s i t i o n was reversed i n 1790 when C a l z a b i g i 
published a v i r u l e n t attack on Metastasio and h i s melodrammi 
i n the R i s p o s t a d i Don S a n t i g l i a n o . 

C a l z a b i g i * s apparent about-face has l e d to disagree
ment among sc h o l a r s concerning the a u t h e n t i c i t y of the change 

26 
and i t s p o s s i b l e motive. From a study of the documents i n 
question, one must conclude t h a t C a l z a b i g i ' s opinions i n the 
D i s s e r t a z i o n e are very much i n keeping with the nature of 
the work i t s e l f . The essay i s a coherent study .of Metastasian 
drama as drama; and while i t touches upon the musical accompa
niment, i t does so only b r i e f l y and without d e l v i n g i n t o the 

27 

problem i n any depth. I n short, the D i s s e r t a z i o n e i s not 
so much an e x p o s i t i o n of the author's thoughts on opera i n 
general, as a defence and p r a i s e of the only dramatist of note 

28 
the I t a l i a n s could vaunt at the time. The D i s s e r t a z i o n e 
r e v e a l s no inherent d i s s a t i s f a c t i o n on the part of the author 
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with the concept and practice of Metastasian melodramma. 

Such d i s s a t i s f a c t i o n was c e r t a i n l y present at a l a t e r date., 

during the years of collaboration with Gluck, and subsequently, 

u n t i l the public attack i n the Risposta di Don Santigliano. 

Calzabigi published the Risposta anonymously i n reply to 

Stefano Arteaga's c r i t i c i s m of his l i b r e t t i . In the 

Rivoluzioni del teatro musicale i t a l i a n o , Arteaga described 

Calzabigi as one of the p r i n c i p a l corruptors of the contem

porary musical theatre, while p r a i s i n g the contributions of 

Metastasio above those of any other l i b r e t t i s t . Arteaga's 

c r i t i c i s m of Calzabigi was devastating. The Spanish writer 

claimed that the fame of Calzabigi's Orfeo and Alceste was 

due more to the music than to the merits of the l i b r e t t i , 

and to the c r i t i c a l disapproval of such i l l u s t r i o u s figures 

as Metastasio and Rousseau. Arteaga found f a u l t with the 

lack of va r i e t y i n the pl o t and characterization, i n the 

incongruous endings, improbable incidents, and i n the subju

gation of poetry to serve as an instrument to music, and 

spectacle. Furthermore, Arteaga accused Calzabigi of contra

d i c t i o n between the views expressed in*the Dissertazione and 

the i d e a l of opera executed i n practice i n his l i b r e t t i . 7 

In the Risposta di Don Santigliano, Calzabigi set 

out to refute Arteaga's c r i t i c i s m . The format of the 

Risposta follows that of Arteaga's own reply to the attacks on 
30 

the Rivoluzioni made by the musician Vincenzo Manfredini. 

Calzabigi's mode of defence i s to attempt to j u s t i f y h is own 

works according to his operatic p r i n c i p l e s , and to refute 
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Arteaga's judgement of him by setting out to prove that i t 

was Metastasio, rather than himself, who was the corrupter of 

the musical theatre. The r e s u l t i s an expression of opinions 

that are diametrically opposed to those found i n the 7 

Dissertazione. Calzabigi imputes to Metastasio the very 

f a u l t s Arteaga had attributed to Calzabigi. In the Risposta 

he c r i t i c i z e s the s i m i l a r i t y of Metastasio's plots, his 

fa u l t y characterization ["caratteri . . . per l o piu f a l s i , 

mai disegnati, e mascherati a q u e l l a sua maniera puerile 

lambiccata concettosa''], improbable events, disconnected 
31 

action, and anachronistic presentation of ancient customs. 

These were the very elements that Calzabigi had praised i n 

Metastasio t h i r t y - f i v e years e a r l i e r . 

The incongruencies and contradictions that one notes 

on comparing the Dissertazione and Risposta can be explained 

by the d i f f e r e n t motivations that l a y behind t h e i r composi"- . 

tion . In 1755> Calzabigi, an I t a l i a n i n Paris, had set out 

to exalt I t a l i a n drama to counteract the s l i g h t s of French 

c r i t i c s by means of a panegyric of Metastasio. In 1790, 

Gluck's l i b r e t t i s t sought to exculpate himself from Arteaga's 

charges by showing the Imperial poet to be g u i l t y of the same 

a r t i s t i c imperfections. Thus, both the Dissertazione and the 

Risposta are far from being unbiased c r i t i q u e s of Metastasio. 

As for the charge of contradiction i n Calzabigi's operatic 

ideals, i t must be remembered that the Dissertazione was 

written during Calzabigi's early years i n Paris, that the 

intervening years before his departure for Vienna coincided 
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with the aftermath of the Querelle des Bouffons and the dy

namic discussions of opera among French i n t e l l e c t u a l s . 

Calzahigi's i n t e r e s t i n opera as an a r t i s t i c phenomenon would 

date from t h i s period, since the collaboration with Gluck 

followed quickly upon his a r r i v a l i n Vienna. Calzahigi's 

attitude towards Metastasio can thus be better comprehended 

i f seen against the diverse motivations that led to the 

composition of the Dissertazione and the Risposta, and the 

evolution of his own theories on the composition of melodramma 

between the writing of the Dissertazione and the creation of 

the reform operas. Furthermore, the basis of h i s l i t e r a r y 

conception of opera can already be found i n the Dissertazione. 

Calzahigi's examination of Metastasio's melodramma as 

drama reveals t h i s i n t r i n s i c a l l y l i t e r a r y concept of opera, 

a concept which remains constant i n h i s writings. In the 

Dissertazione he dealt with the well-worn topic of the drama 

of antiquity and i t s mode of performance. He believed that 

i t had been sung throughout: the i n d i v i d u a l parts i n a simple 

song, much i n the manner of the recit'atave ' i n melodramma, 

and the chorus at the end of each act with vocal embellish

ments as i f i t were almost a union of many ar i a s . He there

fore concluded that the only recognizable difference between 

ancient and modern tragedy i s the manner of presenting the 

charms of music to the public. That i s , instead of having 

embellished song only at the end of each act, Metastasian 
32 

melodramma uses arias at the end of each scene. For 

Calzabigi, then, eighteenth-century opera s e r i a was tragedy. 
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At the end. of his study of Metastasio he claims to have proven 

his o r i g i n a l thesis that Metastasio*s plays are perfect trag

edies, composed according to the very precepts prescribed by 
33 

ancient d r a m a t i s t s . J J Thus, i n the Dissertazione, the prob

lem of the melodramma as a genre does not arise. Calzabigi 

looked on the opera s e r i a as the modern form of tragedy, and 

his main concern was that the l i b r e t t o should be a true trag

edy. This enabled him to state that Metastasio's dramas 

accompanied by music are l y r i c poems, but without music are 

examples of true and perfect tragedies, comparable with the 
Inmost renowned tra g i c compositions of any nation. 

This i s c l e a r l y an important point, for i n i t l i e s the 

nucleus of Calzabigi's dramatic theory. As his thought devel

ops his concept of what constitutes tragedy changes, to the 

point where he no longer finds Metastasian melodramma accept

able. However, Calzabigi's o r i g i n a l aim w i l l not a l t e r ; 

tragedy w i l l s t i l l remain the object of his c r i t i c a l atten-V 

ti o n . He laments to A l f i e r i over the dearth of the tragic 

genre i n I t a l y , due, he claims--as does B e t t i n e l l i - - t o the 

lack of a national theatre. This has forced writers to turn 
to the popular theatre--the opera--with i t s vast number of 

35 

stages. Calzabigi, i n a sense, does likewise, and sets 

out" to perfect tragedy i n i t s modern form, the opera s e r i a . 

Calzabigi r e f e r s over and over again to his serious 

l i b r e t t i as tragedies. He demands of musical drama the same 

effe c t s on the audience as those produced by tragedy: i t must 

move the heart to p i t y or terror, i t must delight and 
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i n s t r u c t . In his l e t t e r to Count Greppi he describes his 

dramatic system as one which incorporates, with s l i g h t 

changes the features found i n the tragedies of Sophocles and 

Euripides, t h a t . i s : awe, i n t e r e s t , emotion, v e r i s i m i l i t u d e , 

and the i m i t a t i o n of nature. To the Mercure de France he 

writes that i n h i s l e t t e r to A l f i e r i he had given a descrip

t i o n of the "plans tragiques" according to which he composed 

37 

h i s l i b r e t t i . Yet these plans, explained i n d e t a i l to 

A l f i e r i , form part of a discussion not of melodramma, but of 

the i d e a l f o r the composition of spoken tragedy. 

In spite of t h i s conscious i d e n t i f i c a t i o n of melodramma 

with tragedy, there i s a curious inconsistency on t h i s point 

i n Calzabigi's writings. When i t s u i t s h i s purpose, he d i s -
i 

tinguishes between the two t h e a t r i c a l forms. In the l e t t e r 

to the Mercure de France, he defends the denouement of Le 

Dana'ide ( i n which the assassination of Danaus i s not portrayed 

on stage) by stating that "c'est un Poeme pour l e Theatre 

Lyrique, et non une Tragedie proprement d i t e . " - ^ In the 

Risposta he also makes a d i s t i n c t i o n . For example, he con

siders the h i s t o r i c a l subjects preferred by Zeno and I . 

Metastasio as anathema to the l y r i c stage, as he finds i t 

incongrous that such h i s t o r i c a l figures as Cato and Caesar 

should be represented by c a s t r a t i , and should appear singing. 

In Calzabigi's view, opera should take i t s thematic material 

from Greek t r a d i t i o n , that i s , the subject matter of the 
tragedies of Sophocles, Euripides and other Greek dramas ' 

39 
t i s t s . 7 Yet for a l l that, m his l a t e r years he abandoned 
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4o Greek subjects to write two h i s t o r i c a l melodrammi. In the 

Lettera a A l f i e r i he had also distinguished between spoken 

tragedy and melodramma, c i t i n g the usual c r i t i c i s m s of musi-
41 

c a l drama and i t s baroque excesses. 

Calzabigi does not present a clear d e f i n i t i o n of the 

differences between tragedy and melodramma. Nevertheless, i n 

spite of h i s contradictory remarks on the subject, c e r t a i n 

conclusions can be drawn. We can discern i n Calzahigi's 

thought three contemporary forms of drama: spoken tragedy, 

sung tragedy (or opera seri a ) , and melodramma. Although he 

does not make a s t r i c t d i s t i n c t i o n , using these three terms 

interchangeably, the concept of a basic t r i p a r t i t e d i v i s i o n 

seems to be v a l i d . Spoken tragedy was not Calzahigi's f i e l d 

of endeavour. Melodramma refer s to musical drama i n the 

Metastasian mold that he f i r s t regarded as acceptable, but 

l a t e r rejected. Opera s e r i a would r e f e r to the type of 

musical drama that Calzabigi himself wrote, and for which he 

held the same ideals as for spoken tragedy. In other words, 

i t was a form he considered as tragedy, accompanied by ap

propriate music--the modern equivalent of Greek tragedy. 

In the Lettera a A l f i e r i , Calzabigi formulates his 

plans for writing trag"edyr(he l a t e r claimed them to be his 

plans for writing his l i b r e t t i ) i n the following manner: 
Penso, dunque, che l a tragedia altro esser non deve, 
che una serie d i quadri, i quali un soggetto tragico 
preso a tr a t t a r e somministrar possa all'immaginazione, 
a l i a f a n t a s i a d'uno di quegli e c c e l l e n t i p i t t o r i , che 
meriti andar d i s t i n t o c o l nome, non troppo 
frequentemente concesso, di pittor-poeta. 2 
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Calzabigi i s r e f e r r i n g here to Horace's famous dictum, ut 

p i c t u r a poesis, which expressed the essence of the b e l i e f 

that painting and poetry were analogous arts. During the 

pre-romantic period, music supplanted painting as the partner 

of poetry i n t h i s analogy. The p r i n c i p l e of ut p i c t u r a 

poesis, however, occupied an important p o s i t i o n i n c r i t i c a l 

writings on the arts. Jean H. Hagstrum, i n his study of 

l i t e r a r y p i c t o r i a l i s m , states that the eighteenth century, 

l i k e the Renaissance, "established an intimate rel a t i o n s h i p 
43 

between painter and poet." From antiquity, the correspond

e n c e was based upon the concept that both poetry and painting 

were mimetic arts representing nature i n t h e i r i n d i v i d u a l 

mediums. To the mimetic p r i n c i p l e , the eighteenth century 

added 
the doctrine of expression—the b e l i e f that painting, 
though confined to v i s i b i l i a , yet has the power to 
portray psychological and moral r e a l i t y . The poet had 
t r a d i t i o n a l l y turned to the painter for guidance i n 
undertaking to represent v i v i d l y the q u a l i t i e s of 
physical r e a l i t y . I t was now widely acknowledged that 
the painter could also penetrate into the recesses of 
the heart and mind. ^ 

Eighteenth-century p i c t o r i a l poets, continues Hagstrum, 

sought to emulate the economy and suggestiyeness of v i s u a l 

d e t a i l of a painting i n t h e i r verses, even attempting to 

create p o e t i c a l h i s t o r i e s s i m i l a r i n structure and i l l u s i o n 
45 

to p i c t o r i a l h i s t o r i e s . 

C alzabigi, deriving h i s plan for the composition of 

tragedy from the s t r a i n of l i t e r a r y p i c t o r i a l i s m referred to 

above, declares that he considers Horace's dictum to possess 
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even greater importance than that attributed to i t by 
4 6 

others. In his view, the i d e a l plan for the composition 

of tragedy can be fashioned a f t e r the technique that an a r t i s t 

would follow i n creating a series of paintings to portray a 

dramatic story. Calzabigi goes on to i l l u s t r a t e t h i s concept 

by c i t i n g the possible d i v i s i o n into paintings of the s a c r i 

f i c e of Iphigenia. Each painting would depict one of the 
4 7 

essential actions that moves the plot forward. Since the 

painter cannot have h i s characters speak, he must make them 

act to convey t h e i r story. Thus, the drama develops i n a 

series of scenes of action, rather than by long declamations 
4 8 

and expositions that become tedious. The poet-painter, of 

course, would make use of dialogue, but only that which was 

absolutely essential to give character to the protagonists 

and to lead them into the dramatic s i t u a t i o n that i s to move 

the spectators. In Calzabigi's opinion, t h i s was the manner 
4 9 

i n which the ancients achieved success with t h e i r pantomime. 

In the Risposta, Calzabigi's remarks on the contempo

rary theatre are prefaced by a parenthetical reference to 

the uncertainty surrounding the d e f i n i t i o n of the manner of 

performing dialogue, that i s of declamation ["se pero 

sappiamo, che cosa s i a Declamazione"]. By considering his 

l i b r e t t i as tragedies, Calzabigi reveals his own b e l i e f that 

spoken tragedy and opera s e r i a are two interpretations of 

the manner of declaiming or performing tragedy. For his part, 

he chose sung tragedy, and he set out to make i t a form as 

perfect as, and as close to, i t s ancient models as was pos-
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s i b l e i n view of changed circumstances and the progress 

achieved i n staging techniques. Throughout his writings on 

theatre, Calzabigi places great importance on the f a c t that 

tragedy was written to be performed on stage. One of his 

objections to Arteaga's c r i t i c i s m of his reform operas i s 

that Arteaga, and I t a l y , had not seen them performed as they 

were intended, and as i n fact they were performed i n Vienna: 

[Q]uesti Drammi non sono s t a t i veduti i n quell'aspetto 
che veder s i devono per produrre l ' e f f e t t o , che i l C. 
s i e proposto nello s c r i v e r l i , essendo Drammi da 
Teatro, e non da Camera.51 

In the l e t t e r to A l f i e r i , he discussed the i m p l a u s i b i l i t y of 

composing tragedy without knowledge of stage practice and of 

t h e a t r i c a l e f f e c t s . Calzabigi believed that dramatic poetry 

should be written with the performance i n mind. Thus, opera 

s e r i a must be written with a knowledge of the stage practices 

p a r t i c u l a r to sung tragedy. Calzabigi's i n t e r e s t turned, 

therefore, to a consideration of the musical accompaniment, 

which i n turn led to the formulation of his system of decla

mation . 

In the Dissertazione on Metastasio's melodrammi•', 

Calzabigi expresses common eighteenth-century opinions on the 

nature of music. He believed that the p r i n c i p a l object of 

music was to paint or portray, that i s , to imitate nature. 

He alsoTjudged music as being incapable of imitating without 

the aid of words, and hence did not favour purely instrumental 

music. Writing of an hypothetical symphony composed as an 

accompaniment to Tasso's description of dawn, he remarks: 
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[s]iccome questi v e r s i del Tasso non saranno poi 
presenti a g l i spettatori nell'esecuzione, cosi l a sua 
sinfonia, benche esattamente seguace de l l e vaghezze 
che que'versi c i presentano, non comparira che un 
disordine e un vano accozzamento di suoni, ne'quali 
non trovera i l nascer dell*aurora se non c o l u i che 
di r i t r o v a r v e l o ha g i a stabilito.52 

Consequently, i n Calzahigi's view, music has need of poetry 

to i n t e r p r e t and complete i t s meaning. At the same time 

Calzabigi allows that music united with poetry leaves a more 

powerful impression on the audience than does poetry alone: 

[N]on pud l a musica muover g l i a f f e t t i , e interesse 
negli animi n o s t r i produrre senza l'ajuto d e l l a poesia, 
l a quale n e l l a confusione de*suoni di guida c i ha da 
servire per passo a passo condursi [ s i c ] a q u e l l a 
s e n s i h i l i t a , che l'armonia vuol f a r c i provare piu viva 
e piu e f f i c a c e di q u e l l a che l a semplice declamazione 
e atta a produrre.53 

I t follows, then, that since tragedy aims at a f f e c t i n g the 

emotions of the audience, i t s medium of expression should be 

an intimate connection between poetry and music: 

[A]cciocchS ajutandosi a vicenda, possano rendersi 
padrone degli animi degli u d i t o r i , e g l i a f f e t t i 
volgerne a loro piacere, secondo quel che pretendono 
esprimere. 

Thus the poet and the musician working i n collaboration w i l l 

produce a work that w i l l affeot the audience more than a 

tragedy composed of words alone: 

[Q]uegli c o l l ' e n e r g i a delle sue parole, questi c o l l a 
forza dell'armonia vibrando piu addentro ne'nostri 
cuori g l i a f f e t t i , assai piu d e l l a tragedia semplicemente 
declamata c i commuovono.5^ 

Not only, then, does Calzabigi accept opera as an 
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i n t e r p r e t a t i o n of the method of performing ancient tragedy, 

hut he also considers i t the more ef f e c t i v e form of tragedy. 

In the l e t t e r to the Mercure de France, written nearly i 

twenty-five years a f t e r the beginning of h i s collaboration 

with Gluck, Calzabigi speaks of how he envisaged the union 

of poetry and music which created the reform-operas. I t 

should be pointed out that Calzabigi claims that h i s ideas 

had already matured when he arrived i n Vienna i n 1761. He 

states that he had studied declamation thoroughly. According 

to him, i t was the declamation of the actor which animated 

dramatic poetry. The function of the music i n the operatic 

union i s to give expression to the words of the drama, and 

hence to enrich the declamation: 

J ' a i pense, i l y a 25 ans, que l a seule musique 
convenable a l a poesie dramatique, & sur-tout pour 
l e dialogue & pour l e s a i r s que nous appelons 
d'azione, e t o i t c e l l e qui approcheroit davantage de 
l a declamation naturelle, animee, energique. 

Declamation already seemed to him to be a kind of imperfect 

music: 

[L]a declamation n'etoit elle-m§me qu'une musique 
imparfaite . . . on pourroit l a noter t e l l e qu'elle 
est, s i nous avions trouve des signes en assez grand 
nombre pour marquer tant de tons, tant d'inflexions, 
tants d'eclats, d'adoucissemens, de nuances variees, 
pour a i n s i dire, a l ' i n f i n i , qu'on donne a l a voix 
en declamant. 

Musical accompaniment, then, perfects declamation, or i n 

other words, dramatic vocal music becomes a declamation that 

i s enriched by i t s musical accompaniment: 
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La musique, sur des vers quelconques, n'etant done . 
d'apres mes idees, qu'une declamation plus savante, 
plus etudiee, & enrichie encore par l a harmonie des 
accompagnemens,. j'imaginai que e'etoit l a tout l e 
secret pour composer de l a musique excellente pour un 
Drame; que plus l a poesie e t o i t serree, energique, 
passionnee, touchante, harmonieuse, & plus l a musique 
qui chercheroit a l a bien exprimer, d'apres sa 
v e r i t a b l e declamation, s e r o i t l a musique vraie de 
cette poesie, l a musique par excellence.5 5 

From t h i s principle,., that the closer the musical accom

paniment i s to the natural declamation of the words, the more 

perfect w i l l that music be, Calzabigi reaches a conclusion 

that i s t r u l y revolutionary for his time. In questioning why 

some arias seem to be successful i n only one musical setting 

(such as Pergolesi's S i cerca, s i dice i n the Olimpiade), 

whereas others can be set to various accompaniments, Calzabigi 

concludes that i n the former case, the perfect poetic expres

sion and natural declamation of each has been found, while i n 

the l a t t e r case t h e i r i n d i v i d u a l true ."musique de declamation" 

has not. Once i t has been found, however, that p a r t i c u l a r 

accompaniment w i l l become the only one that i s acceptable. 

The implications of t h i s important point are c l e a r l y -eluci

dated i n the l e t t e r to Count Greppi: 

Ma siccome unica i o stimo l a maniera di bene esprimere 
g l i a f f e t t i coll'Armonia come e unica quella d i 
declamare naturalmente un bel pezzo di tragedia, cosi 
se questa e ptata preoccupata dai primo maestro, non 
so vedere'eome a l t r i potrebbero porvi l e mani, se non 
lavorando sul f a l s o , o compilando una mascherata 
imitazione. . . . non solo a l i a sua i h f e r i o r e , ma 

To recapitulate: i n Calzabigi's view there can be only 

one true musical accompaniment to a drama, namely the one 
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which gives drama i t s perfect expression or declamation. 

From the foregoing, i t appears that i n Calzahigi's conception 

melodramma hecomes the actual u n i f i e d a r t i s t i c whole that 

Gravina, Martello and Metastasio had i d e a l i z e d . Calzahigi's 

concept of music as enhanced declamation was not, of course, 

o r i g i n a l to him. Already i n seventeenth-century France i t 

was a commonplace i n t e r p r e t a t i o n of the function of music i n 

opera. Lully had devoted much thought to the problem of the 

r e c i t a t i v e and i t s musical accompaniment. He found the per

functory I t a l i a n r e c i t a t i v o secco to be lacking i n musi- ; 

c a l i t y , and he evolved a more rhythmical system based on . 

spoken declamation. Norman Demuth recounts that f o r t h i s 

purpose L u l l y l i s t e n e d a t t e n t i v e l y to La Champmesle, the 

famous actress of the Comedie Francaise, who was coached by 

Racine. Lully' noted the accent, r i s e and f a l l of the voice 

and speed of d i c t i o n . Demuth describes h i s method of compo

s i t i o n as follows: 

He would f i r s t l e a r n the text by heart, declaiming i t 
over and over again u n t i l he had noted down the verbal 
climaxes and the points at which the spoken voice 
would r i s e and f a l l . He would then f i t a musical 
rhythm to the words. The melodic l i n e came next, 
cl o s e l y following the graph of his experiments. In 
place of the punctuating chords of r e c i t a t i v o secco, 
L u l l y contrived a primitive form of r e c i t a t i v o  
stromentato espressivo i n which the vocal style 
approximated to that of the A i r ; but . . . he accom
plished only the f i r s t step i n t h i s direction.- 3' 

In h i s r e c i t a t i v e , L u l l y l i m i t e d himself to assigning one 

note to each s y l l a b l e . R a m e a u adopted and developed t h i s 

Practice, but imparted greater expression to the declamation. 
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Both composers sought musical p a r a l l e l s to the inflexions . of 

the spoken words. Their musical notation was consequently 

more complicated than i n I t a l i a n opera. I t permitted a more 

precise i n d i c a t i o n of the cadences of the r e c i t a t i v e , a l 

lowing the singer l e s s room for improvisation and personal 
• A • - 5 9 

i d i o s y n c r a s i e s . v / 

Calzahigi's system of declamation reveals such close 

s i m i l a r i t i e s to these French experiments with declamation 

notee that one i s tempted to conclude that i t derived from 

his d i r e c t acquaintance with the L u l l i — Q u i n a l t method and the 
60 

contemporary tragedie lyriq u e. Unfortunately, Calzabigi 

acknowledges no sources or general indebtedness for his 

theories on declamation. However, his system i s so c l e a r l y 

French i n tone that i t i s at l e a s t a plausible conjecture to 

attribute i t to his ten-year sojourn i n Paris. 

Metastasio had already i n s i s t e d on the word having 

i t s own musicality which the score should enhance. But i n 

his desire to preserve the l i t e r a r y i n t e g r i t y of the l i b r e t t o , 

Metastasio went so f a r as to claim that his dramas could 

exist without music. While Calzabigi had o r i g i n a l l y echoed 

the same opinion of Metastasio's l i b r e t t i , he l a t e r came to 

consider the words and music of melodramma as one and insep

arable. Calzahigi's three l i b r e t t i survive i n the setting 

by Gluck, the composer for whom they were written. 

Metastasio's dramas survive as l i b r e t t i , rather than as 

operas with a s p e c i f i c musical setting. In the eighteenth 

century they were put to music by many d i f f e r e n t composers. 
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Calzabigi a c t i v e l y protested against the common practice of 

the time i n having a popular l i b r e t t o reset to new music with 

every new production. It was p r e c i s e l y t h i s practice which 

prompted h i s l e t t e r to Count Greppi of 6 A p r i l 1768. 

The Count*had requested Calzabigi to a l t e r the 

l i b r e t t o of Alceste to suit the requirements of the theatre 

i n Milan, another procedure also quite common i n the eight

eenth century. Calzabigi refused to do so, explaining that 

he wrote to dramatic exigencies, not to please singers or 

other extraneous i n t e r e s t s . His l e t t e r i s an impassioned 

defence of a r t i s t i c i n t e g r i t y , but i t went unheeded by those 

who wielded power and influence i n the Ducal Theatre i n Milan. 

The task of adapting the l i b r e t t o was given to the poet 

P a r i n i , and Pietro Guglielmi was commissioned to replace 

Gluck's score with an accompaniment of his own. The new 

opera met with l i t t l e success, thus v i n d i c a t i n g Calzabigi*s 
6l 

position. Nevertheless, the incident i s very illuminating, 

as i t reveals Calzabigi as the f i r s t I t a l i a n l i b r e t t i s t to 

work i n r e a l collaboration with the composer i n creating a 

musical drama, and i n advocating that t h i s must be so. Before 

him, l i b r e t t i s t s such as Metastasio and Zeno worked as i n d i 

viduals, perhaps consulting with the composer on the p a r t i c 

u l a r occasion for which the opera was being written, but 

always with the knowledge that afterwards the l i b r e t t o would 

enter the public domain to be altered and put to music by 

any number of composers. Calzabigi, keenly aware of t h i s , 

decried i t as an in t o l e r a b l e practice. Writing s p e c i f i c a l l y 
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of the a l t e r a t i o n of the l i h r e t t o of Alceste, he marked i t 

as a sign of the general decadence of I t a l i a n l i t e r a t u r e . 

Yet he was aware of the f u t i l i t y of his protest: 

La stampa avendo resa propria 1'Alceste di chiunque 
v o g l i a mettervi l'impegno sopra, sarebhe stravaganza 
l a mia, i n pretendere che rimanesse intatta.° 2 

And, while Calzabigi firmly believed i n the i n t e g r i t y of the 

musico-dramatic composition, he was unable to convince Gluck 

thoroughly of the inherent r e l a t i o n s h i p between words and 

music. The famous composer did not hesitate to use i n his 

new operas music that he had already written to other words. 

Like e a r l i e r eighteenth-century c r i t i c s , Calzabigi 

believed that poetry should be the mistress i n the r e l a t i o n 

ship between the component arts of opera. He was, therefore, 

pleased with his collaboration with Gluck, for he t e l l s us 

that the composer carr i e d out successfully the function that 

the l i b r e t t i s t envisaged for music i n the performance of 

tragedy: 
i 

Altro e g l i non ha fatto che segnare una declamazione 
armonica a l i a poesia d'Alceste aiutandola coi suoni 
accio p i u gentilmente, e, piu vivamente s'i n s i n u i 
nell'animo degli s p e t t a t o r i . 

Gluck achieved t h i s by leaving the poetry dominant, 

non affogando l a parola coll'armonia, come fanno i 
no s t r i i n e t t i , ignoranti, meccanici maestri di musica, 
ma contornandola coi vezzi armonici onde acq u i s t i 
energia, e vaghezza, ma di maniera che sempre 
rimanga dominante. 

For Calzabigi, i t i s , of course, p e r f e c t l y l o g i c a l that 
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poetry be dominant i n the collaboration, since i t i s tragedy 

that i s being represented on stage: 

[Q]ualora non s i sente quel che dice l ' a t t o r e , che 
scrisse i l poeta, l ' i n t e r e s s e e perduto, e per 
conseguenza i l f i n e che ogni sensato uomo s i propone 
di conseguire n e l l e rappresentazioni t e a t r a l i . 

Since poetry must rule, i t follows that the poet must have 

the upper hand i n the collaboration. Calzabigi, therefore, 

does not regard i t as presumption on the poet's part to pre

scribe what music i s suitable to the melodramma: 

E l l a non creda che s i a mia temeraria presunzione i l 
voler cosi dar giudizio d e l l a musica che pud convenire 
a l l ' A l c e s t e : perche s' e g l i e vero che niuno meglio di 
me possa dar norma a l l ' a t t o r e per ben declamare l a 
poesia d'Alceste, e vivamente,^ernaturalmente esprimere 
l e passioni che v i regnano; e se l a musica a l t r o 
esser non deve che l a declamazione a b b e l l i t a 
d a l l * armonia, suppongo che non mi s i contrastera. che 
i l primo giudice d e l l a musica d*Alceste debba essere 
i l poeta che 1 ' A l c e s t e ha composta. 3 

In t h i s way Calzabigi attempted to put into e f f e c t the b e l i e f 

shared with e a r l i e r c r i t i c s that the poet should regulate the 

o v e r a l l composition of the melodramma. In his plan for re

form, Calzabigi sees the l i b r e t t i s t as the central figure who 

creates the drama i n a l l i t s aspects, including i t s perform

ance, with the r e s u l t that i t s success depends not on the 
64 

singer, dancer or composer, but only on the poet. These are 

strong words indeed i n an age when, despite the overwhelming 

success and popularity of Metastasio, the l i b r e t t i s t ( i n 

cluding the Imperial poet himself) had l i t t l e control over 

the performance of h i s melodrammi, the i n t e g r i t y of h i s 
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l i b r e t t i , or the use made of his verses.. 

In the Dissertazione, when he was defending 

Metastasio*s melodrammi as true tragedies, Calzabigi referred 

to Metastasio as "poeta" and regarded him as the equal of any 
6 5 

ancient or modern t r a g i c poet. In the Risposta, discussing 
the plan for the composition of the words i n opera, he refers 
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to the author of the l i b r e t t o as " i l Tragico Poeta." From 

these remarks, and from what has been discussed elsewhere i n 

t h i s study, i t i s clear that i n Calzabigi's view the l i b r e t 

t i s t i s a true poet. Or, to be more precise, the author of 

the type of opera that he advocates i s a true poet, for he 

r e f e r s to the average l i b r e t t i s t s of the t r a d i t i o n a l opera 

as crude v e r s i f i e r s who, by copying, or imit a t i n g without 

discernment the l i b r e t t i of other authors, flood the I t a l i a n 
67 

theatre with monstrous creations. 

The dedicatory prefaces to Alceste and to Paride ed  

Elena are signed by Gluck, but written i n collaboration with 

Calzabigi. They reveal ideas on the r e l a t i o n of music and 

poetry i n the melodramma similar to Calzabigi's i n h i s l e t t e r 

to Count Greppi written the year after the f i r s t performance 

of Alceste, and two years before the composition of Paride ed  

Elena. In the preface to the former the composer states: 
W When I began to write the music for Alceste. . . . I 
sought to r e s t r i c t the music to i t s true purpose of 
serving to give expression to the poetry and to 
strengthen the dramatic situations, without i n t e r 
rupting the action or hampering i t with unnecessary 
and superfluous ornamentations. 

Gluck then goes on to draw a p a r a l l e l between music and 
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painting, as Calzabigi does between poetry and painting: 

I believed that i t should achieve the same ef f e c t as 
l i v e l y colours and a well-balanced contrast of l i g h t 
and shade ona very correct and well-disposed painting, 
so animating the figures without a l t e r i n g t h e i r 
contours."" 

In the preface to Paride we f i n d the r e i t e r a t i o n of the 

b e l i e f already found i n Calzahigi's Dissertazione, that the 

poet i s responsible for i n s p i r i n g f e e l i n g i n the musician, 
69 

and thus the type of music he composes. 7 The idea that the 

music must reproduce the sentiments of the words also occurs 

("I believed that . . . songs i n an opera are merely another 

form of declamation")* and the p a r a l l e l between music and 

painting appears once again: 
Your Highness w i l l already have read the text of 
Paris and w i l l have noted that i t does not present 
the composer's imagination with those strong passions, 
those great images and those tr a g i c situations, which 
move the audience i n Alceste and give so much oppor
tunity for a r t i s t i c e f f e c t s ; for which reason one must 
not expect the same force and energy i n the music, 
just as i n a painting with f u l l l i g h t one does not 
expect the same effects of chiaroscuro, the same 
sharp contrasts as' the painter can employ with a 
subject which enables him to choose a subdued 
light.?° 

The preface was also an a p r i o r i apology for the opera, which 

did not meet with the same measure of success as Qrfeo and 

Alceste because i t did not deal (according to Calzabigi i n 

the Risposta) with the same l o f t y and tr a g i c subjects as the 
71 

other two works.' The composer claims m the preface that 

i n order to keep to the character of the work he was obliged 

from time to time to descend to the t r i v i a l : 
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When one i s i n search of truth, one must vary one's 
style according to the subject i n hand, and the great
est beauties of melody and harmony become defective 
and imperfect i f they are not i n t h e i r proper p l a c e . ? 2 

In other words, the poetry and the music must be p e r f e c t l y 

suited to each other, and there i s no j u s t i f i c a t i o n for the 

embellishment of music for the sake of music alone i n the 

union of arts which i s the opera. 

Calzabigi deplored the use of spectacle, which served 

to capture the attention of the spectator, but did not suf

f i c e to involve the audience i n the drama being unfolded. 

Thus, he c a l l e d the accoutrements of spectacle 

inezie nelle quali l'occhio s i compiace un istante,-
ma non hanno poi i l vero merito di trattenere l a 
mente, e molto meno quello p i u raro di fermare i l 
core a compiangere l e disgrazie dei rappresentati 
eroi, unico fine che s i propone l a tr a g e d i a . ' 3 

Calzabigi does not comment i n any d e t a i l on the role of the 

stage-decorator, nor even on that of the fourth element of 

the collaboration, the dance. In a l e t t e r to Antonio 

Montefani, the a r t i s t i c director at Bologna, with reference 

to a projected performance of his Alceste ten years af t e r the 

i l l - f a t e d attempt at Milan, Calzabigi discourses b r i e f l y on 

the dance. He speaks out against the use of long b a l l e t s 

since the pantomimic action of the chorus would already add 

var i e t y to the action. Knowing, however, that a ballet-master 

was employed for the performance, Calzabigi i n s i s t e d that only 

two b a l l e t sequences be used, preferably the two o r i g i n a l ones 

choreographed by Noverre for Gluck*s music, as they were pure 
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dance, free of any attempt to portray meaning or p l o t . 

Calzabigi disapproved of the custom of i n s e r t i n g b a l l e t into 

opera, as he f e l t that the introduction of new or extraneous 

action i n that manner destroyed the organic unity of the 
75 

work.'v 

Most of Calzabigi's comments on the actual performers 

of opera are to be found i n his s a t i r i c a l l i b r e t t o L'Opera  

s e r i a . As already mentioned, the picture he gives of an 

operatic performance i s conventional, with the usual echoes 

of previous c r i t i c s , e s p e c i a l l y Marcello. Apart from the 

s a t i r e of the singers* f a u l t s as a r t i s t s , Calzabigi-expressed 

the b e l i e f that they could be trained to execute t h e i r parts 

according to the o v e r a l l plan of the poet, and he refused to 

adapt his poetry for the benefit of the singers; on the con

trary, he i n s i s t e d that they accommodate themselves to the 
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service of h i s poetry.' He thereby demanded that the compos 

abandon the musical techniques that favoured the singers and 

the display of a b e a u t i f u l voice at the expense of the ar-.-

t i s t i c coherence and cohesion of the drama: 
Je l e p r i a i en meme-temps d'en bannir i passaggi, l e  
cadenze, i r i t o r n e l l i , & tout ce qu'on a mis de 
gothique. de barbare, d'extravagant dans notre 
musique.'' 

In the preface to Alceste, Gluck gives concrete examples of 

his acquiescence to the above: 

So I have t r i e d to avoid i n t e r r u p t i n g an actor i n 
the warmth of a dialogue witlua boring intermezzo or 
stopping him i n the midst of h i s discourse, merely so 
that the f l e x i b i l i t y of his voice might show to advan-
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tage i n a long passage, or that the orchestra might 
give him time to c o l l e c t h i s breath for a cadenza. 
I did not think I should hurry quickly through the 
second part of an a i r , which i s perhaps the-most 
passionate and most important, i n order to have room 
to repeat the words of the f i r s t part regularly four 
times or to end the a r i a quite regardless of i t s 
meaning, i n order to give the singer an opportunity 
of showing how he can render a passage with so-and-
so v a r i a t i o n s at w i l l ; i n short, I have sought to 
eliminate a l l these abuses, against which sound 
common sense and reason have so long protested i n 
vain. 78 

F i n a l l y , Calzabigi decried the ex i s t i n g practice of forcing 

a l i b r e t t o to s u i t a regular t h e a t r i c a l company, and demanded 

that a company be formed to s u i t each opera being performed. 

Because of his high i d e a l , he refused to allow practices that 

his contemporaries accepted as necessary due to the union of 

poetry and music: 

Non ho potuto tener conto d e l l ' e t i c h e t t e de'virtuosi, 
non mi sono l i m i t a t o nel numero de'.personaggi, non mi 
son r i s t r e t t o a f a r sempre uso de'soprani, non ho 
voluto soggettarmi a scrivere per t u t t i p a r t i 
i n t e r e s s a n t i , nd finalmente mi sono adattato a servire 
c o l l a mia poesia a l commodo [ s i c ] de'cantanti (abuso 
troppo r i d i c o l o ) ma ho inteso che i cantanti 
servissero a l mio.79 

While Metastasio adjusted his melodramma to the bel canto 

virtuoso, Calzabigi and Gluck did away with the embellish

ments of the t r a d i t i o n a l arias. Calzabigi claimed that he 

wrote only i n accordance with dramatic exigencies. 

In the l e t t e r of 6 A p r i l 1768 addressed to Greppi, 

Calzabigi claimed to have set out deli b e r a t e l y to reform 

I t a l i a n theatre, which elsewhere he describes as being i n a 
8 0 v i r t u a l l y barbaric state. The same claim reappears i n the 
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Risposta. In the Rivoluzioni Arteaga had accused Calzabigi 

of being inconsistent i n his dramatic theories, for he had 

praised Metastasio i n the Dissertazione at the expense of 

the French tragedie lyrique, only to abandon subsequently 

the Metastasian form i n favour of one closer to the French 

i d e a l . Answering these charges i n his Risposta, Calzabigi 

c i t e s a passage from h i s Dissertazione i n which he had con

jectured that Quinault's dramatic plan, were i t only p u r i f i e d 

of such imperfections as i t s emphasis on the marvellous, 

would produce a successful opera. According to Calzabigi, 

t h i s point proves that i n 1755 he was already thinking of 

his reform which was intended s p e c i f i c a l l y to p u r i f y the 
8 1 

tragedie of Quinault. In the l e t t e r to Count Greppi he 

goes so far as to claim that he had already written Orfeo 

eighteen years e a r l i e r , that i s , i n 1750- The veracity of 

t h i s statement should be brought into serious question, 

e s p e c i a l l y since i n the Risposta he says that he wrote the 
8 2 

Orfeo i n Vienna. Furthermore, Calzabigi claimed that 

Metastasio did not reform the melodramma, but that the merit 

of the reform was e n t i r e l y his own: 
D i s s i essere io stato autore del cambiamento del 
piano costumato de'nostri drammi che f i n dai Zeno 
regnava s u l l e nostre scene, e realmente posso intero 
attribuirmene i l vanto.°3 

And although the preface to Alceste i s p r a c t i c a l l y a para

phrase of A l g a r o t t i ' s Saggio sopra 1'opera i n musica, 

Calzabigi claimed precedence i n conceiving the form: 
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[ E ] b enche s u s s e g u e n t e m e n t e 1 ' A l g a r o t t i i n s i n u a s s e 
c o i s u o i o p u s c o l i n e c e s s a r i o u n t a l cambiamento, e 
ne p r e s e n t a s s e i n p r o s a u n m o d e l l o , p u r e ne c i 5 f u 
d a a l c u n o p r i m a d i me e s e g u i t o , ne mi p r e v e n n e 
1 * A l g a r o t t i c o l l * i n s i n u a z i o n e s u d d e t t a sua, ne i l d a 
l u i p u b b l i c a t o m o d e l l o h a che f a r e c o l p i a n o da me 
i n v e n t a t o , non e s s e n d o q u e l l o se non u n a p u r a 
i m i t a z i o n e d e l l e o p e r e f r a n c e s i . . . l e q u a l i n e l 
l o r o a p i a n o sono anche p i u s t r a v a g a n t i d e l l e n o s t r e 
e piu. i n s i p i d e n e l maneggio d e l l e p a s s i o n i . 8 4 

I n v i e w o f t h i s , we may w e l l ask what e x a c t l y was 

C a l z a h i g i ' s r e f o r m , and w h e t h e r h i s p l a n was o r i g i n a l . 

S c h o l a r s a r e unanimous i n s t a t i n g t h a t C a l z a b i g i and G l u c k ' 

were i n f l u e n c e d by t h e F r e n c h i n t h e i r r e f o r m . ^ Y e t i t was 

n o t the' c o n t e m p o r a r y F r e n c h t r a g e d i e l y r i q u e t h a t i n s p i r e d 

C a l z a b i g i , as some have m a i n t a i n e d , b u t t h e E n c y c l o p e d i s t s ' 

a t t a c k on F r e n c h o p e r a , t o g e t h e r w i t h t h e r e f o r m i n g i d e a l s 

o f s u c h men as R o u s s e a u , D i d e r o t and F r i e d r i c h M e l c h i o r 
86 

Grimm. However, t h e i m p e t u s was n o t s o l e l y F r e n c h . M o s t 

o f t h e t e n e t s o f C a l z a h i g i ' s s y s t e m c a n be f o u n d i n e a r l i e r 

I t a l i a n c r i t i c i s m o f o p e r a , i n c l u d i n g M e t a s t a s i o . C a l z a b i g i , 

a c o s m o p o l i t a n f i g u r e who had immersed h i m s e l f i n I t a l i a n , 

F r e n c h and E n g l i s h c u l t u r e , was a b l e t o draw f r o m t h e s e 

d i v e r s e s o u r c e s t h e v a r i o u s s t r a n d s o f h i s s y s t e m . S t a r t i n g 

f r o m common n e o - c l a s s i c a l i d e a l s o f s i m p l i c i t y , i m i t a t i o n o f 

n a t u r e i n a r t , a d m i r a t i o n f o r a n c i e n t G r e e c e , as w e l l as t h e 

n e o - c l a s s i c a l c o n c e p t i o n o f m u s i c , he e v o l v e d a s y s t e m t h a t 

s u c c e e d e d i n d o i n g away w i t h t h e e x c e s s e s o f t h e c o n v e n t i o n a l 

a r i a . A l t h o u g h h i s p l a n was n o t e n t i r e l y o r i g i n a l , i t s v a l u e 

l a y i n t h e f a c t t h a t it""was s u c c e s s f u l i n p u t t i n g i n t o p r a c 

t i c e what ha d h i t h e r t o r e m a i n e d o n l y t h e o r y . T h r o u g h G l u c k , 
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Calzabigi claimed i n the preface to Alceste: 

I have sought to eliminate a l l these abuses, against 
which sound common sense and reason have so long 
portested i n vain. ? 

The extermination of abuses was not, of course, completely 

successful. Nevertheless, Calzabigi and Gluck were the most 

rujthless and adamant i n putting t h e i r theories into practice. 

Metastasio had complained of the abuses i n t h e o r e t i c a l terms, 

but i n practice continued to cater to the accepted conventions 

of the time. Calzabigi and Gluck, on the other hand, coura

geously set out to break with the tyranny of convention, 

r i s k i n g the incomprehension of contemporary audiences. 

The e f f i c a c y of the reform has been brought into ques

t i o n by scholars. I t i s frequently pointed out that, except 

i n Paris, Gluck's operas written i n collaboration with 

Calzabigi were not i n great demand, while Metastasio's re-
8 8 

mained popular into the nineteenth century. Alceste i s the 
8 9 

r e a l reform opera; Orfeo s t i l l has a l o t of the old. ' Yet 

i t i s Orfeo that i s praised, f o r example, by P l a n e l l i and by 

B e t t i n e l l i as perfected operas, whereas Alceste i s not even 

mentioned by them, an i n d i c a t i o n that the reform was not f u l l y 

understood or appreciated by those two contemporary c r i t i c s . 

E i n s t e i n concludes that Calzabigi and Gluck did succeed i n 

s h i f t i n g the balance between opera and drama i n the d i r e c t i o n 

of drama, but he adds: 
He [Gluck] wrote operas different.from those of his 
more ingenuous I t a l i a n contemporaries; but i t never
theless remains an open question whether his are 
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better than theirs.9° 

Whatever the answer, Gluck and Calzahigi's reform did not 

create a new style or school of opera for the i n t e r n a t i o n a l 

stage, i n spite of the fact that both of them sought imita-
Q 1 

tors. Musicologists point out that i n e f f e c t Gluck's 

reform operas represent the culmination or end of an era, a 

summing-up of what had gone before, rather than the reform 
92 

that introduces a new epoch. Whatever Calzahigi's precise 

contrihution to the c o l l a b o r a t i o n with Gluck may have been, 

i n the f i e l d of c r i t i c a l l i t e r a t u r e on melodramma he expounded 

a v i s i o n of opera rooted firmly i n the neo-classical t r a d i t i o n 

with i t s insistence on a r t i s t i c cohesion and i n t e g r i t y . Need

le s s to say, Calzabigi would have deplored the dominant role 

that music was to assume i n the opera of the romantic period, 

yet i n some respects he anticipates the operatic developments 

of the nineteenth century i n h i s insistence on the insepara

b i l i t y of word and music i n melodramma. This view, and the 

high opinion he held for t r a g i c opera, constitute h i s two 

most s i g n i f i c a n t contrihutions to the history of opera c r i t 

icism. 
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Saverio B e t t i n e l l i 

At the end of the eighteenth century, melodramma also 

attracted the c r i t i c a l attention of Saverio B e t t i n e l l i , one 
1 of the most i n t e r e s t i n g figures of the I t a l i a n Enlightenment. 

B e t t i n e l l i i s noted for the complexity of his personality and 

of his c r i t i c a l works, which makes i t d i f f i c u l t to situate 

him conveniently i n any single l i t e r a r y c l a s s i f i c a t i o n . In 

the Preface to Franco B e t t i 1 s S t o r i a c r i t i c a delle Lettere 

v i r g i l i a n e , Gustavo Costa characterizes B e t t i n e l l i as a t y p i -
2 

ca l representative of Enlightenment rationalism. With a l l 

due respect to t h i s scholar, we must observe that such a 

statement i s too u n i l a t e r a l and r e s t r i c t i v e . The r a t i o n a l i s 

t i c s t r a i n i s indeed very strong i n B e t t i n e l l i ' s personality 

and c r i t i c a l thought. However, i t i s tempered to a greater 

or lesser extent, by such elements as classicism, empiricism 

and pre-Romanticism, that co-exist with i t . He i s also one 

of the p r i n c i p a l figures i n the movement towards a dynamic 

renewal of a l i t e r a r y t r a d i t i o n that had become stagnant. 

L i t e r a r y h i s t o r i a n s point out the apparent inconsistencies 
3 

and contradictions i n B e t t i n e l l i ' s writings. They c i t e , for 

example, h i s innovative and pre-romantic concept of poetic 

frenzy expounded i n the essay Dell'Entusiasmo delle b e l l e a r t i 

composed i n the middle years of his l i f e , and the turn, i n 
his l a t e r years, towards l i t e r a r y t r a d i t i o n a l i s m and conserva

t
i s m . Such general inconsistencies are to be expected during 
the course of a long and c u l t u r a l l y active l i f e (which earned 
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for him the soubriquet of "Nestore" of I t a l i a n l i t e r a t u r e ) . 

However, they are to be found, not only i n d i f f e r e n t periods 

of his career, but also within i n d i v i d u a l works. Neverthe

l e s s , B e t t i n e l l i i s i n fact remarkably consistent i n h i s a t t i 

tude towards the melodramma of the eighteenth century, though 

i t must be remembered that he dealt with the subject exclu

s i v e l y i n the l a t t e r h a l f of his l i f e . 

In the Preface to the f i r s t e d i t i o n of his dialogues 

on the theatre, B e t t i n e l l i places before the reader his cre

dentials as a c r i t i c on t h i s topic, claiming a knowledge both 

of the opera of the time and of the c r i t i c a l l i t e r a t u r e that 

deals with i t . - * A glance at h i s writings on opera reveals 

his f a m i l i a r i t y with the works of Muratori, Du Bos, Rousseau, 

Vo l t a i r e , D'Alembert, Eximeno, Calzabigi, Quadrio, Napoli 

S i g n o r e l l i , P l a n e l l i , Matteo Borsa, A l g a r o t t i and Arteaga. 

A l l are referred to, and t h e i r works are quoted or paraphrased. 

Furthermore, B e t t i n e l l i could l a y claim to p r a c t i c a l experi

ence with t h e a t r i c a l production during his seven-year term 

as Accademico del Collegio dei Nobili at Parma (1752-59)-

In t h i s capacity, he was i n charge of productions at the two 

theatres i n the College, and his a c t i v i t i e s coincided chrono

l o g i c a l l y with Du T i l l o t ' s attempts at t h e a t r i c a l reforms i n 

the Court of Parma, and with Traetta's contribution to the 

reform of opera. In h i s Discorso sopra i l teatro i t a l i a n o , 

B e t t i n e l l i also claimed experience i n writing poetry to be 

set to music. He c i t e s two s p e c i f i c occasions: one for the 

choruses of h i s tragedy Gionata (17^7)t and the other for his 
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Cantata i n honour of Joseph II's entrance into Rome i n 1769.^ 

The o r i g i n a l i t y of B e t t i n e l l i ' s remarks on melodramma i s , 

nevertheless, somewhat limited. His thought reveals a heavy 

rel i a n c e on previous c r i t i c s of opera, e s p e c i a l l y Muratori, 

Marcello, A l g a r o t t i and Arteaga. Yet his conclusions, while 

r e f l e c t i n g opinions held by previous c r i t i c s , do show that 

he had confronted the problem of melodramma i n the l i g h t of 

his own convictions concerning the nature of art. 

B e t t i n e l l i ' s position on opera has not been studied i n 

d e t a i l . Maria Giacinta Macchia Alongi deals with i t i n a 

s u p e r f i c i a l manner, merely touching upon some of B e t t i n e l l i ' s 
8 

remarks concerning melodramma. She also points out t h e i r 

s i m i l a r i t y to Arteaga's c r i t i c i s m i n the Rivoluzioni del  

teatro musicale i t a l i a n o . Macchia Alongi seems unaware, 

however, of the va s t l y d i f f e r e n t s p i r i t that informs the 

observations of the two c r i t i c s . Giazotto regards B e t t i n e l l i 

c h i e f l y as an anti-Metastasian c r i t i c , though at the same 

time he recognizes that B e t t i n e l l i ' s attack on Metastasio 

r e f l e c t s i n general upon the opera of the time that adhered 
Q 

l a r g e l y to Metastasian models. On the whole, however, 

B e t t i n e l l i ' s writings on opera have been scrutinized almost 

exclusively by scholars concerned with c r i t i c i s m of Metastasio 

as a poet. 

This exclusiveness i s understandable, for B e t t i n e l l i ' s 

c r i t i c i s m i s c l e a r l y centered on Metastasio and the type of 

melodramma he engendered. The harshness of his attack con

t r a s t s v i v i d l y with the many admiring voices that sang the 
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praises of the Imperial poet. Sergio Romagnoli believes that 

B e t t i n e l l i provides one of the most acute c r i t i c i s m s of 

Metastasio's art, considered i n i t s double aspect of poetry 
10 

per se, and drama. In many ways, B e t t i n e l l i i s the harbin

ger of the negative judgement that overtakes Metastasio i n 

the nineteenth century. However, he was not alone i n t h i s 

negative attitude towards Metastasio, even i n the eighteenth 

century, just as i n h i s Lettere v i r g i l i a n e he was not unique 

i n his severe c r i t i c i s m of Dante. In both cases, he became 

the standard-bearer for these factions through his polemical 

st y l e of attack. 

It i s important to bear i n mind, however, that 
B e t t i n e l l i ' s Lettere v i r g i l i a n e attack not only Dante himself. 
B e t t i n e l l i inveighs against what he regarded as the stagnant 
culture of the eighteenth century with i t s deference to estab
l i s h e d authority, and i t s s t e r i l e propagation of Arcadian 
verse-forms. In his opinion, they were l a r g e l y academic exer
cises that no longer f u l f i l l e d the needs of contemporary s o c i -

11 
ety. • He also challenges the adherence to f o s s i l i z e d pre
cepts and poetics, and the s e r v i l e i m i t a t i o n of accepted 

12 
models. In the same way, m his Dialogo on opera, by s t r i k 

ing out at Metastasio, B e t t i n e l l i intends to c r i t i c i z e the 

type of opera that had arisen from the c u l t of Metastasian 

melodramma and had dominated the eighteenth-century European 

stage from the time of the f i r s t performance of Didone i n 

1724. In h i s discussion of opera, therefore, B e t t i n e l l i i s 

consistent with his programme, exemplified not only i n the 
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Lettere v i r g i l i a n e , but also i n h i s other works such as the 

Discorso sopra l a poesia i t a l i a n a , of dealing with s p e c i f i c 

authors and t h e i r works, rather than with precepts and doc-

t r i n e s . J His writings on Metastasio and the type of opera 

that Metastasio made popular w i l l thus enable us to draw cer

t a i n conclusions about B e t t i n e l l i * s attitude towards opera 

i n general. As a preliminary observation that we hope to 

demonstrate shortly, we may note that B e t t i n e l l i ' s s p e c i f i c 

i n t e r e s t centres quite d e f i n i t e l y on regular, spoken tragedy, 

and touches opera only i n so f a r as i t bears a r e l a t i o n to 

tragedy. We may also observe i n passing that the basic prob

lem faced by eighteenth-century l i t e r a r y c r i t i c i s m , stemming 

from the d i a t r i b e on tragic forms promoted by the O r s i -

Bouhours controversy, s t i l l makes i t s impact f e l t on a person

a l i t y as close i n time to A l f i e r i and the newest currents of 

prer-romantic - culture as B e t t i n e l l i . 
There are sporadic references to melodramma i n several 

of B e t t i n e l l i ' s works, such as the Discorso sopra i l teatro  

i t a l i a n o , II Risorgimento d ' I t a l i a negli studi, nelle a r t i e 

ne'costumi dopo i l M i l l e , and the Discorso sopra l a poesia 
lk . . . 

i t a l i a n a . However, melodramma became the s p e c i f i c object 
15 

of his concern while he was writing his Dialoghi d'Amore, ^ 

and i t i s to t h i s work that we s h a l l pay p a r t i c u l a r attention, 

r e f e r r i n g as necessary to h i s other writings to i l l u s t r a t e 

and c l a r i f y h i s points of view. I n i t i a l l y , B e t t i n e l l i wrote 

four dialogues to be published under the t i t l e Dialoghi sopra 

i l teatro moderno i n a new e d i t i o n of his own tragedies, two 
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of which were written during his term as Accademico at the 

College of Parma. E n t i t l e d Tragedia, Tragicommedia, Opera 

and B a l l i , the f i r s t four dialogues were published with his 

tragedies i n 1 7 8 8 . Encouraged hy h i s friends, B e t t i n e l l i com

posed several additional dialogues on l i t e r a r y subjects and 

the s o c i a l mores of the time, f i n a l l y publishing the entire 

c o l l e c t i o n of them i n 1 7 9 6 . The dialogues attracted l i t t l e 

attention i n l i t e r a r y circles} the only contemporary r e f e r 

ences to them are to be found i n the private correspondence 

of people to whom B e t t i n e l l i had sent copies. Neither have 

they attracted widespread attention among l a t e r c r i t i c s , i n 

spite of the fact that they o f f e r an i n t e r e s t i n g and v a r i e 

gated picture of I t a l i a n society i n the l a t e eighteenth cen-

16 
tury. 

The p a r t i c i p a n t s i n the four o r i g i n a l Dialoghi d'Amore 

are Amore, who acts as spokesman for the author, and 

Melpomene, the Muse of tragedy, who represents contemporary 
1 7 

taste i n theatre. ' Melpomene leads Amore through the behind-

the-scenes world of tragedy, tragicomedy (that i s , the con

temporary bourgeois comedie larmoyante), opera and b a l l e t . 

Dialogo XIII ( i n the 1 7 9 6 edition), the t h i r d and most impor

tant of the dialogues on theatre, finds Amore v i s i t i n g the 

opera house as a guest of Melpomene who proudly escorts him 

backstage to reveal the secrets of the performance. The re

s u l t i n g dialogue i s a mordant s a t i r e and caricature of opera. 

Amore proceeds to s t r i p aside the g l i t t e r i n g facade of the 

spectacle to expose the shoddy s t u f f that clothes the theat-
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r i c a l i l l u s i o n . The stage, as i t happens, i s set f o r a per

formance of Metastasio's Catone i n Utica. 

In Dialogo XIII, B e t t i n e l l i deals f i r s t of a l l with 

p r a c t i c a l considerations connected with the external elements 

of opera, examining, for example, such matters as the con

st r u c t i o n of stage decor, as well as the attitudes and per

sonal idiosyncrasies of the performers. He then moves on to 

a discussion of l e s s concrete matters, and i t i s at t h i s more 

the o r e t i c a l l e v e l that he tackles, a l b e i t very b r i e f l y , the 

problem of the r e l a t i o n s h i p between music and poetry. With 

t h i s procedure, B e t t i n e l l i reverses the normal practice of 

previous c r i t i c s who generally directed t h e i r attention i n i 

t i a l l y to the c r i t i c a l problems of the genre, relegating 

treatment of p r a c t i c a l issues to a p o s i t i o n of secondary 

importance. B e t t i n e l l i , however, immediately singles out 

those features that, i n his opinion, give opera i t s popular 

appeal. Thus, Amore's dia t r i b e begins with the elements used 

to create spectacle. 

At h i s f i r s t glimpse of the i n t e r i o r of the opera-
house, Amore, i s overawed: 

Che splendor d'ornament!! II tempio di Giove 
Capitolino non pud averne di piu: oro, stucchi, 
v e r n i c i , c r i s t a l l i , g O g n i l o g g i a e un gabinetto: io 
ne son abbagliato. 

But as Melpomene i n i t i a t e s him into the mysteries of the 

stage-decorator's art, and that of the machine-builder, 

Amore's awe changes to revulsion. B e t t i n e l l i paints a picture 
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of squalor and miserliness, of what Amore c a l l s a "great 

sordid economy" as the r e a l i t y behind the eye-enthralling 

stage decor. The extraordinary effects that create ter r o r i n 

the spectator are but t r i c k s of the simplest nature that 

Melpomene explains with pride at the ingenuity they display: 

[E]cco i l mare agitato; non son che t e l e , o cartoni 
i l l u m i n a t i . . . . i l fulmine e un razzo che s t r i s c i a e 
scoppia. . . . una balena, un co c c o d r i l l o , e t i g r i , o r s i , 
l e o n i , e l e f a n t i , ma sopratutto dragoni. . . . Un facchino 
v'e dentro ad animarli. . . . Tra g l i u r l i e i p i a n t i 
de'naufraghi. . . . ecco Deucalione . . . che guida per 
mano l a moglie P i r r a . . . i n pianto. . . . Cio f a un 
bellissimo duetto, ma piu bell o e un mio pensiero di far 
nuotar l a donna comodamente: ha i l guardinfante che l a t i e n 
sospesa e a g a l l a. L'avresti mai t r o v a t o ? ^ 

B e t t i n e l l i deals with the stage decor i n f a r greater d e t a i l 

than other eighteenth-century c r i t i c s . Undoubtedly, h i s 

personal experiences at Parma i n the staging of t h e a t r i c a l 

productions gave him a clearer i n s i g h t into the techniques, 

involved, and enabled him to speak with authority on the 

subject. Consequently, he inveighs against the spectacle i n 

which everything i s fa l s e and exaggerated, i n which thought 

i s manipulated i n the same way as the perspective, scenery, 

paintings, l i g h t s and stage machinery, not to present the 

truth, but only spectacle and i l l u s i o n . B e t t i n e l l i acknowl

edges that opera i s r i g h t f u l l y c a l l e d the realm of i l l u s i o n , 

but he i s r e l e n t l e s s i n str i p p i n g away every vestige of that 

i l l u s i o n . 

B e t t i n e l l i ' s wrath f a l l s with equal vehemence on the 

audience that does not see through the p u e r i l i t y of stage 
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e f f e c t s ; the audience that attends the opera to see and to be 

seen, to converse with friends, take refreshments, pay atten

t i o n only to the arias and adore the virtuoso voice and i t s 

possessor; the audience that made of Metastasio a c u l t - f i g u r e , 

thereby ensuring the perpetuation of his s p e c i f i c form of 

melodramma. The theatre-goers are portrayed as an uncouth 

rabble that shouts remarks and throws food on the stage, even 

though the audience be composed of members of the aristocracy 

as well as the bourgeoisie and the artisans. Melpomene 

remarks that the theatre i s an e f f i c i e n t equalizer; the upper 

classes: 

[d^ivengon popolo per l o r bonta: l o spettacolo 
agguaglia t u t t i , purche tutto s i a maraviglia sorpresa 
incanto di macchine di comparse di pompe e d'ogni 
decorazione. 

Here B e t t i n e l l i notes the e s s e n t i a l l y popular nature of I t a l 

i a n melodramma which, i n h i s opinion, lowers a r t i s t i c stand

ards to the l e v e l of the lowest common denominator. Such a 

state of a f f a i r s i s , of course, diametrically opposed to the 

Enlightenment i d e a l of r a i s i n g the c u l t u r a l standards of 

society through judicious use of the theatre (among other 

forms of art) as a medium of i n s t r u c t i o n and e d i f i c a t i o n . 

Melpomene, unperturbed by Amore's outburst, announces 

that i t i s time for him to meet the v i r t u o s i who in t e r p r e t 

the melodramma to the audience. Through Amore's reac t i o n to 

the various-types to whom he i s presented, B e t t i n e l l i paints 

another squalid vignette of the back-stage milieu, with i t s 
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vain and quarrelsome prime donne of a l l genders and a r t i s t i c 

stature, t h e i r patrons, the money-hungry impresarios, and 

sundry camp-followers. For t h i s portrayal of the various 

characters, B e t t i n e l l i draws extensively on Marcello's II  

Teatro a l i a Moda, though he does not match Marcello's s k i l l 

as a c a r i c a t u r i s t . Amore continues to he appalled by what he 

observes. He i s repelled by the custom of creating c a s t r a t i , 

by the base character of the v i r t u o s i , by t h e i r effeminate 

i n t e r p r e t a t i o n of tragic heroes, and by t h e i r singing tech

nique that destroys the meaning of the words. He r e a l i z e s , 

however, that both poet and musician a l i k e must bow to t h e i r 

every whim, for i t i s the ar i a , and the voice that sings i t , 
21 

that a t t r a c t s the public to the theatre. 

Turning away from the disgusting spectacle of the 

v i r t u o s i , Amore asks Melpomene the i d e n t i t y of a figure whom 

he espies skulking i n a corner. This wretched i n d i v i d u a l 

turns out to be the l i b r e t t i s t , a being unworthy, i n 

B e t t i n e l l i ' s view, of bearing the t i t l e of poet. Amore de

scribes him as having the appearance of a common waiter, thin, 

r e t i r i n g and s e l f - e f f a c i n g , though ready at any moment to f i l l 

orders from the singers to change the b i l l of fare as they 

see f i t , adding, - subtracting or rearranging as t h e i r fancy 

takes them. Melpomene views the l i b r e t t i s t as one who earns 

his d a i l y wage i n the manner of other journeyman labourers: 

he saws, sews, cuts, n a i l s , lengthens and shortens to order. 

Indeed, the l i b r e t t i s t finds himself i n the most unfortunate 

p o s i t i o n of a l l the artisans i n opera, for he i s a slave to 
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a l l the other elements: the music, the whims and talents of 

the singers, and the tastes and caprices of the uncultured 
22 

audiences. 
The encounter with the abject and subservient l i b r e t 

t i s t leads to a b r i e f discussion of the roles of poetry and 

music i n melodramma. B e t t i n e l l i ' s attitude to the poetry of 

the l i b r e t t o i s summarized i n the exchange between Amore and 

Melpomene: 

AMORE: Che serve dunque l a poesia? p~ 
MELPOMENE: E per l'usanza, e non ne ha che i l nome. J } 

That i s , use and custom demand that the l i b r e t t o be written 

i n verse. In B e t t i n e l l i ' s view, however, such verse cannot 

be d i g n i f i e d by the name of poetry. Moreover, i n melodramma, 

the sound of the instruments drowns out the words, which are 

poorly r e c i t e d i n any case. Since they are u n i n t e l l i g i b l e , 

no one pays any attention to them. The contemporary audience 

wants only arias, and everything i s s a c r i f i c e d to them, even 

though the arias may interrupt the action of the drama, or 

even have nothing at a l l to do with i t : 

[p]urche l ' a r i a campeggi, tutto sta bene; arie e poi 
arie, s i a f i n i t o i l pensiero o no, l a frase t r o n c h i s i 
non--che i l dialogo, rompansi v e r s i non che r e c i t a t i v i 
che importa? Niun v i bada, neppure i l maestro e i l 
l i b r o , l a poesia e i l poeta. 

Like Marcello's maestro i n II Teatro•alia Moda, the composer 

lacks the culture that would allow him to correct the i r r e g u -
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l a x i t i e s of opera. He can read musical notes, but knows no

thing of poetry or of dramatic theory. Thus, the spectacle 

lurches from a r i a to a r i a , s t r i k i n g the ear with the singers' 

displays of virtuoso technique, and the eye with stupendous 

stage decor and scenic e f f e c t s . In a f i n a l act of disgust and 

outrage, Amore invokes his divine powers to cause the actors 

and t h e i r make-believe f i n e r y to disappear. The dialogue 

ends with Amore giving Melpomene a l e t t e r containing a c r i t i 

cism of Metastasio. The text of the l e t t e r i s appended to 

Dialogo XIII, and we s h a l l return to i t shortly. 

The Dialogo d'Amore on opera makes i t abundantly cl e a r 

that B e t t i n e l l i ' s attitude towards eighteenth-century melo 

dramma i s e n t i r e l y negative. I t i s an attitude that remains 

consistent throughout his writings. His f i r s t commentary on 

the genre i s found i n the Discorso sopra i l teatro i t a l i a n o 

(1771)- B e t t i n e l l i follows A l g a r o t t i , Arteaga and Volta i r e 

i n admitting that, i n p r i n c i p l e , i f properly composed and 

performed, the spectacle created by the union of the arts 

would be the most perfect and marvellous of a l l t h e a t r i c a l 

spectacles. However, t h i s remark cannot be taken out of the 

general context of the work. In the Discorso, B e t t i n e l l i 

introduces opera with the following words: 

[Q]uello spettacolo, che sarebbe i l piu mirabile e p i u 
perfetto, se fosse eseguito siccome conviene, voglio 
d i r 1'opera. 

But t h i s remark i s immediately q u a l i f i e d : 
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Quell'ammirabil composto d e l l a musica e d e l l a melodia, 
d e l l a voce e del suono, d e l l a poesia e d e l l a p i t t u r a , 
d e l l a danza e delle comparse, delle macchine e d'ogni 
decoramento, che tutto insieme farebbe l a g l o r i a e 
l'incanto del valore e del piacere umano, l'anima, i l 
cuore, l'ingegno, i l buon gusto e t u t t i i sensi 
dell'uomo nobilitando e comprendendo di sue d e l i z i e , 
non e i l piu. de l l e volte fuor solamente che una 
confusione d'ogni assurdita, e unj-adunanza romorosa 
di genti oziose e senza cultura. 

For, i n the intervening years since i t s creation " c i r c a i l 
1600," 

i l c a p riccio, g l i abusi, i l pessimo gusto l'aveano 
guasta. . . . Da gran temp e divenuta un t r a f f i c o , un 
appalto, una merce venale con gran vergogna d e l l a 
nostra nazione. 

B e t t i n e l l i then adds h i s hope that melodramma may be reformed 

by taking the best from French and I t a l i a n opera: 

I Francesi, che l a presero, come i l resto da noi, non 
l'hanno a t a l perfezione, ne a t a n t i abusi condotta, 
ed e a sperare c h ' e l l a r i s o r g a a l i a fine, se c o l 
prendere i l meglio delle due nazioni s i rappresentino 
dagli I t a l i a n ! molti drammi, come I'Orfeo e t a l a l t r o 
con isplendore e decenza. 

Up to t h i s point i n the Discorso sopra i l teatro  

i t a l i a n o , B e t t i n e l l i has repeated the c r i t i c a l commonplaces 

found i n the writings of the time--in A l g a r o t t i , i n P l a n e l l i , 

i n Arteaga, a l l of whom believed i n the i n t r i n s i c value of 

melodramma as an art-form, deplored the e x i s t i n g decadence, 

and looked forward to the p o s s i b i l i t y of reform. He also 

repeats the notion that melodramma i s i n essence tragedy 

r e c i t e d to music: 
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Chi v i e t a a l drammatico i l p a r l a r da t r a g i c o , se 
1'opera non e a l t r o i n sostanza che una t r a g e d i a 
r e c i t a t a per musica com'erano appunto l ' a n t i c h e 
tr a g e d i e secondo A l g a r o t t i ? 

A note to the t e x t gives weight to t h i s o p i n i o n : 

Vedi i l Saggio sopra 1'Opera d i l u i , che segui a l t r i 
m o l t i i n t a l opinione omai c e r t a . 

Yet the very sentence t h a t would seem to r e l a t e the melodramma 
of the eighteenth century to the tragedy of the ancients i s i n 
f a c t the beginning of B e t t i n e l l i ' s attack on Metastasian 
dramas: 

[D]itemi qual poesia v i s i rimane, come t u t t o e 
snervato, t r i v i a l e o gonfio q u e l l o s c r i v e r e , come 
que'Regoli, que'Catoni, q u e g l i E z i divengon 
m i l l a n t a t o r i e p a l a d i n i vantando l o r gesta, 
af f e t t a n d o sentenze, esagerando i n gran parole per 
f a r s i ammirare invece d i spiegar l o r v i r t u e v a l o r e 
n e l l ' a z i o n i , d a l l e q u a l i esce i l vero eroismg^in 
s o b r i d e t t i , ma g r a v i , g i u s t i , ben e s p r e s s i . 

While i n the Discorso sopra i l t e a t r o i t a l i a n o 
B e t t i n e l l i seems to accept the view of melodramma as a r e 
c r e a t i o n of Greek tragedy, elsewhere he questions t h i s opin
i o n severely. I n the D i a l o g h i d'Amore he makes numerous 
references to the " i n f i n i t e d i f f e r e n c e " between opera and 
tragedy, a d i f f e r e n c e which, f o r him, i s s e l f - e v i d e n t . 2 ^ He 
b e l i e v e s t h a t opera i n musica, at i t s i n c e p t i o n , was the r e 
s u l t of a d e s i r e to r e - c r e a t e the drama of the Greeks. I n 
f a c t , he p r a i s e s the e f f o r t s of P e r i and R i n u c c i n i who, i n 
h i s o p i n i o n , had t r i e d to emulate what they understood to be 
the manner of declaiming drama i n a n t i q u i t y . However, 
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B e t t i n e l l i f e l t t h a t melodramma, as i t had e y o l v e d i n t h e 

e i g h t e e n t h c e n t u r y , showed v e r y l i t t l e r e s e m b l a n c e t o i t s 

s u p p o s e d a n c i e n t m o d e l . S p e a k i n g o f melodramma's d e v e l o p m e n t 

f r o m Greek t r a g e d y , Amore s a y s : 

Verme f o r s e d i l a , ma n e l v i a g g i o s m a r r i l a s t r a d a . 
I I r e c i t a t i v o d a p r i n c i p i o d e c l a m a t o a n o t e g r a v i e 
s o s t e n u t e d a g l i s t r o m e n t i p a r v e l a m e l o p e a d e g l i 
a n t i c h i , come i c o r i c o n p i u d ' a r m o n i a s o m i g l i a v a n o 
a l i a s t r o f a a l l • a n t i s t r o f a a l l ' e p o d o d e i g r e c i , o l t r e 
a l l ' o s s e r v a t a u n i t a d i l u o g o , d i tempo, d i a z i o n e , e 
l o s t i l n a t u r a l e i n s i e m e ed e l e g a n t e , l a m a g n i f i c e n z a 
d e l l o s p e t t a c o l o , l ' a t t e n z i o n d e g l i a s t a n t i ; i n f i n e i 
R i n u c c i n i e i P e r i t r a t t a r o n m i come i g r e c i n o b i l m e n t e . 
Ma o g g i l a m i a p a s s i o n e piu. n o b i l e che l u o g o avra. t r a 
l e c a n z o n e t t e , i m o t t e t t i , i r o n d o . . .? 

The d e p i c t i o n o f n o b l e and t r a g i c p a s s i o n s h a s b e e n s u p p l a n t e d 

by t h e p a s s i o n o f l o v e , t h e r e b y w e a k e n i n g t h e drama t h r o u g h 

t h e u s e o f e f f e m i n a t e and v o l u p t u o u s themes. F u r t h e r m o r e , 

t h r o u g h i t s u n i o n w i t h s u c h e l e m e n t s as p a i n t i n g , dance and 

v i r t u o s i t y o f v o i c e , drama has d e g e n e r a t e d i n t o a s p e c t a c l e 

f o r t h e s e n s e s . To r e i n f o r c e t h i s o p i n i o n , B e t t i n e l l i c i t e s 

D ' A l e m b e r t ' s famous d i c t u m t h a t a s s i g n s o p e r a t o t h e s e n s e s , 
2 9 

comedy t o w i t , and t r a g e d y t o t h e h e a r t . F o r B e t t i n e l l i , 

however, drama must move t h e h e a r t o f 'the s p e c t a t o r , n o t 

s i m p l y a p p e a l t o t h e s e n s e s . Thus, Amore t e l l s Melpomene: 

[ S ] e l ' a n i m a non e a g i t a t a , se i l c u o r e non e commosso, 
mi v i e n sonno. I n t e a t r o o p a s s i o n e o n i e n t e . 

B e t t i n e l l i e x p r e s s e s a s i m i l a r i d e a i n t h e D i s c o r s o s o p r a i l 

t e a t r o i t a l i a n o , when he i n s t r u c t s a y o u n g s t u d e n t on t h e 

d i s t i n c t i o n b e t w e e n g r e a t t r a g e d y and m e d i o c r e drama: 
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Se questa per se t i scuote t r a timore a speranza, e 
t ' a g i t a di p i e t a e di terrore, se t i trasporta a 
sentire nell'animo i grandi i n f o r t u n i , l e pugne di 
cuore, i contrast! d'affetto, q u e l l a e l a p i e t r a del 
paragone.^ 

B e t t i n e l l i i n s i s t s on the emotive power of drama. Neverthe

les s , he i s equally i n s i s t e n t that drama f u l f i l ' ' a useful, 

e t h i c a l and educative purpose. Drama must move the heart of 

man i n order to ennoble-him i n a moral sense and to improve 

him i n a c u l t u r a l sense. Melodramma, therefore, whose appeal 

i s l i m i t e d e n t i r e l y to the senses, and serves only to f i l l 

the hours of boredom of the i d l e , cannot be regarded as 

acceptable t h e a t r e . C e r t a i n l y , i t cannot be r i g h t f u l l y 

c a l l e d tragedy, except by those who wish to blur the d i s t i n c 

t i o n of the genres i n order to exalt opera. 

B e t t i n e l l i * s attitude towards the differences between 

tragedy and melodramma i s aptly summarized i n a page from the 

l e t t e r to D e l i a that Amore hands to Melpomene at the end of 

Dialogo XIII: 

Se [Metastasio] fosse stato i n una Roma dopo l a 
gioventu, e l i b e r o a seguir suo ingegno, veduto 
avrebbe i l vero nodo, che unisce i due t e a t r i , cioe 
i l fondo tragico che aver deve i l dramma per f o r t i , 
vere, profonde passioni, coll'accessorio d e l l a musica 
e del resto ad esprimerle con piu forza, verita.e 
profondita. Certamente i l gran'uomo sapea che fuor 
di cio son due t a l e n t i , e s p e ttacoli d i v e r s i s s i m i , 
che tutto ha n e l l a tragedia una ragione, una misura, 
una s o l i d i t a , mentre tutto dee t r a s c o r r e r s i i n un 
dramma; che l a i l cuore vuol esser tocco a l vivo, qui 
cercano i sensi i l sol piacere, che l'una chiede grande 
s e n s i b i l i t a , 1 * a l t r o contentasi di v a r i a e splendida 
fantasia: i n f i n che lo s t i l e drammatico basta che s i a 
chiaro, sonoro, armonico e dolce, come i l tragico, 
poetico, nobile,forte, elegante. Cio confermasi 
d a l l e stesse decorazioni dominatrici del dramma per 
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abbagliare, d i s t r a r , d i v e r t i r e lo spettatore, e 
nemiche d e l l a tragedia che vuole unita., decoro, e 
v e r i t a , e non abbisogna di pompose v e s t i ne di 
macchine, ne di p r e s t i g j . 3 3 

Quite c l e a r l y , then, B e t t i n e l l i recognizes and perhaps even 

accepts the i d e a l that lay behind melodramma. Like spoken 

tragedy, i t should represent tr a g i c passions on stage. The 

accessory elements of music and spectacle should enhance the 

expression of those passions by making i t more f o r c e f u l and 

vigorous. Nevertheless, he believed that the two forms of 

theatre d i f f e r e d i n ac t u a l i t y , not only i n the medium of per

formance, but also i n t h e i r essential structure and style of 

presentation. He characterizes spoken tragedy as a t h e a t r i c a l 

form i n which the action proceeds i n a decorous and r a t i o n a l 

fashion to touch the heart of the audience. I t s style must 

be f o r c e f u l , poetic and noble. Melodramma, on the other hand, 

requires a clear, sonorous and musical s t y l e . Moving at a 

swifter pace than spoken tragedy, i t aims at s t r i k i n g the 

imagination of the audience, and hence makes use of spectacle 

to awe, d i s t r a c t and divert. 

The c r i t e r i a on which B e t t i n e l l i bases his judgement 

of opera are l i t e r a r y ones, and he shares the eighteenth-

century l i t e r a r y concept of music. His negative attitude to

wards melodramma stems from his neo-classical ideals of har

mony, decorum, v e r i s i m i l i t u d e and formal perfection. His 

conception of art as i m i t a t i o n i s p a r t i c u l a r l y important i n 

his c r i t i c i s m of melodramma, as are his ideas on the i m i t a t i o n 

of models. Since he includes music among the imitative arts, 
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B e t t i n e l l i does not question the v a l i d i t y of the union of 

music and poetry i n opera. Like Arteaga, Beattie, and the 

French Encyclopedists, he believed that music was most effe c -

t i v e when accompanied by poetry. He advocated the adoption 

i n melodramma of Peri's system of studying and imitating 

nature to make the music correspond to the expression of pas

sion i n the human voice. He found, however, that i n actual 

practice, music was no longer composed as the melodic expres

sion of the words; on the contrary, the words i n melodramma 

were written to f i t the music ["Non s i f a piu dunque l a musica 

a l l e parole, ma s i fan l e parole a l i a musica"]. 

In the Risorgimento, B e t t i n e l l i had examined the devel

opment of music i n I t a l y , and concluded that melodramma was 

responsible for the fact that I t a l y had produced no music of 

l a s t i n g value i n the seventeenth and eighteenth centuries. 

He f e l t that during that period of almost two hundred years 

musicians had devoted themselves to producing i n s i g n i f i c a n t 

operatic scores. Their arias, shared the universal c a p a b i l i t y 

of pleasing audiences of a l l s o c i a l classes from Russia to 

England, but they were as easy to forget as they were to 

remember. Such composers as Vincenzo G a l i l e i , P e r i , Jommelli, 

and Galuppi had become, i n his opinion, l i t t l e more than well 

known names, t h e i r music now long-forgotten, or soon destined 

to be so. Even Pergolesi's La serva padrona, regarded as 

revolutionary i n i t s day, retained i t s fame only as the cause  

celebre of the musical querelles i n France. Thus, B e t t i n e l l i 

considered the importance of music i n opera to have been 
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Osero i o dire a g l ' i t a l i a n i , come a l t r i disse 
a'f ranee s i , voi non avete musica?-^ Egl'intese troppo 
poca, ed io troppa intenderei dire. Tutto e pieno d i 
canto e d i suono, ma dov'e l a musica? Dove quell'arte 
sicura, che principalmente unita a l i a poesia p a r l a 
dipinge muove rapisce . . .? Mi guardin pur bieco 
d a l l ' a l t o delle loro scene ed orchestre i professori 
e i d i l l e t t a n t i , t r a q u a l i non sono del bel numero 
uno. Io diro loro un'altra sentenze piu ardita, ed 
e: voi non avete orecchio, ed io 1'ho, perche ho 
quello d e l l a natura, voi quello d e l l a professione e 
del p r e g i u d i z i o . ' 

The accusation B e t t i n e l l i l e v e l s at composers i s that 

of writing music that was not a true i m i t a t i o n of the passions 

to be depicted on stage. On the contrary, they compose i n 

order to s a t i s f y the degenerate taste of the times with i t s 

demand for vocal embellishments and instrumental v i r t u o s i t y . 

The importance of the a r i a i s responsible for t h i s state of 

a f f a i r s . In B e t t i n e l l i ' s view, the a r i a shattered any pre

tence to v e r i s i m i l i t u d e , and by i t s very a r t i f i c i a l i t y ran 

d i r e c t l y counter to h i s b e l i e f i n the imit a t i o n of nature as 

a basic function of art. Like A l g a r o t t i , he preferred the 

r e c i t a t i v e as the medium for the expression of sentiments and 

passions. He also followed A l g a r o t t i i n claiming that i n 

Peri's works the r e c i t a t i v e was a l l important, and was far 

more e f f e c t i v e i n moving the heart of the l i s t e n e r than the 

most elaborate of contemporary bravura arias. 

The l i b r e t t i s t i s also the r e c i p i e n t of b a s i c a l l y the 

same type of accusation as the composer. He too contravenes 

the p r i n c i p l e of i m i t a t i o n of nature by h i s choice of h i s t o r -
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i c a l subject matter and his insistence on the theme of love, 

as well as by submitting his poetry to the demands of music. 

In B e t t i n e l l i ' s opinion, t h i s l e d to the effeminate presenta

t i o n of h i s t o r i c a l heroes who parade on stage i n a sentimental 

and lovelorn manner, inconsistent with the facts of history 

or the common legacy of t r a d i t i o n . I t i s noteworthy that 

i n Dialogo XIII B e t t i n e l l i uses the god of love himself to 

condemn the sentimentality of Metastasian dramas: 

MELPOMENE: Avantigreci e romani f a t e v i conoscere nel 
vero lume: che nomi i l l u s t r i ! U d isti? 
A c h i l l e , Ezio, Alessandro, Ciro. 

AMORE: Le figure ognor mi pajon piu strane. 
MELPOMENE: Per te solo l ' a r i a marziale e cambiata: 

sono ornati e galanti c o l l e l o r b e l l e . . . 
Alessandro combatte i l re barbaro non gia 
per conquistare i l mondo, ma i l cuor d'una 
donna. 

AMORE: E tu d i c i ; che mi fanno onore? . ~ q. Tut t i 
costoro mi pajono Don C h i s c i o t t i . 7 

And again: 

MELPOMENE: E amore condanna l e vive p i t t u r e di sua 
passione? 

AMORE: Che passione? se non mai f a sparger 
lagrime vere, i l cuor sempre e freddo, 
tutto e pei sensi? Oh la- mia passione i n 
V i r g i l i o , T i b u l l o , Petrarca . . . non e 
qui che i n maschera e i n ombra. par 
esservi proprio mutilato anch'io. 

The characterization i s just as implausible as the plots, with 

t h e i r obligatory love-intrigues, t h e i r convoluted action, t h e i r 

u n l i k e l y recognition scenes that bring about the f i n a l denoue

ment, followed by one, two or three marriages to give the work 

the conventional happy ending. 
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Thus, as we have already noted, B e t t i n e l l i imputes to 

melodramma a lack of decorum, v e r i s i m i l i t u d e , harmony and 

a r t i s t i c unity. He also finds i t wanting i n s t r u c t u r a l regu

l a r i t y and formal perfection. In his view, the most important 

element of a work of art i s the style i n which i t i s presented. 

He argues that every man has more or less the same ideas as 

his neighbour, but that i t i s the style i n which he expresses 

those ideas that makes the poet stand out from other men. In 

the Discorso sopra l a poesia, he claims that there are few 

men capable of expressing their poetic thoughts i n a manner 

that strikes the imagination of others: 

Se molti ponno imaginarli, pochi sanno esprimerli i n 
quel modo che piace, che f a colpo, che rimane impresso 
n e l l a memoria e n e l l a fantasia. 

B e t t i n e l l i elaborates t h i s idea i n the Discorso sopra i l teatro 

i t a l i a n o , claiming that i n tragedy style i s as important as 

the subject matter. I t may be that i n some rare cases the 

theme so catches one's i n t e r e s t that one can overlook the 

defective mode of expression, but i n most instances i t i s the 

style that decides the success or f a i l u r e of a drama. In 

h i s view, a simple comparison of tragedies dealing with the 

same subject matter i s s u f f i c i e n t to prove the point. 

B e t t i n e l l i asks why one drama can bring him to tears, and 

another bore him so much that he cannot f i n i s h reading i t . 

The answer, he believes, i s to be found i n the style, and i n 
Lo 

the q u a l i t y of the verses. The same point i s made i n the 

Lettere v i r g i l i a n e : 



- jik -

Lo s t i l e elegante, chiaro, armonico, sosteriuto s questo 
h cid^che ricopre ogni a l t r a i n i q u i t a d'un poeta, 
poiche^lo s t i l e e quel, poi, finalmente, che f a un 
poeta. J 

This theory of style i s taken a step further i n the 

Discorso sopra i l teatro i t a l i a n o where B e t t i n e l l i applies i t 

to tragedy. He believes that the essence of tragedy l i e s i n 

exalted passions f~grandi r a f f e t t i ] conveyed i n a natural, 

elevated s t y l e . Once the poet has achieved the appropriate 

style for the passions he wishes to convey, a l l other rules 

for tragedy f a l l n aturally into place: 

Al t o c c a r s i una t a l meta tutte trovansi l ' a l t r e d o t i : 
intendensi a l l o r a l a necessaria unita di tempo e di 
luogo, perche accresce questa d'assai 1'impressione 
degli a f f e t t i e degli accidenti; s i lasciano i - -
superflui ornamenti di s t i l e ; s i va a l cuore, onde 
ha tutto i l resto anima e v i t a ; non vengon ne vanno 
i personaggi senza ragione: ogni scena ha un perche, 
e produce suo e f f e t t o , e va a l e g a r s i col tutto: hassi 
riguardo a l decoro, a l costume, a l v e r i s i m i l e : l'autor 
sempre mira ad impegnar i l cuor dello spettatore, e 
questi va a l teatro per esser commosso e impegnato. 
Ma l o s t i l soprattutto, l o s t i l vibrato, evidente e 
passionato, cioe naturale con nobilta, cioe d i r quello 
che dee d i r s i i n tale e t a l circonstanza, e d i r l o 
bene, tutto c i d f a i l tragico veramente degno d i 
questo nome; e per mancanza di cid , dicea V o l t a i r e , g l i 
Inglesi hanno tragedie s i sregolate, i Tedeschi, 
Spagnuoli^e Portoghesi non hanno ancora una vera 
tragedia. 

V o l t a i r e c i t e d the lack of t h i s noble, natural style as the 

reason for the absence of tragedy i n Germany, Spain and 

Portugal, and as the explanation of the i r r e g u l a r English 

tragedy. B e t t i n e l l i uses the same argument to explain why 

I t a l i a n melodramma was not a tragedia i n musica i n the manner 

of ancient Greek tragedies, as A l g a r o t t i had claimed. I f 
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the beauty and worth of tragedy are to be found i n i t s style, 

then i n B e t t i n e l l i ' s view, the tragic style i n melodramma has 
45 

been miserably distorted. ^ His attitude towards the style 

and structure of contemporary opera i s summed up s a r c a s t i c a l l y 

i n the Discorso sopra i l teatro i t a l i a n o : 
Perche s a g r i f i c a r l'eleganza, l a n o b i l i t a , l a lingua 
poetica all'ignoranza del musico o del compositore? 
Chi v i e t a a l drammatico i l parlare da tragico, se 
1*opera non e a l t r o i n "sostanza che una tragedia 
r e c i t a t a per musica com'erano appunto l'antiche 
tragedie secondo Alg a r o t t i ? Forse che meglio esprime 
g l i a f f e t t i e colpisce l'anima quel parlar per i n c i s i , 
per sentenze, per a n t i t e s i , e con rime sol destinate 
a coprir quel tessuto di pura prosa? Levatele e 
scrivete i n righe seguite quei v e r s i , e ditemi qual 
poesia v i rimane, come tutto e snervato, t r i v i a l e o 
gonfio quello scrivere, come que'Regoli, que'Catoni, 
quegli E z i divengon m i l l a n t a t o r i e paladini vantando 
l o r gesta, affettando sentenze, esagerando i n gran 
parole per f a r s i ammirare invece di spiegar l o r v i r t u 
e valore n e l l ' a z i o n i , d a l l e q u a l i esce i l vero eroismo 
i n sobri d e t t i , ma gravi, g i u s t i , ben espressi. 

In these words, B e t t i n e l l i s t r i k e s out i n a not very o r i g i n a l 

manner against the i r r e g u l a r style of operatic poetry, with 

i t s interrupted verses, r e p e t i t i o n s , antitheses and metaphors. 

In his view, the words of the l i h r e t t o did not constitute 

r e a l poetry, hut only t r i v i a l prose marked by objectionable 

rhyme that made the l i n e s easier for the singers to r e c i t e , 

and easier for the adoring public to l e a r n by heart. There

fore, the themes of the tragedies of Corneille and Racine 

gave r i s e to nothing more than cold or puffed-up spectacles 
46 

when transformed into melodrammi. 

B e t t i n e l l i repeats h i s attack on the use of rhyme i n 

operatic l i b r e t t i i n the Dialbghi; Amore speaks: 
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E giusto che hanche [ s i c ] l e rime seducano come ogni 
cosa, e che un amante che non rimi s i a handito 
dall'Opera. Almeno i francesi son da compatirsi 
avendone gran blsogno l a l o r lingua povera e f i a c c a , 
eppur sai come ridevane V o l t a i r e . . . . Oh che i.a 
penso poco a l i a rima quando sfogo i l mio cuore. ' 

However, t h i s attack was not l i m i t e d to opera, but was directed 

at poetry i n general. In the l i t e r a r y controversy that raged 

at the time between the use of rhyme and blank verse, 

B e t t i n e l l i was a p r i n c i p a l supporter of the l a t t e r . The con

troversy was a v i t a l one, and brought about B e t t i n e l l i ' s pub

l i c a t i o n of h i s Versi s c i o l t i di tre e c c e l l e n t i moderni autori 

as an example to I t a l i a n youth of the proper way to write 
k 8 . . . 

poetry. Among B e t t i n e l l i ' s main objections to the use of 

rhyme i s the fact that i t was not found among Greek and L a t i n 

poets, that i t i n h i b i t e d the free expression of the poet, and 

that i n a dramatic work i t was not v e r i s i m i l a r . 

B e t t i n e l l i concludes his attack on melodramma i n the 

Discorso so.pra i l teatro i t a l i a n o with an examination of the 

language of the l i b r e t t o : 
E [ s i c ] l a lingua, l a misera nostra lingua come c i 
sta, ppiche sempre e dessa i l fondamento de'buon 
s t i l i ? ^ 

As a major proponent of a renewal of the poetic language i n 

I t a l y , B e t t i n e l l i was appalled by what he termed the mediocre 

and t r i t e language of melodramma. He was also v i t a l l y aware 

of the need for a standard language that would be used univer

s a l l y throughout I t a l y , and not just by men of l e t t e r s . He 

believed that poets could be instrumental i n f i x i n g and propa-
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gating t h i s modern rejuvenated language. In h i s Entusiasmo  

delle b e l l e a r t i , he concluded that Metastasio, due to his 

widespread popularity, was the poet best suited to carry out 

t h i s task.-5° In l a t e r years, however, having subjected 

melodramma to closer scrutiny, he came to c r i t i c i z e 

Metastasio's language for i t s submission to the demands of 

music and the resultant l i m i t a t i o n of vocabulary, and hence 

of i t s range of expression. In the Dialoghi d'Amore he argues 

that Metastasio's language shows a preference for mellifluous 

words that can be pronounced easily, words with a high pro

portion of open vowels, suitable to be set to music. Yet i t 

excluded many noble and vigorous words simply because they 
51 

were l e s s musical. Clearly, B e t t i n e l l i could not accept the 

musicality of the word as a s u f f i c i e n t foundation on which to 

bu i l d the framework of a rejuvenated language. Indeed, In h i s 

l a t e r years, he charges Metastasio with the r e s p o n s i b i l i t y for 

having deprived I t a l y not only of tragedy, but also of a 

national language, through his dedication to melodramma. 

B e t t i n e l l i ' s attitude towards Metastasio i s c l o s e l y 

bound up with his concept of the i m i t a t i o n of models. Though 

he attacked the s e r v i l e and s t e r i l e i m i t a t i o n of the c l a s s i c s 

and of cult-poets, and objected strenuously to the unquestion

ing adherence to poetic precepts, he was not opposed to the 

i m i t a t i o n of models per se. In fact, he exhorted young and 

aspiring poets to study and imitate the work of the ancients: 
Cosi i n f i n e con ese r c i z i o continuo pud svilupparsi i l 
germe i n noi dell'entusiasmo confrontando ed emulando 
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g l i a n t i c h i , e facendone e s t r a t t i e modelli, qual 
huon succo a n o d r i r c i . E cio basti ad insinuarvi 
l a soma u t i l i t a dello studio e d e l l a imitazione 
degli a n t i c h i , a l i a quale protesto i n f i n e dpver 
molto io stesso, benche mediocre i o mi s i a . 

B e t t i n e l l i was f a r from maintaining that i m i t a t i o n necessarily-

s t i f l e d o r i g i n a l expression. On the contrary, as he stated 

i n his Entusiasmo delle b e l l e a r t i : 

Studiando 1 ' a n t i c h i t a noi pur diventiamo a n t i c h i , 
imitandoli imitiam l a natura, e l a natura imitando 
con loro siamo o r i g i n a l i . ^ 

However, he made a clear d i s t i n c t i o n between true imitation, 

which he took to mean a comprehension and emulation of the 

s p i r i t of ancient art, and mere copying. In h i s view, the 

chief a c t i v i t y of the majority of s e l f - s t y l e d poets from the 

Cinquecento to his own day consisted merely of passively re-, 

producing the external features of c l a s s i c a l models. The 

poet must imitate with discrimination and taste. He must be 

capable of distinguishing the good from the bad i n his c l a s s i 

c a l models, seeking i n s p i r a t i o n only i n those passages f u l l 

of poetic beauty, and discarding those marred by imperfection. 

High praise indeed goes to the poet who can correct the flaws 

i n the poem he i s imitating. 

B e t t i n e l l i ' s condemnation of b l i n d subservience to 

l i t e r a r y models applies not only to the i m i t a t i o n of the 

ancients, but also of modern writers. He approves of the prop

er i m i t a t i o n of such modern poets as Corneille and Racine, 

as well as the three "excellent modern authors" included i n 
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his anthology Versi s c i o l t i , namely, Frugoni, A l g a r o t t i , 

and. himself. While the Versi s c i o l t i may have heen published 

as an example for youth to follow i n creating o r i g i n a l work, 

as B e t t i n e l l i ' s publisher suggests i n the Foreword to the 

f i r s t edition, the f a c t remains that B e t t i n e l l i was not so 

much a partisan of the moderns i n the perennial querelle, as 

a proponent of the i m i t a t i o n of good models, be they modern 

or ancient. 

As we have stated, i t i s t h i s concept of the i m i t a t i o n 

of models that motivates B e t t i n e l l i ' s c r i t i c i s m of Metastasio. 

His indisputably negative attitude.towards the Imperial poet 

i s generally expressed i n the midst of praise for Metastasio 

as a master of dramatists. B e t t i n e l l i ' s p o s i t i o n on 

Metastasio i s best i l l u s t r a t e d by the l e t t e r to De l i a which 

Amore hands to Melpomene at the end of Dialogo XIII. The 

l e t t e r begins with praise: 

Niun neghera certo esser i drammi di Metastasio 
esemplari dell'Opere i n musica, e superior! a tutte 
l ' a l t r e ; e g l i scrive con mirabile f a c i l i t a , grazia, 
chiarezza, armonia, varieta. 

However, B e t t i n e l l i moves immediately into a c r i t i q u e of 

Metastasio's language i n the terms discussed above. He also 

suggests that Metastasio's contact with German during h i s 

long sojourn i n Vienna i s i n part responsible for the flaws 

i n h i s language. B e t t i n e l l i c r i t i c i z e s Metastasio*s style 

as being too prosaic and f a m i l i a r , rather than poetic and 

elevated. During the course of Dialogo XIII, i n h i s detailed 
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c r i t i c i s m of opera i n general, B e t t i n e l l i had expressed d i s 

approval of the subject matter of Metastasio's l i b r e t t i , as 

well as t h e i r lack of decorum and v e r i s i m i l i t u d e . By way of 

example, he c i t e s not only Catone i n Utica, but also such 

Metastasian dramas as L'Olimpiade, Demofoonte, Adriano, 

Semiramide and Demetrio. D Yet i n spite of the obvious flaws, 

B e t t i n e l l i allows Metastasio c e r t a i n merits, such as a beau

t i f u l soul, a fine i n t e l l e c t , and a natural aptitude for 

poetry. In fact, he goes so f a r as to suggest that Metastasio 

could have been the Racine of I t a l y , had he chosen to write 

tragedies. Unfortunately, i n B e t t i n e l l i ' s view, he chose 

melodramma, and i t i s the subjugation of his poetry to music 

that i s responsible for the flaws and imperfections of h i s 

dramatic structure, style and language. 

In the posts c r i p t to the l e t t e r to Deli a with which he 

closes Dialogo XIII, B e t t i n e l l i s a t i r i z e s contributors to the 

two volumes of Osservazioni di varj l e t t e r a t i sopra i drammi  

di Metastasio, published i n Nice i n 1785. Arteaga and 

Pindemonte were among the collaborators. B e t t i n e l l i points 

out the contradictions and paradoxes that arise when t h e i r 

i n d i v i d u a l judgements are taken together. He compares them 

and other i d o l a t o r s of Metastasio to musicians attempting to 

perform a Laudate, hopelessly out of harmony with one another, 

so that the sequence becomes an incr e d i b l e confusion of d i f 

ferent sounds. Pointing with r e l i s h to the varying and con

tra d i c t o r y opinions concerning the best and weakest of 

Metastasio's operas, B e t t i n e l l i speculates on the arguments 
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that would have ensued i f those c r i t i c s had heen obliged to 

reach a unanimous decision. He concludes that i f one had . 

wished to s a t i r i z e Metastasio under the guise of a panegyric, 

no more malicious a way could he chosen than the two volumes 

published i n Nice. He questions the seriousness and s i n c e r i t y 

of these essays, suggesting that beneath th e i r apparent praise 

of Metastasio, they r e a l l y hold the same opinion as himself. 

Time alone can be the wholly dispassionate judge. 

In the f i n a l words of the postscript, B e t t i n e l l i char

acterizes Metastasio i n a f e l i c i t o u s turn of phrase that 

appears to foreshadow l a t e r c r i t i c i s m of the Imperial Poet: 

[S]ara sempre i l Metastasio a dispetto d e ' c r i t i c i e 
de'panegiristi unico nel suo genere, cioe i l maggior 
poeta de'musici, e i l maggior musico de'poeti. 7 

Yet i n view of h i s opinion of melodramma and of l i b r e t t i s t s , 

we must conclude that B e t t i n e l l i , while recognizing the q u a l i 

t i e s that made Metastasio's musical dramas stand out above 

the others, i s i n a sense damning him with f a i n t praise. To 

h a i l Metastasio as the greatest representative of a type of 

poet one does not admire, and to laud him for the musicality 

of h i s poetry when that i s not the q u a l i t y one seeks i n 

dramatic verse, can scarcely be taken as an i n d i c a t i o n of s i n 

cere acclaim. 

B e t t i n e l l i ' s writings on opera reveal that the matter 

of greatest concern to him was the indiscriminate i m i t a t i o n 

of Metastasio's melodrammi that had le.d to the p r o l i f e r a t i o n 

of an imperfect t h e a t r i c a l form to the detriment of tragedy 



- 3 2 2 -

throughout a large part of the eighteenth century. He defends 

hi s attack on Metastasio as being not so much a d i r e c t c r i t i 

cism of the Imperial poet himself, as of the c u l t that had 

arisen around him and his melodrammi; 

S i , lo stimo, e l'amo ancora, ma non amo l ' i d o l a t r i a , 
e g l ' i d o l a t r i , non posso vedere con i n d i f f e r e n z a i l 
discapito d e l l a poesia b e l l a , vera, elegante, come 
dev'esser sempre, a fronte delle adorazioni indebite 
degl'ignorant! verso questo poeta di teatro, e verso 
questa d i v i n i t a moderna d'ogni culto poetico. E uomo 
anch'esso, ha i suoi d i f e t t i , perche non f a r l i 
osservare a chi potrebbe divenir forse miglior di 
l u i ? D U 

The motivation behind the Dialogo on opera i s p r e c i s e l y that 

of pointing out Metastasio*s flaws, so that others may le a r n 

from them, with the hope of bringing to an end the vogue of 

operas written i n the Metastasian s t y l e . Because of 

B e t t i n e l l i ' s polemical intent, Dialogo XIII presents a s a t i r e 

that i s a caricature of opera. When Melpomene c r i t i c i z e s 

Amore p r e c i s e l y for that reason, the author's spokesman de

fends his r i g h t to use such strong measures i n view of the 

p a r t i a l i t y of the contemporary audience for the t h e a t r i c a l 

form he i s r i d i c u l i n g : 

La nazione § prevenuta, ne puo f a r i e s i a p r i r g l i 
occhi fuorche con f o r t i c o l o r i . Nog.giugnesi i n t a i 
casi a l cervello che pel diaframma. 

B e t t i n e l l i ' s view of opera i s uncompromising, and leaves no 

hope for reform. At the end of the Dialoghi on the theatre, 

Amore fl e e s from the opera-house, and i t i s Melpomene who has 

the l a s t word. She w i l l continue to propagate melodramma, 
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n o t a c c o r d i n g t o Amore*s h i g h p o e t i c i d e a l s , b u t i n t h e manner 

demanded by p o p u l a r f a s h i o n . A l t h o u g h B e t t i n e l l i does r e f e r 

to the p o s s i b i l i t y o f p e r f e c t i n g the genre, such i n s t a n c e s 

are r a r e and t h e r e i s l i t t l e c o n v i c t i o n i n h i s remarks. H i s 

b a s i c a t t i t u d e i s t h a t o p e r a i s a .degenerate form. I t s r e l i 

ance on s p e c t a c l e and v o c a l v i r t u o s i t y r e n d e r s i t i n c a p a b l e 

o f moving the audience i n the manner B e t t i n e l l i e n v i s a g e s , 

t h a t i s , t h r o u g h t h e p o r t r a y a l o f v i g o r o u s a c t i o n s and n o b l e 

p a s s i o n s . J B e t t i n e l l i d e t e c t s i n o p e r a a r e c u r r e n c e o f the 

baroque e x c e s s e s o f the s e v e n t e e n t h c e n t u r y ; Amore r e f e r s to 

I t a l y ' s d a l l i a n c e w i t h the baroque s p i r i t : 

C r e d i pure, che come [ I t a l i a ] v i f u v i c i n a a l s e c o l 
p a s s a t o , c o s i non n'e l o n t a n a a l p r e s e n t e ; e come 
a l l o r a l ' a b b a n d o n a i fuggendo da t a n t e m o s t r u o s i t a 
f u o r d'ogni l e g g e e m i s u r a , c o s i o g g i l ^ a b b o r r o 
s p e c i a l m e n t e ne'drammi s i d i s o r d i n a t i . 

Thus, B e t t i n e l l i i s not i n t e r e s t e d i n the c o n t i n u e d propaga

t i o n o f melodramma^ nor i n i t s r e f o r m . The s o l u t i o n he p r o 

poses to the problem o f the poor q u a l i t y o f contemporary 

t h e a t r e i s t o advocate a r e b i r t h o f spoken t r a g e d y i n a 

r e g u l a r c l a s s i c a l form. By d i s c r e d i t i n g the contemporary 

o p e r a t h a t he b e l i e v e s has usurped the p o s i t i o n once h e l d by 

t r a g e d y i n p u b l i c f a v o u r , and t h a t has t h u s c o n t r i b u t e d to 

i t s d e c l i n e , he hopes to r e v i v e c l a s s i c a l i d e a l s o f harmony 

i n drama. T h e r e f o r e , he d e d i c a t e s p a r t o f .his D i s c o r s o s o p r a  

i l t e a t r o i t a l i a n o to the s u b j e c t o f melodramma i n o r d e r t o 

d i s a b u s e young a u t h o r s o f t h e p r a c t i c e o f w r i t i n g t r a g e d i e s 

i n the s t y l e o f p o p u l a r o p e r a . ^ As we have seen, he a l s o 
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dedicates the longest of h i s Dialoghi d'Amore to a s a t i r e of 

musical drama. 

B e t t i n e l l i ' s writings on opera, l i k e the best of h i s 

l i t e r a r y production, are polemical works aimed d i r e c t l y at the 

obstacles that stand i n the way of a renewal of eighteenth-

century culture oh the basis of neo-classical i d e a l s . 

Unconcerned with the reform of melodramma that he could not 

reconcile with'those ideals, he l i m i t s himself to pointing 

out the flaws and f a i l i n g s of opera as i t existed i n his day. 

The picture he paints i s black indeed, though we may note a 

sense of de.ja vu i n h i s s a t i r e as a r e s u l t of h i s heavy r e l i 

ance on the work of other c r i t i c s of opera. In fact, 

B e t t i n e l l i brings very l i t t l e that i s o r i g i n a l to the eight

eenth-century discussions on melodramma. What he does make 

abundantly clear, however, i s that i n spite of the reforms 

i n i t i a t e d by Metastasio and Gluck, opera and the operatic 

milieu had remained b a s i c a l l y unchanged i n the half-century 

or more that had elapsed since the p u b l i c a t i o n of Marcello's 

s a t i r e . To a c e r t a i n degree, B e t t i n e l l i ' s attitudes are 

reminiscent of the p o s i t i o n adopted by Muratori at the begin

ning of the century. While both shared an i n t e r e s t i n tragedy 

rather than i n melodramma, there i s nevertheless a basic 

difference between the two c r i t i c s . Muratori saw melodramma 

as an abortive attempt to re-create the tragedy of the Greeks, 

and thus as f a i l e d tragedy. B e t t i n e l l i , on the other hand, 

had absorbed and accepted the evolution of c r i t i c a l thought 

that led to a view of melodramma as a separate t h e a t r i c a l form. 
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However, he could, not accept i t as v a l i d art. 

This r e j e c t i o n of melodramma as a v a l i d art form d i f 

f erentiates B e t t i n e l l i from Stefano Arteaga, the author of a 

major t r e a t i s e on melodramma and the l a s t of the eighteenth-

century c r i t i c s to 'be examined i n thi s study. The d e f i n i t i v e 

version of Arteaga's Rivoluzioni del teatro musicale i t a l i a n o 

was published two years before B e t t i n e l l i * s Dialoghi. Though 

B e t t i n e l l i had read the Rivoluzioni c a r e f u l l y enough to send 

the author a l i s t of i t s hispanisms, he f a i l e d (or refused) 

to grasp the basis of Arteaga's new concept of opera, his 

respect for i t as a genre i n i t s own r i g h t , and his v i s i o n of 

a perfected melodramma as the new a r t i s t i c i d e a l of the future. 

Thus, at the end of the century, the writings of these two 

authors sum up the evolution of eighteenth-century attitudes 

to melodramma. B e t t i n e l l i represents the c r i t i c a l i n t e r e s t 

i n tragedy, and the subsequent r e j e c t i o n of melodramma as a 

dramatic form that does not f i t into preconceived ideas of 

harmony, decorum and formal perfection. Arteaga, on the other 

hand, in-so far as. c r i t i c i s m of musical theatre i s concerned, 

i s responsible for the greatest advance i n the opening of the 

neo-classical s p i r i t to the new currents of thought that lead 

to the threshold of Romanticism. 
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CHAPTER IV 

Stefano Artea 
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Stefano Arteaga 

The l a s t eighteenth-century t r e a t i s e to deal exclu

s i v e l y with melodramma was also the most extensive and ambi

tious i n scope. The three volumes of Stefano (Esteban) 

Arteaga's Le r i v o l u z i o n i del teatro musicale i t a l i a n o d a l l a  

sua origine fino a l presente were published i n the years 1783 

to 1 7 8 8 . T h e author was a Spaniard, exiled to Corsica along 
2 

with his fellow-Jesuits. At the age of twenty-two, having 

l e f t the order (apparently without having been ordained), he 

went to I t a l y to study philosophy at the University of Bologna. 

At the time (c. 1770), Bologna was a very active c u l t u r a l 

centre, and Arteaga became immersed i n the i n t e l l e c t u a l l i f e 

of the c i t y . He turned his attention to l i t e r a r y and schol

a r l y investigation, a c t i v i t i e s which were to occupy him i n 

Bologna, Venice and Rome. In Bologna he began his r e l a t i o n 

ships, both personal and through correspondence, with an im

pressive number of the p r i n c i p a l exponents of contemporary 

culture: Saverio B e t t i n e l l i , Melchiorre Cesarotti, Vincenzo 

Monti, Pietro Napoli S i g n o r e l l i , Ippolito Pindemonte, Ennio 

Quirino Visconti, Girolamo Tiraboschi, Juan Andres, Antonio 

Eximeno and Padre Giambattista Martini. There are many i n 

dications that Arteaga secured for himself a prominent posi

t i o n i n the c u l t u r a l milieu of the time. Pindemonte f r e -
h, 

quently discussed Arteaga i n l e t t e r s to acquaintances. Monti 

included Arteaga i n his l i s t of rec i p i e n t s of a copy of his 

new play Aristodemo, the others being Tiraboschi, Cesarotti, 

AndrSs and Vannetti.^ Andres requested information from him, 
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as w e l l as from such noted a u t h o r i t i e s as Padre M a r t i n i and 

the o r i e n t a l i s t M i g u e l C a s i r i , on the p o s s i b l e Arab i c o r i g i n s 

o f Spanish and Portuguese m u s i c . ^ N a p o l i S i g n o r e l l i r e spec ted 

A r t e a g a ' s p o s i t i o n s u f f i c i e n t l y to r e f r a i n from p u b l i s h i n g h i s 

own Sis tema melodrammatico i n order to a v o i d - a c o n f r o n t a t i o n 
7 

w i t h Ar teaga whose conc lu s ions he ques t ioned i n tha t work. 

T. i raboschi regarded A r t e a g a ' s R i v o l u z i o n i to be o f enough 

s i g n i f i c a n c e to m e r i t d i s c u s s i o n i n h i s S t o r i a d e l l a : -

l e t t e r a t u r a i t a l i a n a . T i r a b o s c h i ' s R i f l e s s i o n i s u l l ' i n d o l e 

d e l l a l i n g u a i t a l i a n a were i n c l u d e d i n the t h i r d volume o f 

the S t o r i a as a d i r e c t r e p l y t o , and r e b u t t a l of , one o f 

A r t e a g a ' s notes to Matteo B o r s a ' s d i s s e r t a t i o n Del gusto 
g 

presente i n l e t t e r a t u r a i t a l i a n a . The r e a c t i o n a r y and con

s e r v a t i v e nature o f T i r a b o s c h i , as w e l l as h i s n a t i o n a l i s t i c 

p r i d e , was hur t by A r t e a g a ' s judgement o f I t a l i a n language 
9 

and l i t e r a t u r e . On the other hand, C e s a r o t t i , whose ideas 

on language c o i n c i d e d w i t h those o f h i s Spanish " f r i e n d " , 

r e f e r r e d to Ar teaga i n h i s Saggio s u l l a f i l o s o f i a d e l l e 

l i n g u e (1785) as a notable Spania rd more worthy o f I t a l y than 

many I t a l i a n s themselves, s ince i n s t e a d o f p r a i s i n g her 
10 

p r e j u d i c e s , he honoured her w i t h h i s works. 
I n h i s own t ime, A r t e a g a 1 s t r e a t i s e on opera was 

11 
w i d e l y read and favourab ly r e c e i v e d . Johann N i c o l a u s 
F o r k e l , regarded by some as th.e founder o f the d i s c i p l i n e o f 

12 
musico logy , t r a n s l a t e d and annotated the t r e a t i s e i n 1789. 
An abr idged v e r s i o n I n French was p u b l i s h e d i n London i n 

13 
1802, J ye t s t r a n g e l y enough the work was never t r a n s l a t e d 
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i n t o i t s a u t h o r ' s n a t i v e tongue, a l t h o u g h A l g a r o t t i ' s t r e a 

t i s e had been t r a n s l a t e d i n M a d r i d i n 1787, s h o r t l y a f t e r 

the p u b l i c a t i o n o f the R i v o l u z i o n i . 

The r e a c t i o n s o f modern s c h o l a r s t o A r t e a g a as a 

c r i t i c are v a r i e d and c o n t r a d i c t o r y . On the whole, he has 

not been e x h a u s t i v e l y s t u d i e d . Menendez P e l a y o argued h i s 

i n f l u e n c e on Wagner and h i s m u s i c a l drama (by way o f F o r k e l ) , 

an o p i n i o n s u p p o r t e d by R a f a e l M i t j a n a who saw A r t e a g a as a 
14 

p r e c u r s o r o f the n i n e t e e n t h - c e n t u r y r e f o r m o f t h a t genre. 

R i c c a r d o A l l o r t o r e c o g n i z e s the d i f f i c u l t i e s i n h e r e n t i n t h a t 

p o s i t i o n , a l t h o u g h he m i s u n d e r s t a n d s the a s p e c t o f A r t e a g a ' s 

n e o - C l a s s i c i s m which"fiiakes t h a t v i e w u n t e n a b l e . N e v e r t h e l e s s , 

A l l o r t o does a p p r e c i a t e A r t e a g a * s m e r i t i n b e i n g the f i r s t t o 
d i s t i n g u i s h melodramma q u i t e c l e a r l y from o t h e r d r a m a t i c 

15 
genres. G i a z o t t o , to a l l i n t e n t s , i g n o r e s A r t e a g a as a 
c r i t i c , and i s unaware o f h i s c o n t r i b u t i o n s to the d i s c u s s i o n 

16 
o f the problem o f melodramma i n the e i g h t e e n t h c e n t u r y . 

A l f r e d R i c h a r d O l i v e r ' s b r i e f e x p o s i t i o n d i s p l a y s a l a c k o f 

knowledge o f what had been w r i t t e n p r e v i o u s l y on melodramma 

i n I t a l y , c i t i n g the E n c y c l o p e d i e and o t h e r F r e n c h works as 

the s o u r c e s o f A r t e a g a ' s t h e o r y . Some o f O l i v e r ' s o p i n i o n s 

are c l e a r l y the: r e s u l t o f a m i s r e a d i n g , o r s p o r a d i c r e a d i n g 
1 7 

o f the R i v o l u z i o n i • W h i l e u n d e r s t a n d i n g h i s t r a n s i t i o n a l 

p o s i t i o n , E v a M a r j a Rudat has e x a g g e r a t e d the m o d e r n i t y o f 

A r t e a g a ' s thought, b u t the main t h r u s t o f her argument l i e s 

i n the d i r e c t i o n o f h i s a e s t h e t i c s , r a t h e r t h a n w i t h h i s 

v i e w s on melodramma i n p a r t i c u l a r . I n g e n e r a l , M i g u e l 
0 
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B a t l l o r i , and es p e c i a l l y Fedele d'Amico i n his b r i e f analysis 

of the Rivoluzioni, have shown the more i n t e l l i g e n t appreci-
19 

ation of Arteaga's work on opera. ' However, t h e i r studies 
cannot be regarded as exhaustive. 

As mentioned e a r l i e r , while i n Bologna, Arteaga made 

the acquaintance of Padre Giambattista Martini, the renowned 

,composer, teacher of musicians, and theoretician, a scholar 
now generally regarded as the f i r s t modern h i s t o r i a n of 

20 
music. In the Discorso prelimmare to the f i r s t e d i tion 

of the Rivoluzioni, Arteaga asserted that i t was at Padre 

Martini's suggestion that he undertook h i s work on melodramma. 

Arteaga added that Padre Martini f a c i l i t a t e d the work by 
making available his vast l i b r a r y , and by personal discus-

21 
sions. L i t t l e i s known, however, about Arteaga's r e l a t i o n s 

22 
with Martini, beyond what Arteaga himself recorded. x 

A l l o r t o implies, though without c i t i n g any evidence to sup

port the assertion, that Arteaga undertook studies i n musi-
. . 23 

cology with Martini. I t i s most l i k e l y that Arteaga engaged 

i n numerous discussions with him, since i t i s well-known that 

Martini gave generously of his time, knowledge and advice to 

such students of music as Charles Burney and Jean-Benjamin 

de La Borde, drawing students from a l l over Europe, among them 
24-

Johann C h r i s t i a n Bach, Andre Gretry, Jommelli and Mozart. 

Furthermore, Arteaga's claims have the support of t h e i r 

being published i n the f i r s t e d i t i o n of the Rivoluzioni a 

year before Martini's death, and i n the same c i t y where he 

l i v e d . 
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Martini was a true c l a s s i c i s t i n s p i r i t whose sphere 

of influence extended throughout the musical world of his 

time from h i s p o s i t i o n as undisputed ar b i t e r on a l l matters 
25 

concerning the art. ^ I t i s probable that an examination of 

the extent to which Arteaga's considerations on melodramma 

coincide with Martini's opinions would provide material for 

an i n t e r e s t i n g study. In his youth Martini had composed the 

music for f i v e comic azioni t e a t r a l i , and the musical theatre 

must have s t i l l held some fas c i n a t i o n for him as an old man 

i f he encouraged the young Arteaga on the subject with mate

r i a l s and d i s c u s s i o n s . 2 ^ 

Apart from his. intimate connections with Martini, and 

access to h i s l i b r a r y , Arteaga brought to' his study of 

melodramma a more profound c u l t u r a l preparation, es p e c i a l l y 

i n the'realm of philosophy, than had some of his predecessors. 

He was well-acquainted with the p r i n c i p a l currents of thought 

of eighteenth-century Europe, not only i n France and Italy, 
27 . . . 

but also m England and Germany. ' He was also f a m i l i a r with 
s 

what had been written on melodramma before him i n I t a l y . As 

a re s u l t , he had come to the conclusion that a l l previous 

studies had been either too schematic and s u p e r f i c i a l , or 

lacking i n sound philosophical grounding, and therefore i n 

s u f f i c i e n t . 

In the Discorso preliminare to the f i r s t edition, 

Arteaga writes: 
Senza f a r parola d'Emilio del C a v a g l i e r i . [ s i c ] , del 
Salvador!, di Jacopo M a r t e l l i , del Gravina, del 
Maffei, del Muratori, del Crescimbeni, del Calsabigi, 

/ 
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del Mattei, e di t a n t i a l t r i , che toccarono questo 
punto a l i a sfuggita, tre sono s t a t i g l i autori, che 
hanno parlato piu di proposito.28 

He then proceeds to discuss b r i e f l y the works of Quadrio, 

A l g a r o t t i and P l a n e l l i . He c r i t i c i z e s Quadrio's work on the 

grounds that i t i s merely a compilation of names and dates 

preceded by a d e f i n i t i o n of melodramma based only on the neg

ative aspects of the form, by some t r i v i a l remarks and by 

prejudices turned into precepts interspersed with a few sen-
29 

s i b l e p r i n c i p l e s . 7 Arteaga's judgement of Quadrio's trea

t i s e i s s u b s t a n t i a l l y correct. Quadrio devotes to melodramma 

several chapters i n the second part of the t h i r d volume of 

his D e l l a s t o r i a e d e l l a ragione d'ogni poesia (1739-52). 

Basing his presentation on Martello's D e l l a tragedia antica  

e moderna (from which he purloins several passages), as well 

as on the writings of such c r i t i c s as Crescimbeni and 

Marcello, Quadrio concludes that Greek tragedy was sung i n 

i t s entirety, and that i n theory modern melodramma should be 

tragedy sung i n the ancient manner. He begins his discussion 

with the following words: 
La Poesia, e l a Musica sono due A r t i gemelle, e t r a 
loro s i analoghe, che a pensare, e f a v e l l a r sanamente, 
non v i dovrebbe esser Poesia senza Musica, ne Musica 
senza Poesia.3Q 

However, he continues, the abuses introduced into the musical 

theatre by the modern taste f o r spectacle, by the impresarios, 

singers, composers and compliant poetasters, have corrupted 

i t to such an extent that i t has become a form quite d i s t i n c t 
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from other types of dramatic composition: 

Ma perche l a corruzione de'tempi a poco a poco lo ha 
difformato, noi dovendone pero qui parlare, mediante 
quelle cose i l circoscriveremo, per l e quali s i e 
reso da ogni a l t r a drammatica compos.izione diverso: 
quelle precisamente toccando, che l e sue s p e c i a l i 
proprieta ne dimostrano. 

In t h i s statement Quadrio echoes Martello's conclusions on 

melodramma as a genre. However, he f a i l s to assimilate or 

even comprehend the revolutionary-aspect of Martello's c r i t 

icism. He r e i t e r a t e s Martello's ideas on the primary role 

music plays i n the union of the arts: 

Perciocche bisogna tener per fermo, che i n esse vuol 
avefe l a preminenza l a Musica. Questa e l'anima di 
un tale recitamento; e ad essa debbesi i l p r i n c i p a l e 
riguardo di chi e chiamato a parte o per poesia, o 
per apparato, di s i m i l componimento.31 

But, while Martello accepts the i n e v i t a b i l i t y of the primacy 

of music as one of the c h a r a c t e r i s t i c s of opera as an a r t i s 

t i c form, Quadrio s t i l l retains the neo-classical insistence 

on the supremacy of poetry: 

Bisognerebbe, che l ' a u t o r i t a p r i n c i p a l e per l a 
direzione dell'Opera s i la s c i a s s e a Poeti; che i 
Musici s'accomodassero a l l e intenzioni di es s i ; e 
che l a Musica servisse a l l e parole, ad a i v e r s i , 
non, come s i p r a t i c a i n oggi, a l c o n t r a r i o . ^ 2 

Quadrio 1s treatment of opera reveals the lack of a 

systematic and o r i g i n a l consideration of the problem. He 

l i m i t s himself to a r e p e t i t i o n of the c r i t i c a l commonplaces 

concerning the ori g i n s and progress of opera, suitable sub

ject matter (Quadrio proposes heroic themes), the d i v i s i o n 
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of drama into three acts, the composition of arias and r e c i 

t a t i v e , and the re c i p r o c a l working relationship that- should 

exist between poet and musician. His conclusions are also 

commonplace. In his view, the contemporary melodramma i s 

capable of reform. Such l i b r e t t i s t s as Pier Jacopo Martello, 

Francesco de Lemene, Carlo Capece, Apostolo Zeno, Scipione 

Maffei, Eustachio Manfredi, S i l v i o Stampiglia, Domenico de 

Totis and Monsignor Bernini have made melodramma at lea s t 

tolerable, i f not perfect. With the addition of the name of 
1 j 

Martello himself, t h i s l i s t reproduces sub s t a n t i a l l y 

Martello's choice of notable l i b r e t t i s t s . I t i s surprising 

that Quadrio does not include Metastasio, who was then at 

the height of his fame, though he does quote passages from 

Metastasio's Catone and Gioas as examples of metres suitable 

f o r arias. 

In view of Quadrio's s u p e r f i c i a l and unoriginal treat

ment of melodramma, i t i s curious that Arteaga chose him, 

rather than Martello (to whose t r e a t i s e Quadrio was so i n 

debted), as one of the three authors who had dealt with opera 

i n such an apposite way. One possible reason could be that 

Arteaga appreciated Quadrio's b e l i e f that opera was capable 

of being perfected, whereas Martello had rejected melodramma 

i n favour of spoken tragedy. 

Arteaga praises the Saggio sopra 1'opera i n musica 

written by A l g a r o t t i , whom he c a l l s a man of taste who writes 

i n a witty and elegant style, and who has made some excellent 

r e f l e c t i o n s on melodramma. Nevertheless, Arteaga finds f a u l t 
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with the f a c t that A l g a r o t t i l i m i t e d himself to the p r a c t i c a l 

aspects of opera. He suggests that A l g a r o t t i either did not 

wish, or was not-able to go back to the f i r s t p r i n c i p l e s of 

opera, as he would have had to do i n order to be counted 
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among f i r s t rank c r i t i c s . J 

Arteaga then turns his attention:to Antonio P l a n e l l i , 
3 k 

whose Trattato dell'opera i n musica^ he considers more 

erudite, more universal, more reasoned, and consequently of 

more use than previous works on the subject. However, while 

Arteaga praises P l a n e l l i ' s observations on the arts i n gen

era l , and on music and the d i r e c t i o n of the theatre, he finds 

the section on the l i b r e t t o lacking i n depth and acumen, and 

c r i t i c i z e s the fact that there i s no d e f i n i t i o n of the genre, 
no c r i t i c i s m of i t , nor s u f f i c i e n t i n d i c a t i o n of i t s 
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history. 

Although P l a n e l l i * s work, published i n Naples i n 1772, 

does not occupy an important p o s i t i o n i n eighteenth-century 

c r i t i c a l l i t e r a t u r e on opera, i t was known, not only i n I t a l y 
but also elsewhere i n Europe. Forkel was f a m i l i a r with 
P l a n e l l i ' s t r e a t i s e , though he judged i t i n f e r i o r to Arteaga's 
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study. The work owes much to the contents of A l g a r o t t i ' s 

Saggio sopra 1'opera i n musica, a debt which P l a n e l l i openly 

acknowledged.-^ However, he attempted to give his work a 

wider scope by studying melodramma i n the l i g h t of i t s p h i l o 

sophical essence. The re s u l t , nevertheless, i s f a r more 

li m i t e d and s u p e r f i c i a l than Arteaga's. 
In the preface to his t r e a t i s e , P l a n e l l i gives a clear 
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picture of the popularity and importance of melodramma i n 

European culture," and he expresses the hope that opera w i l l 

receive serious c r i t i c a l study as a dramatic form i n i t s own 

rig h t . He suggests that c r i t i c s would be well-advised to turn 

t h e i r attentions away from Greek drama which no longer enjoys 

public acclaim: 

E da che oggi i n Europa, e particolarmente i n I t a l i a , 
l'Opera i n Musica e lo'Spettacdlo dominante; percid 
io spesso volte 6 meco medesimo desiderato, che 
g l i ' I t a l i a n i S c r i t t o r i , rifinando [ s i c ] oggimai di 
r i p e t e r c i quello, che tante volte, e da tan t i s e c o l i 
c i e stato insegnato d e l l a Tragedia antica, d e l l a 
Commedia, del Dramma Rusticale, e d ' a l t r e t t a l i 
Drammi, che oggi'1.'' I t a l i a cosi-, npn gusta, come a l t r a 
v o l t a facea; s i dessero piuttosto a d i c h i a r a r c i nel 
modo indicato l e leggi di questo dominante Spettacolo, 
che quasi solo occupa da lungo tempo I no s t r i t e a t r i . 

P l a n e l l i concludes his preface by admitting his i n a b i l i t y to 

f u l f i l the need for a study of melodramma and the precepts 

which govern i t s composition, but he adds that he has under

taken his t r e a t i s e to compensate for the lack of such studies, 

and he i n v i t e s others to carry out the task that he proposes: 

[l ] o non destino i l presente Trattato che a r i s v e g l i a r e 
i sovrani ingegni d 1 I t a l i a , e a indicar loro quanto 
degno di l o r attenzione sarebbe questo suggetto da 
essi f i n o r trascurato.3 9 

P l a n e l l i brings l i t t l e that Is o r i g i n a l to his discus

sion of opera. In the question of the d e f i n i t i o n of 

melodramma, previous writers had attempted to c l a s s i f y i t 

as a re-creation of the drama of the ancient Greeks. 

P l a n e l l i ' s solution, dealing with opera seria, was to consider 

i t as tragedy. However, he divided the genre of tragedy into 
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two types. The f i r s t was Tragedia antica, which included 

modern tragedies written according to ancient models. The 

second was Melodramma which, i n his view, had evolved from 

ancient drama, changing with the customs of the time, and as 

a r e s u l t of the progress made i n c e r t a i n arts. He does not 

yet, as Freeman claims, recognize i t as "an independent 

genre with conventions and requirements of i t s own." In 

fact, P l a n e l l i asserts that the rules that govern melodramma 

are the same as those of tragedy,, the few exceptions heing 

due to the differences between the two types of tragedy that 

he postulates i n his work: 

Di qui e, che l e regole, che riguardano i l Patetico 
del Melodramma sono quelle medesime d e l l a Tragedia; 
ne di proprio esso ne a che pochissime, l e quail, 
formano l a sua differenza d a l l a Tragedia antica. ^ 

P l a n e l l i then discusses the q u a l i t i e s which, i n his opinion, 

d i f f e r e n t i a t e melodramma from ancient tragedy. The f i r s t i s 

the necessity for scene changes i n order to maintain v e r i 

similitude, although extreme changes from one geographical 

l o c a t i o n to another are not admissible. The second i s the 

happy ending which, P l a n e l l i says, came into vogue due to 

the progress made by mankind from the b e l l i c o s e state s t i l l 

e x i sting i n ancient Greece to the c i v i l i z e d and gentler state 

of modern society. The t h i r d i s the change from protagonists 

of average character to those of t r u l y virtuous character. 

The fourth i s the reduction of the number of acts from f i v e 

to three, a fact which P l a n e l l i attributes to custom, rather 

than to any i n t r i n s i c dramatic requirement. The f i f t h i s the 
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variety of tragic verse-forms which abound i n melodramma, a 

usage which creates a-more natural and more i n t e r e s t i n g r e c i 

tation. I t i s t h i s l i s t (which was commonplace i n the eight

eenth century ) that Arteaga w i l l l a t e r f i n d s u p e r f i c i a l and 

incorrect. In i t s place he w i l l substitute a far d i f f e r e n t 

d e f i n i t i o n of the i n t r i n s i c d i s t i n c t i o n s between the two 

forms. 

As the l i s t demonstrates, P l a n e l l i ( l i k e his predeces

sors) regarded the l i b r e t t o as the main component of opera: 

[ l ] a parte predominante di questo Spettacolo e 
quella d e l l a Poesia. II che e s i vero, che t r a tutte 
l e a l t r e Faculta. da noi annoverate non ce ne a. una, 
che non s i a stata ammessa a solo oggetto di dar mano 
a l i a Poesia: tutte, quale piu verisimiglianza, e 
quale p i u forza a quella aggiugnendo, sono destinate 
a soccorrerla, e sostenerla. 

The opera, however, should be a union of a l l the component 

arts working towards the same end, which i s that of poetry, 

the main component. That i s , i t should move the spectators 

to compassion and terror through the subordinate end of 

appealing to the senses. However, P l a n e l l i places more empha

si s on the useful purpose of opera, r e i t e r a t i n g the concept 

of i t s p o l i t i c a l importance i n educating the public, and i t s 

influence on the customs of nations. He concludes his trea

t i s e with the observation that were the components of the 

opera so regulated that they created a u n i f i e d whole working 

towards the , g l o r i f i c a t i o n of virt u e and the d i s c r e d i t i n g of 

vice, 

non sara. questa [ l 1 opera], come a l t r i declama, uno 
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Spettacolo privo di buon senso, e nocivo a l costume; 
ma per lo contrario con t r i b u i r a moltissimo a l progresso 
della. pubblica costumatezza, ed a quello delle Belle 
Arti.^ 3 

This i s a clear i n d i c a t i o n of the conservative p o s i t i o n adop

ted by P l a n e l l i i n the question of the ends and purpose of 

art, or more s p e c i f i c a l l y , poetry. His modernity l i e s i n his 

unequivocal acceptance and defence of the form of the 

melodramma as art, although l i k e his contemporaries he i s 

aware of the many f a u l t s i n the existing format of the opera. 

He believes, nevertheless, i n the .strong, p o s s i b i l i t y of re

form, and i t i s to t h i s end that he studies the components 

of musical drama i n greater d e t a i l than had been done pre

viously. He indulges i n extensive comments on metrics, dic

t i o n , igesture, costumes, scenery and dance, but he lacks a 

clear v i s i o n of the u n i f i e d whole, and therefore i s unable to 

enunciate a precise plan to improve opera. One element that 

he recommends, following a suggestion already found i n 

A l g a r o t t i , i s the creation of a position, similar to the 

choragos i n ancient times, of a director who would oversee 

a l l aspects of the melodramma, and ascertain the proper sub

ordination of each of them to the a r t i s t i c and moral q u a l i -

t i e s of the whole. In th i s way, he believed, the s e l f -

i n t e r e s t s of the exponents of the various arts would be con

t r o l l e d , thus putting an end to the circumstances which were 

responsible for the degenerate state of melodramma. 

Whether inspired by P l a n e l l i , or by Padre Martini, 

Estaban de Arteaga set out to make a new and systematic exam-
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i n a t i o n of the opera i n musica. His stated purpose i n writing 

his three volumes on the subject i s to provide a philosophical 

basis f o r a study of melodramma, and to draw up a set of 

p r i n c i p l e s to govern the composition and performance of the 

genre. The evident didactic intent of the work i s character

i s t i c of the Enlightenment. In the Discorso preliminare to^ 

the f i r s t edition, he makes t h i s intent quite clear, stating 

that i f his t r e a t i s e should not prove acceptable to the con

temporary exponents of the melodrama, i t might yet be of use 

to the young: 

Se l e r i f l e s s i o n i i n gran parte nuove, che ho procurato 
spargere su t a l i materie, come su parecchie a l t r e 
contenute i n questo l i b r o , non bastassero a formar un 
sistema completo (lo che non e stato mai i l mio 
oggetto) e se i maestri d e l l ' a r t e non l e trovassero 
degne di loro, potranno esse almeno divenir opportune 
a i giovani, pei qu a l i furono s c r i t t e principalmente. -5 

Arteaga begins by examining the q u a l i t i e s required of the 

h i s t o r i a n and c r i t i c of the melodramma. Dismissing the 

theatre-going public and the p o l i t i c i a n s as possible candi

dates f o r the ro l e , he concludes that the man of taste, by 

his s e n s i b i l i t y and his c u l t u r a l t r a i n i n g i s best able to 

judge and understand melodramma with insi g h t . Therefore: 

Se fosse quistione di scrivere per l o teatro, e non 
del teatro, l'uomo d i gusto esser dovrebbe l'unico 
giudice, che se ne scegliesse, siccome quello, che 
avendo meglio d'ogni a l t r o studiate l e regole di 
piacere ad un Pubblico illuminato, meglio d'ogni 
a l t r o saprebbe addittare que'mezzi, che a c o s i fatto 
fine conducono. 

Both pre-romantic and neo-classical ideals inform Arteaga's 
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d e f i n i t i o n of the man of taste who, i n h i s opinion, must he 

dotato di cuor sensibile e d'immaginazione vivace, 
osservator fedele d e l l a natura e degli uomini, 
ammaestrato ai f o n t i di Boileau, di Longino, e 
d'Orazio, versato n e l l a l e t t u r a de'primi modelli 
antichi e moderni. 

He continues: 

Ei soio, penetrando piu addentro nello s p i r i t o delle 
regole, sa fino a qual punto debbano esse incatenar 
i l genio, e quando questo possa legittimamente 
spezzarne i legami. 

But the h i s t o r i a n and c r i t i c of the melodramma must be more 

than t h i s ; he must possess not only s e n s i b i l i t y and imagina

t i o n , but also sound c r i t i c a l method and clear h i s t o r i c a l 

perspective. He must be at once a scholar, a c r i t i c , a man 
46 

of taste, and a philosopher. 

In h i s study of opera, Arteaga planned to follow the 

methodological approach which prevailed i n the Enlightened 

m i l i e u of the Encyclopedists, basing a l l investigations on 

experiment and observation, analyzing the object of study i n 
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each of i t s component parts and then as a whole. 1 Arteaga 

asserts that he w i l l study the rhetoric (the power of music 

to sway the s p i r i t ) and philosophy (the general p r i n c i p l e s ) 

of music, two aspects neglected by his contemporaries, which 

he, on the other hand, believes to -be essential, since they 

teach the best ways to use the i n d i v i d u a l elements i n order 
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to achieve an harmonious a r t i s t i c whole. The experimental 

method excluded the acceptance of judgements backed solely by 

authority of e a r l i e r c r i t i c s . Arteaga w i l l base his i n v e s t i -
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g a t i o n on two p r i n c i p l e s : f i r s t , t h r o u g h p h i l o s o p h i c a l i n q u i r y , 

to seek out the p o e t i c s - o f the genre and. to d e f i n e i t s l i m i t s , 

w i t h o u t depending on e a r l i e r a u t h o r i t y or p r e v i o u s examples: 

second, t o s t u d y the c o m p a t i b i l i t y o f the I t a l i a n language 

w i t h music, and to examine what can be done t o p e r f e c t the 
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r e l a t i o n s h i p . ' A c l e a r e r p i c t u r e o f how A r t e a g a i n t e n d s to 

e x t r a c t the essence o f the melodramma can be found i n a l e t t e r 

o f 4 F e b r u a r y 1?86, a d d r e s s e d t o S a v e r i o B e t t i n e l l i , i n 

which he e x p l a i n s h i s method o f d e a l i n g w i t h p h i l o s o p h y : 
Io d i s t i n g u o due metodi d i t r a t t a r e l a f i l o s o f i a . I I 
primo ( s o l o v e r o e p r o f i t t e v o l e ) q u e l l o e d i p a r t i r e , 
n e l l a r i c e r c a d e l v e r o , d a l l a e s p e r i e n z a , d a l l a 
o s s e r v a z i o n e , d a l l a a n a l o g i a , d a i c a l c o l o e d a l l ' a n a l i s i , 
ne p e r m e t t e r e a l l 1 i n t e l l e t t o a l t r i r a z i o c i n j che g l i 
a p p o g g i a t i su c o t a i f o n d a m e n t i . I I secondo metodo, 
us a t o p e r t a n t i s e c o l i n e l l e s c u o l e , e q u e l l o d i 
p a r t i r e da p r i n c i p j m e t a f i s i c i n e l l ' e s a m e d e g l i 
o g g e t t i s e n s i b i l i , d i s m a r r i r s i n e l l a i m p o r t u n a 
r i c e r c a d e l l e cause i m p o s s i b i l i a r i s a p e r s i e i n u t i l i 
d appoiche s i sono s a p u t e , . d i f i d a r s i a l l * i m a g i n a z i o n e 
a n z i c h e a l i a e s p e r i e n z a , e d i t u t t o r i d u r r e a s i s t e m i 
i p o t e t i c i e c o n v e n z i o n a l i , non meno f a c i l i ad a t t e r r a r s i 
che a f a b b r i c a r s i . - > 

R e c a p i t u l a t i n g a t the end o f h i s work what he has 

t r i e d to do i n h i s s t u d y o f melodramma, he c l a i m s t h a t he 

has a t t e m p t e d t o e n t e r i n t o an u n d e r s t a n d i n g o f the n a t u r e 

of./me 1 o'dramma: as i t e x i s t s , o f the r e a s o n s f o r i t s decadence, 

and to i n d i c a t e the v a r i o u s remedies w h i c h would b r i n g the 
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a r t - f o r m to i t s t r u e f u l f i l m e n t . These two f o r m u l a t i o n s 

o f h i s purpose o f f e r a s y n o p s i s o f h i s methodology, which i s 

to d e a l w i t h b o t h the t h e o r y and the p r a c t i c e o f melodramma. 

W h i l e s p e c i a l i s t s have p o i n t e d out t h a t h i s work l a c k s a 
5 2 

sound b a s i s m m u s i c a l t h e o r y , the R i v o l u z i o n i i s s t i l l t h e 



- 3̂ 3 -

most profound and systematic attempt i n eighteenth-century 

I t a l y to subject opera to rigorous c r i t i c a l inquiry. 

Arteaga's work begins with a chapter analyzing the 

nature of melodramma, and the poetics which he derives from 

the analysis. Chapter Two deals with the second of h i s basic 

p r i n c i p l e s : the analysis of the compatibility of the I t a l i a n 

language with music. Chapters III to XI deal with the history 

of melodramma up to h i s day. Obviously following Padre 

Martini's concept of a universal history of music which would 

go back to the very beginnings of the art, Arteaga sought 

the ori g i n s of musical drama i n the theatre of c l a s s i c a l 

times, a form of theatre which, i n his opinion, had disap-

peared i n the "Dark Ages." Unlike most other c r i t i c s who 

ignore the centuries between the end of the c l a s s i c a l world 

and the c l a s s i c a l r e v i v a l of the Florentine Camerata, Arteaga, 

again with clear pre-romantic orientation, traces the source 
of contemporary melodramma to the Mystery Plays of the Middle 
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Ages. J Chapter XI deals with Metastasio, and earned for 

Arteaga the reputation and renown of being Metastasio's 

apologist. In fact, the chapter became so well-known that i t 

was published as the introduction to Volume XIV of the 1785 

Nice e d i t i o n of Metastasio's works. 

These f i r s t eleven chapters of the Rivoluzioni formed 

the f i r s t volume of the e d i t i o n which appeared i n Bologna In 

1783i earning for Arteaga membership i n the Accademia di  

Padova, and a doubling of the pension granted by the king of 

Spain to exiled Jesuits. His fame was sealed. For the 1785 
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edition,- Arteaga added, to the original, eleven chapters four 

on the contemporary musical theatre and the causes of i t s 

decadence, one on the analysis of the dance and i t s s u i t a 

b i l i t y for i n c l u s i o n i n opera, one on opera reform; an appen

dix r e p l i e d to a review of the t r e a t i s e which the composer 

Vincenzo Manfredini had published i n the Giornale enciclopedico  

di Bologna i n A p r i l , 1786.-^ 
The second part of the. Rivoluzioni was not as well 

received as the f i r s t volume. This was due p a r t l y to the f a c t 

that Arteaga was a polemical writer who was quite outspoken 

i n his c r i t i c a l examination of the contemporary musical the

atre. He was well aware that his work would evoke unfavour

able reaction. In the Avvertimento a l Lettore of the Venice 

edition, he wrote: 

Dai p r i n c i p j , onde parto, sono derivate naturalmente 
molte conseguenze, che riusceranno poco gradevoli 
a g l i i n t e r e s s a t i . Di n u l l a meno s i t r a t t a , che di 
fare man bassa, e pressoche annientare quanto forma 
i n oggi l a d e l i z i a , 1'ammirazione e i l trasporto del 
Teatro Musicale I t a l i a n o . Preveggo non per tanto 
g l ' i n s u l t i d e l l a ignoranza e i clamori del pregiudizio. 
Ma, oh adorabile V e r i t a ! Se g l i uomini mi negheranno 
i l compenso del loro s t e r i l e suffraggio, io i l 
r i t r o v e r o dentro d i me medesimo n e l l a soddisfazione 
di a v e r t i servito.5° 

And i n a l e t t e r to B e t t i n e l l i he prophesied, evidently with 

a c e r t a i n s a t i s f a c t i o n : 

E per s o r t i r e i l 3- ed ultimo tomo delle mie 
Rivoluzioni, che i r r i t e r a non poco contro di me i 
cantori e i b a l l e r i n i moderni.57 

Arteaga's p o s i t i o n on opera i s e s s e n t i a l l y p o s i t i v e . 



_ 345 -

He regards i t i n theory as the highest art-form,~ f o r i t 

combines a l l the imitative" arts i n an e f f o r t to represent 

i d e a l Beauty. I t i s , therefore, the most b r i l l i a n t spectacl 

created hy human genius. 

[ l ] l quale pel complesso di t u t t i i p i a c e r i dello 
s p i r i t o , d e l l a immaginazione, del cuore, d e l l a v i s t a 
e d e l l ' u d i t o combinati insieme ad agitar l'animo 
dell'uomo e sorprenderlo, e senza duhhio i l maggiore 
sforzo d e l l e b e l l e a r t i congiunte, e i l d i l e t t o piu 
perfezionato, che da esse attender possa l a p o l i t i c a 
societa . . -5° 

In his Discorso preliminare, Arteaga presents t h i s opinion o 

melodramma as his i d e a l . I t i s not clear, however, whether 

t h i s i s the conclusion he has drawn from his th e o r e t i c a l 

examination of melodramma by the experimental method he pro

fesses to follow, or whether i t i s i n fact an a p r i o r i opin

i o n against which he measures the contemporary musical the

atre. He concludes, nevertheless, that as i t exists i n prac 

t i c e , melodramma does not l i v e up to the i d e a l expressed i n 

the introduction to h i s t r e a t i s e . 

By the penultimate decade of the eighteenth century, 

opera s e r i a had not yet been able to free i t s e l f completely 

from i t s ^ i d e n t i f i c a t i o n with tragedy. C r i t i c s continued to 

judge i t with the c l a s s i c a l rules for the composition of 

tragedy as t h e i r point of departure. Arteaga i s the f i r s t 

to issue a clear and unequivocal claim for a new c l a s s i f i c a 

t i o n for melodramma as a separate and d i s t i n c t genre, suf

f i c i e n t unto i t s e l f and requiring no j u s t i f i c a t i o n on the 

basis of c l a s s i c a l d e f i n i t i o n s of tragedy and comedy. 7 The 
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s e l f - s u f f i c i e n c y of the new genre would of necessity he lim

i t e d , since Arteaga indicates that he i s aware of a s i g n i f i 

cant drawback. Opera, at the time he was writing, was not 

equipped with a set of poetics, as were the genres of tragedy 

and comedy. The i n t e n t i o n of the Rivoluzioni was to furnish 

melodramma with i t s own i d e n t i t y and t h e o r e t i c a l instrument. 

Arteaga argues: that i t i s only by a v a i l i n g i t s e l f of such 

tools that melodramma can become an independent genre i n i t s 

own r i g h t . He believes that the absence of a set of poetics 

for the melodramma i s due to i t s f a i r l y recent o r i g i n s as a 

form, to the low state i n which i t lay during the seventeenth 

century, and to the fa c t that i t had no great thinker to 

examine i t s nature and to set up rules and boundaries for 

i t : 

Attalche q u e l l i autori, che hanno sensatamente parlato 
d'ogni a l t r o genere di poesia, vanno tastoni nel 
ragionare del melodramma, ora rilegandolo a i mondi 
d e l l a favola, ora mettendolo t r a l e cose per sua' 
natura difettose, ed assurde, ora sbadatamente 
confondendolo c o l l a tragedia. 

He goes on to say that perhaps the freedom from fixed rules . 

may be of benefit to the genre, for i t w i l l allow i t to 

evolve and develop, a concept c e r t a i n to h o r r i f y those c r i t i c s 

who upheld the p r i n c i p l e that art i s unchanging, and who thus 

judged a l l drama according to the p r i n c i p l e s established 

centuries before by the c l a s s i c a l writers: 

Forse questa trascuratezza, e questo abbuiamento 
tornera i n maggior suo vantaggio, convenendo, secondo 
1'osservazione del gran Bacone di Verulamio, che non 
s i tosto s ' a f f r e t t i n o i f i l o s o f i a f i s s a r e i c o n f i n i 
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d'un'arte senza prima vedere l e diverse forme, 
ch'essa puo prendere dal l e diverse combinazioni 
de'tempi, e d e l l e circostanze. 0 

Nevertheless, Arteaga i s also aware that i n order to judge a 

work one must have a means of comparison, and t h i s i s one of 

the intentions behind his proposed analysis of melodramma. 

The f i r s t c h a r a c t e r i s t i c of opera that Arteaga i n d i 

cates i s also the most obvious; that i s , the p a r t i c i p a t i o n i n 

i t s composition of various a r t s : poetry (the l i b r e t t o ) , music, 

the decorative arts (stage decor), and the dance. Poetry and 

music.r:.are the most important of these and t h e i r union i s the 

p r i n c i p a l consideration which must be taken into account i n 

any discussion of the nature of opera. This i s because the 

main c h a r a c t e r i s t i c . o f opera i s the change necessarily caused 

by the introduction of music into the composition.^"*" This 

consideration leads Arteaga into a study of the a c c e p t a b i l i t y 

of such a union—one that had been questioned by so many c r i t i c s 

of melodramma on the grounds that i t l e d to all'manner of 

improbabilities. Arteaga's reply to t h i s c r i t i c i s m hinges on 

his discussion of the nature of art, which for him i s e s s e n t i a l l y 

mimetic. This i s , of course, the c l a s s i c a l concept of art as 

imitation. However, while Arteaga employs t h i s c l a s s i c a l concept 

as the point of departure, the ramifications he develops go 

beyond the l i m i t s accepted by his contemporaries. 

For Arteaga there are four types of imitation: 

1) The imitation of nature which does not represent i t exactly 

•;• as i t i s ; 

2) the imitation which i s an exact copy of the o r i g i n a l ; 
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3) the i m i t a t i o n that i s selective, taking the characteris

t i c s of various objects i n order to unite them into one; 

4 ) the i m i t a t i o n that perfects i t s o r i g i n a l , adding to i t 

f i c t i t i o u s a ttributes which proceed either from t r a d i t i o n 

or from the imagination of the a r t i s t . 

In her studies of Arteaga's aesthetics, Rudat claims 

that i n the f i r s t three instances Arteaga i s i n accord with 

the n e o - c l a s s i c i s t s . She points out that i n adding the 

fourth c l a s s i f i c a t i o n , Arteaga goes further than the neo-

c l a s s i c i s t s , and makes.of his theory of im i t a t i o n a theory 

of imagination. As such, i t includes the concept of crea

t i v i t y , and thus, according to Rudat, adds dynamic elements 
6 2 

to the c l a s s i c a l notion of mimesis. 
Arteaga employs t h i s concept to j u s t i f y the union of 

music and poetry i n melodramma.for the representation of 

human actions on the stage. He agrees that such a union 

would be quite unnatural i n objective r e a l i t y , but i t can be 

j u s t i f i e d i n melodramma because, as i n the case of a l l the 

imitative arts, i t s object i s not the mechanical reproduction 

of r e a l i t y , which would make i t a mere copy of nature, but a 

representation of r e a l i t y . That i s , not a copy of nature as 

i t i s , but a representation of nature perfected by the a r t i s t 

and raised to a more i d e a l plane: 

Tal cosa sarebbe certamente un assurdo, se s i dovesse 
prender a l naturale, ma cosi non e nel dramma musicale, 
i l quale, siccome avviene a t u t t i g l i a l t r i l a v o r i 
delle a r t i imitative, non ha tanto per oggetto i l 
vero quanto l a rappresentazione del vero, ne s i vuole 
da esso, che esprima l a natura nuda e semplice qual 
e, ma che l ' a b e l l i s c a , e l a foggi a l suo modo. 
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To i l l u s t r a t e his point, Arteaga c i t e s the c l a s s i c and well-

worn example of the painter Zeuxis who wished to paint a 

p o r t r a i t of Helen, 

e non trovando alcun individuo d e l l a natura, i l quale 
adeguasse quella sublime idea d e l l a perfezione, ch'egli 
avea n e l l a sua mente concetto, raccolse da molte 
f a n c i u l l e bellisime i t r a t t i piu p e r f e t t i , onde poi 
un toitto formo, che non esisteva fuorche n e l l a mente 
del pittore.°3 

Tragedy i t s e l f , therefore, i s not a f a i t h f u l reproduction of 

nature, but a s t y l i z e d and perfected i m i t a t i o n which makes use 

of verse and poetic style rather than a natural and r e a l i s t i c 

one. 

In a l a t e r work, e n t i t l e d Investigaciones f i l o s o f i c a s  

sobre l a b e l l e z a i d e a l considerada como objeto de todas l a s  

artes de imitacion, Arteaga makes a clear d i s t i n c t i o n between 

copy (that i s , the production of absolute s i m i l a r i t y ) and 

imitation: 

E l imitador se propone imitar su o r i g i n a l no con una 
semejanza absoluta, sino con l a semejanza de que es 
capaz l a materia o instrumento en que trabaja. ^ 

Like Metastasio, Arteaga places great emphasis on the impor-. 

tance of the medium used i n creating a work of art. ^ For him, 

therefore, the lack of realism i n melodramma i s not a problem 

because the object of art, as he sees i t , i s not to deceive 

the spectator into accepting the a r t i s t i c work as exactly 

corresponding to external r e a l i t i e s , but to create an 

i l l u s i o n : 
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Asf e l imitador no pretende enganar ni quiere que su 
retrato se equivoque con e l o r i g i n a l ; antes, para 
evitar todo engano, pone siempre delante de los ojos 
l a s circunstancias y senales del instrumento, a f i n 
de que nadie l e confunda con l a cosa imitada."6 

Therefore, to f a u l t melodramma because i t presents characters 

who sing i s an i n v a l i d argument, since the "instrument" (or 

medium) of i m i t a t i o n i n the melodramma i s song, and music i s 

a v a l i d i m itative art, which represents nature i n sounds which 

are no more improbable a language than i s verse i n poetry or 

colour i n painting. He concludes: 

[A]ccusar i l dramma musicale perche introduce i 
, personaggi che cantano, e l o stesso, che condannarlo 

perche s i prevale n e l l a imitazione de'mezzi suoi i n 
vece d i p r e v a l e r s i degli a l t r u i : e un non voler, che 
s i trovino n e l l a natura cose atte ad i m i t a r s i c o l 
suono, e c o l canto: e i n una parola accusar l a musica 
perche e musica.°? 

Arteaga,. of' course, i s working from the neo-classical 

presupposition that i m i t a t i o n was the common p r i n c i p l e under

l y i n g a l l the arts, including music. Music, however, was 

the f i r s t of the- arts to be d i s q u a l i f i e d as mimetic i n the 

eighteenth century when, as the guiding p r i n c i p l e behind 
6 8 

Charles Barreux's Les Beaux Arts reduits a un meme principe, 
6 9 

i t was brought into question. 7 Such c r i t i c s as James 

Beattie, Charles Avison and Novalis raised doubts or objec

tions concerning the c a p a b i l i t y of music to imitate nature. 

Arteaga, while already going beyond Batteux i n so f a r as he 

recognizes and emphasizes the importance of the function of 

the d i f f e r e n t mediums i n the arts, nevertheless s t i l l regards 

music as being mimetic, at least, as we s h a l l see l a t e r , 
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c e r t a i n kinds of music;. Arteaga, always working from the im

portance of the instrument or medium used, does i n f a c t con

clude that some musical forms do not have the appropriate 

medium for imitation. 

Having established to h i s own s a t i s f a c t i o n the s u i t 

a b i l i t y of the union of poetry and music for representing the 

subject-matter of melodramma, Arteaga moves on to discuss the 

next question: 

Data l a i n t r i n s e c a unione d e l l a poesia c o l l a musica, 
quai mutazioni debbono r i s u l t a r e da s i fatto  
accoppiamento i n un tutto drammatico.Vu 

This, of course, i s the question fundamental to h i s entire 

investigation, and the answer i s to be uncovered, he believes, 

by means of a close examination of the r e l a t i o n s between 

poetry and music. He therefore turns his attention to an 

inquiry into the function and purpose of the two arts. 

Already i n the early part of the century, Du Bos had 

emphasized the appeal of art to the sentiments. By the late 

eighteenth century, the function of drama was interpreted as 

giving delight by moving the s p i r i t of the spectator, not 

through a process of catharsis, but out' of empathy for the 

p l i g h t of the characters portrayed i n the drama. In his d i s 

cussion of the ends of melodramma and i t s constituent arts, 

Arteaga leans heavily on the appeal to the emotions, an at

titude which prefigures to a c e r t a i n extent a romantic con-
71 

cept of the nature of art. However, i n f i x i n g his atten

t i o n upon the e f f e c t that the arts w i l l have on the ^motions 
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of the audience, rather than as -an expression of the emotions 

of the poet, he remains firm l y within the neo-classical 

t r a d i t i o n as i t evolved throughout the eighteenth century. 

This i s not to say that Arteaga neglects e n t i r e l y the concept 

of i n s t r u c t i o n as one of the ends of art, hut t h i s aspect 

assumes i n him s i g n i f i c a n t l y l e s s importance than i n many 
7 2 

e a r l i e r writers.' Where i t does occur i n the Rivoluzioni, 

Arteaga's formulation of the concept seems curiously out-of-

step with the main thrust of h i s argument. 

In Arteaga's opinion, melodramma achieves i t s purpose 

by representing human passio'ns through the mediums of poetry, 

music and spectacle. In t h i s way i t creates an i l l u s i o n ... 

which enchants and seduces the spectator. Arteaga lays great 

importance on the i l l u s i o n which the drama must sustain i n 

order to bring about the emotional involvement of the spec

tators i n the events depicted on stage. Thus, he addresses 

himself d i r e c t l y to the musical accompaniment of the drama: 
Io chieggo prima da te, che, trasportando nel Falso 
l e sembianze del Vero, tu mi seduca e mi inganni;' che 
p o r t i l'inganno e l a seduzione a l maggior grado 
p o s s i b i l e ; che mi f a c c i p i g l i a r un inconsistente 
aggregato di suoni pei v e r i gemiti d'un mio simile, 
e che mi costringa a correre, come un a l t r o Enea, 
per abbracciar i l fantasma di Creusa i n vece del suo 
corpo. 

This i s far closer to a romantic i d e a l of art than to neo

c l a s s i c a l conceptions. Here Arteaga i s not dealing with 

catharsis, but with a delight i n , and continued dalliance 

with, a heightened emotional involvement: pleasure for i t s 

own sake, rather than as a means for moral betterment. He 
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continues: 

Tu devi poscia chieder da me, che svanita che s i a 
l ' i l l u s i o n e , io seguiti ancora a godere d e l l a 
compiacenza r i f l e s s a d i essere stato ingannato.73 

In the process of examining the two main components 

of melodramma, Arteaga f i r s t analyzes poetry, distinguishing 

i n i t three functions: to move, to portray and to i n s t r u c t 

[~commuovere, dipingere, i s t r u i r e ] . He goes on to examine the 

means by which these ends are accomplished. The f i r s t i s 

achieved either by poetry discovering c e r t a i n aspects i n 

nature which awaken i n us a sudden response, or by appealing 

to our innermost sentiments through rhythm, poetic cadence, 

i n f l e x i o n , and the natural accent of the voice. I t i s t h i s 

l a t t e r method which makes of poetry a suitable companion of 

music, for these c h a r a c t e r i s t i c s are common both to eloquence 

and vocal melody. Eloquence r e l i e s heavily for i t s desired 

e f f e c t on the musicality of language, on the magic of sounds 

combined i n d i f f e r e n t periods and measures, and on pronunci

ation i t s e l f . Therefore, Arteaga concludes, poetry and music 

are already i n e x t r i c a b l y linked. 

The second function of poetry [dipingere"] i s f u l f i l 

led by clothing abstract ideas i n material images, by gath

ering the b e a u t i f u l i n nature into a single object, by trans

f e r r i n g the properties of one.being to another, by assuring 

that the placement, pronunciation and sound of the a r b i t r a r y 

symbols that are words a l l serve to reproduce p e r f e c t l y the 

mental image created by the poet. Arteaga assigns to t h i s 
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function another analogy with music, i n that the closer the 

poetry approaches the object of imitation,- the closer w i l l be 
. . . . 74 ' 

the i m i t a t i o n carried, out by the music. 

The t h i r d function [ i s t r u i r e ] i s f u l f i l l e d when poetry 

leads man through the knowledge of i n t e l l e c t u a l and physical 

beauty to a knowledge and appreciation of moral beauty. How

ever, Arteaga states that t h i s t h i r d function i s a d i s t i n 

guishing c h a r a c t e r i s t i c of poetry only when i t i s accompanied 

by the other two. Didactic verse which i n s t r u c t s without 

images or without appealing to the sentiments, does not come 

within Arteaga's concept of poetry. 

Music, i n Arteaga's view, has only two aims: the p r i n 

c i p a l aim i s to move, the secondary one i s to portray. Music 

accomplishes the f i r s t by imitating, through vocal melody, 

the i n t e r j e c t i o n s , sighs, exclamations and i n f l e x i o n s • of 

natural speech. Through t h i s imitation, music evokes the 

thoughts or ideas which give r i s e to the passions. Music 

also moves the s p i r i t by gathering into a continuous song the 

in f l e x i o n s normally found scattered i n an impassioned voice, 

by seeking out through harmony, rhythm and melody the physi

c a l nerve-endings which i n c i t e man to the passions of hate, 
75 

love, anger, joy and sadness. 

Arteaga believes that music achieves i t s secondary 

aim i n two ways: i t either imitates the material sounds i n 

nature which aff e c t man, or i t awakens i n man the same sen

sations produced by those objects which, since they lack 

sound, do not come properly under the sphere of music. In 
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t h i s case, music attempts to reproduce i n sound the effect 

that the sight, touch, smell or taste of the o r i g i n a l would 

produce. Arteaga claims that music cannot f u l f i l the t h i r d 

purpose which he applies to poetry. By i t s very nature, he 

helieves, music cannot i n s t r u c t , for i t s function i s to appeal 

to the senses, and through the senses to the heart of the 

l i s t e n e r . Since music has no other instrument or medium save 

that of emotion, i t cannot reach abstract reason. Sounds 

are only sounds: they can express sensations and images, hut 

not ideas. As a r e s u l t of these considerations, Arteaga con

cludes that music i s poorer than poetry, for the former l i m i t s 

i t s appeal to the heart, the ear, and i n some way to the 

imagination, whereas poetry reaches the s p i r i t and the reason 

as well. On the other hand, music i s more expressive than 

poetry, 

perche imita i segni i n a r t i c o l a t i , che sono i l 
linguaggio naturale, e per conseguenza i l piu 
energico, e g l i imita c o l mezzo de'suoni, i q u a l i , 
perche agiscono fisicamente sopra di noi, sono piu 
a t t i a conseguire l ' e f f e t t o loro che non sono i v e r s i , 
i quali dipendendo d a l l a parola, che e un segno di 
convenzione, e parlando unicamente a l l e f a c o l t a 
interne dell'uomo, hanno per esser gustati hisogno di 
piu squisito, e d i l i c a t o sentimento. Quindi e, che 
una melodia semplice commuove universalmente piu. che 
non f a c c i a un bel componimento poetico.?" 

According to Meyer Howard Abrams, the concept of 

"expression" i n music was defined i n the eighteenth century 

i n two ways. F i r s t there was the tendency to have i t denote 

music's "power of r a i s i n g affections i n the l i s t e n e r , " where

by music was defined as "a tonal medium for evoking or speci-
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f y i n g f e e l i n g i n the l i s t e n e r . " Second, there was the specu

l a t i o n that stemmed from Vico's observation that music and 

poetry were born together as the means of expressing passion 

i n primitive man, and that therefore, even i n i t s developed 
77 

state, music was the "formalized expression of passion." 

The l a t t e r view led to the i n t e r p r e t a t i o n held by the Germans, 

with such far-reaching ramifications, to the effect that music 

i s the most purely expressive art because i t i s so intimately 

bound up with the nature of the feelings, without the i n t e r -
7ft 

mediary of a r b i t r a r y sounds (words). I t seems that Arteaga 

held a synthesis of the two interpretations. For him, music 

was the more expressive because i t imitated the i n a r t i c u l a t e 

sounds which are the language of nature (the expression of 

the emotions of primitive man), and therefore was more v i g 

orous than the language of words. At the same time, music 

imitates by means of sounds which a f f e c t us physically,. 

Therefore, they are more apt than words to achieve t h e i r 

e f f e c t on the l i s t e n e r . The language of words, r e l y i n g on 

ar b i t r a r y and conventional signs, appeals to the i n t e l l e c t 

and consequently requires the, intermediary of an exquisite 
. . . 79 

s e n s i t i v i t y to be f u l l y a p p r e c i a t e d . " But, while Arteaga 

considered music to be the most expressive art, he could 

never go as f a r as the German Fruhromantiker who regarded 

symphonic music as the art of arts because of i t s i n d e f i n i t e , 

though highly suggestive quality, gained from i t s lack of 

precise reference to external phenomena. Arteaga was s t i l l 

held by the neo-classical p r i n c i p l e of a l l art as imitation, 
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and. for him, as for English c r i t i c s l i k e Beattie and Adam 

Smith, i t was pre c i s e l y because music was such an indetermi

nate and abstract mode of imit a t i o n that i t required the aid 
8 0 

of words to f i x i t s meaning. Nevertheless, the English 

saw the l y r i c mode (including elegy, song, sonnet, and ode, 

with the l a t t e r being the highest form) as having the most 
8 1 

expressive character of any o f the arts. Arteaga, on the 
other hand, held that, as music was ri c h e r i n expression than 
poetry, poetry gained i n expressive power through i t s union 

8 2 

with music. 

These considerations lead him to the conclusion that 

the poetry for music must be characterized by q u a l i t i e s which 

su i t the purpose of music, and must r e j e c t those'-pdeti-.c •. forms 

that do not. Bearing t h i s conclusion i n mind, Arteaga pro

ceeds to est a b l i s h the i d e n t i t y and poetics of melodramma 

through an examination of i t s component parts. Though he' 

does not say so, the components he i d e n t i f i e s correspond 

b a s i c a l l y with the elements of tragedy that A r i s t o t l e enumer

ates i n the Poetics: plot, character, thought and d i c t i o n 

(or s t y l e ) , and spectacle (or stage decoration); i n his d i s 

cussion of the nature of music and poetry, Arteaga has already 

dealt with song, the sixth A r i s t o t e l i a n element of tragedy. 

According to Arteaga, the c h a r a c t e r i s t i c s which d i f f e r e n t i a t e 

melodramma (that i s , opera seria) from tragedy w i l l be found 

i n these component parts. 

The f i r s t distinguishing mark of opera i s the subject 

matter, which must be suitable for musical treatment. I f 
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music can only express passions, or that which appeals to 

the eyes or the ears, then i t follows that i n th i s partner

ship of poetry and music, poetry must also deal s o l e l y with 

such matter. Tragedy can appeal to the i n t e l l e c t with rease 

oned dialogue, p o l i t i c a l themes, and the l i k e . But these 

would he out of place i n melodramma, because music cannot 

express e f f e c t i v e l y subjects which appeal to reason and the 

i n t e l l e c t . ^ With t h i s argument, Arteaga makes a s i g n i f i c a n t 

contribution to the discussion of the choice of subject matter 

i n melodramma. He f a l l s c l e a r l y into the I t a l i a n t r a d i t i o n 

of choosing h i s t o r i c a l subjects, whereas the French generally 

preferred the marvellous. He defends h i s t o r i c a l subjects on 

the grounds that they provide as much vari e t y and in t e r e s t as 

the marvellous, i f not more, dealing as they do with passions 

of r e a l people rather than of gods and goddesses. Therefore, 

they create the i l l u s i o n of r e a l i t y better than the marvel

lous. They also o f f e r just as much i n s p i r a t i o n to and oppor-
84 

tunity for the stage decorator for display. French c r i t 

i c s , such as-Jean l e Rond ,d'Alembert and Jean Francois 

Marmontel, j u s t i f i e d the marvellous i n musical drama on the 

grounds that the purpose of melodramma was d i f f e r e n t from 

tragedy. D Arteaga r e j e c t s these arguments, claiming that 

the ends of tragedy and of melodramma are one and the same, 

that i s , to move the heart of the spectator [p_enejtrare 

addentro nel cuore, e intenerirlo~|. The distinguishing char

a c t e r i s t i c i s the means used by each form to a t t a i n the same 

end; tragedy by means of greater development of characters 
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86 and passions, opera through i l l u s i o n and melody. 

The union of poetry and music i s also responsible for 

the second distinguishing q u a l i t y of melodramma. Because of 

the nature of music, the pace and development of the action 

of melodramma should he swifter and simpler, dealing only • 

with the esse n t i a l circumstances needed to carry the story 

forward. The lengthy and i n t r i c a t e development of action and 

character i s more properly the domain of tragedy, whose 

instrument, poetry, i s free to work on i t s own. Arteaga -: 

points to an analogous s i t u a t i o n with regard' to the choice of 

characters portrayed i n melodramma. Since song i s the l a n 

guage of fe.elings and i l l u s i o n , only those characters capable 

- of l i v e l y and agitated emotions and raptures are suitable to 

opera. The uniform, steady tones of the passions of ambition 

and avarice would lead to an excessively monotonous musical 

accompaniment, and would not allow for impulsive bursts of 

heightened emotion. Cold, r a t i o n a l characters, or those 

with dark and e v i l passions are more suited, therefore, to 

tragedy. 

The impact of the partnership of music and poetry on 

style occurs because song i s the natural expression of emo

tion. I t thus presupposes some agi t a t i o n of the s p i r i t , some 

unusual state of mind. Consequently, the words ought not to 

be those of everyday ordinary speech. - This a g i t a t i o n can be 

brought about either by the heart or the imagination. In 

the f i r s t case, the style would be impassioned and exalted; 

i n the second, i t would be imaginative or fi g u r a t i v e , or--
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i n Arteaga's words--lyric. Arteaga thus believes that the 

l y r i c as well as the impassioned style i s proper to melodramma, 

but not to tragedy. He i d e n t i f i e s the difference i n style, as 
88 

drammatico i n tragedy, and drammatico l i r i c o i n melodramma. 

Moving on to a discussion of the ro l e of decoration i n 

melodramma, Arteaga believes that i t s chief function i s to 

aid i n the process of maintaining the i l l u s i o n which melodramma 

sets out to create. This i s effected by reducing the spec

tator's awareness of the objective i m p l a u s i b i l i t y inherent i n 

the action of a group of characters who sing of t h e i r personal 

v i c i s s i t u d e s on stage. This i s not a contradiction of his 

e a r l i e r defence of the singing of passions on the stage. The 

discussion here i s merely enlarged to include the role, of 

another art (painting and design of scenery) i n Arteaga's 

concept of melodramma, wherein a l l the elements-work towards 

/the creation of an i l l u s i o n that must be maintained during 

every second of the performance to avoid breaking, by the 

i n t r u s i o n of cold reason, the audience's suspension .of d i s 

b e l i e f . The decor a s s i s t s i n this"by dressing the stage for 

the action which i s to be represented on i t . 

By the same token, and while respecting the c l a s s i c a l 

u n i t i e s of time and action, Arteaga upholds the a b o l i t i o n of 

the unity of place from opera. Since the sixteenth'century, 

c r i t i c s l i k e Castelvetro had i n s i s t e d on the importance of a 

single scene i n maintaining v e r i s i m i l i t u d e , arguing that an 

audience could not be expected to imagine i t s e l f moving from 

one place to another while s i t t i n g immobile i n a theatre. 
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Arteaga, on the contrary, does not question the c a p a b i l i t i e s 

of "the spectators* imagination, but merely wishes to aid the 

imaginative process, i n every possible way. In his opinion, 

opera has even more need than tragedy for scene changes i n 

order to create and keep a l i v e the i l l u s i o n of i t s representa

t i o n . Most commentators on opera since the time of Martello 

had i n f a c t agreed that the change-of-scene concept was nec -

essary to make the performance credible. However, the argu

ment was also used f o r tragedy, and no d i s t i n c t i o n had pre

viously been made between the needs of tragedy and of . ' . . 

melodramma i n t h i s respect. The argument for the change-of-

scene was based on the improbable situations created by the 

performance of the entire action of a drama i n a single room, 

garden or other location. However, i n his claims for the 

necessity of the collaboration of stage decoration i n the 

union of arts that comprise opera, Arteaga goes further than 

his predecessors by suggesting that the f a i l u r e to change 

scenes to suit,the action could lead to the destruction of 

the i l l u s i o n that the musical drama sets out to create, and 

ultimately of the melodramma i t s e l f . In his view, the scenes 

created by the decor 

producono l ' i l l u s i o n e , non solo come supplemento  
d e l l a musica, e d e l l a poesia, ma come un rin f o r z o  
eziandio dell'una, e d e l l ' a l t r a , poiche assai chiaro 
e g l i e, che ne l'azione piu ben d e s c r i t t a dai poeta, 
ne l a composizione piu b e l l a del musico sortiranno 
perfettamente i l loro e f f e t t o , se i l luogo d e l l a scena 
non e preparato qual s i conviene a'personaggi che 
agiscono, e se i l decoratore non mette t a l corrispondenza 
f r a g l i occhi, e g l i orecehi, che g l i spettatori 
credano di essersi successivamente p o r t a t i , e di veder 
i n f a t t i que'luoghi ove sentono l a melodia.°9 
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Thus, while for A r i s t o t l e the power of tragedy must be self-

s u f f i c i e n t without the aid of the performance, for Arteaga 

melodramma has need of the v i s u a l element i n order to create 

i t s a r t i s t i c i l l u s i o n . 

The foregoing discussions lead Arteaga to h i s con

clusions concerning the true nature and character of opera: 

Essa e l a rappresentazione sul teatro di qualche 
azione d i r e t t a a l gran fine di giovar dil'ettando: 
u t i l e d u l c i . L'azione rappresentata puo essere 
t r i v i a l e come n e l l a commedia, o grande come n e l l a 
tragedia: quindi l a distinzione dell 1Opera i n seria, 
e i n buffa. Ma quello, che non ha di comune ne 
coll*una ne c o l l ' a l t r a , e i l dover appagare non solo 
i l cuore, ma anche l'orecchio, e 1'immaginazione; 
onde non pud scompagnarsi d a l l a poesia, dai canto, 
dai suono, e d a l l a decorazione. Da tale accoppiamento 
r i s u l t a un tutto drammatico, che ha l e sue leggi 
p r i v a t i v e , e peculiar!, come l e hanno l a tragedia, 
e l a commedia. 

This, of course, i s to claim f o r melodramma the status of a 

genre i n i t s own r i g h t . Thus, for Arteaga, the character

i s t i c s attributed to melodramma by his predecessors as the 

q u a l i t i e s that d i f f e r e n t i a t e d i t from tragedy (that i s , the 

number of acts; the difference i n dramatic characters depicted; 

the difference i n emotions aroused i n the spectator; the 

choice of marvellous or h i s t o r i c subject-matter; sad or 

happy endings) are either erroneous or, as i n the case of the 
90 

happy ending, are merely the r e s u l t of convention. They 

are not to be regarded, therefore, as essential reasons f o r 

considering the melodramma as being i n t r i n s i c a l l y d i f f e r e n t 

from other drama-,-. or...as a separate genre. The true d i s t i n 

guishing c h a r a c t e r i s t i c s are those noted by Arteaga himself. 
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Arteaga's discussion of the rel a t i o n s h i p between music 

and poetry i n melodramma represents a s h i f t away from the 

main i n t e l l e c t u a l currents of the I t a l y of his day. While 

c r i t i c s from Crescimbeni to A l g a r o t t i (as well as the "reform" 

l i b r e t t i s t s Zeno and Metastasio) had sought to r e t a i n the 

supremacy of poetry i n melodramma, Arteaga ( l i k e Martello 

some seventy years e a r l i e r ) accepted music as the more essen

t i a l part. Arteaga concedes that poetry should be the r u l i n g 

art i n the theatre, but he makes an exception i n the case of 

melodramma, thereby pointing to another special mark of 

opera.- In opera, poetry must be the companion of the other 

arts i n a partnership i n which each comes to the fore as the 
91 

circumstances of the in d i v i d u a l melodrammi require. I t i s 

t h i s l a t t e r concept that A l l o r t o f a i l s to grasp i n his c r i t 

icism of the Rivoluzioni. A l l o r t o states that Arteaga had 

not completely comprehended the concept of partnership, since 

he contradicts himself by claiming on the one hand that music 

and poetry should be linked In a partnership, while on the 

other hand interspersing among his remarks on melodramma 
ce r t a i n observations which show the rela t i o n s h i p i n a d i f -

92 
ferent l i g h t . However, i f we examine the examples of these 

alleged contradictions, we f i n d that they are i n no way i n 

consistent with Arteaga 's understanding of the concept. 

Nowhere does Arteaga claim that the partnership i s an equal 

one. In fact, on the second page of his treatise, immedi

ately a f t e r h i s declaration of the existence of such a 

partnership, Arteaga states that one of the members stands 
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out above the others, namely music, since i t increases the 

power and the beauty of the words. Yet, at the same time, 

Arteaga admits that there are sections within a given 

melodramma i n which the words may take the upper hand, for 

not a l l situations are equally susceptible to passion, and 

hence to musical interpretation. He also envisages moments 

when neither w i l l be to the fore, and i n such instances the 
9 3 

source of i n t e r e s t w i l l be the stage decor. ^ The a p r i o r i 

and conventional statements concerning the superiority of 

poetry that we f i n d i n the works of most of Arteaga's pre

decessors are the r e s u l t of t h e i r attempts to f i t melodramma 

into the conventions of tragedy. Arteaga's conclusions on 

the nature of the partnership, are f a r from being inconsis

tent, and as we s h a l l see l a t e r , are quite systematically 

thought out. 

E a r l i e r c r i t i c s had tended to begin t h e i r i n v e s t i 

gations into the true r e l a t i o n of poetry and music i n 

melodramma by c i t i n g the case of ancient Greek drama, claiming 

that t h i s was what was being re-created i n the musical the- , 

atre. There was also considerable discussion of the musico-

dramatic systems of antiquity. Arteaga, who l a t e r was to 

work on two t r e a t i s e s on the subject, did not hold the opinion 

that the Greeks had sung t h e i r tragedies throughout, and 

claimed that the contemporary a r i a had no predecessor i n 

Greek tragedy: 
Quindi e, che poco. fondata mi e sembrata mai sempre 
l a rassomiglianza, che alcuni hanno preteso di 
r i t r o v a r e f r a i l nostro sistema drammatico-lirico, 
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e quello degli arrtichi . 9 ^ 

Searching for the relationship between the arts i n the nature 

of the arts themselves, Arteaga concluded that, because of 

I t s special c h a r a c t e r i s t i c s , the role of music i n melodramma 

was to reinforce the sentiments^expressed by the words, 

through music's appeal to the senses. Since the l a t t e r i s 

stronger than the appeal to the i n t e l l e c t wielded by poetry, 

i t i s ine v i t a b l e that music should occupy the primary p o s i t i o n 

i n the union of the arts. '-Unlike., most of his predecessors, 

Arteaga does not decry t h i s fact, for to him music i s as 

v a l i d an imitative art as poetry or painting. 

The c o r o l l a r y to t h i s argument i s that poetry, as a 

r e s u l t of i t s l e s s e r influence on the senses,' occupies a 

le s s e r p o s i t i o n i n the union, a l b e i t always an important one. 

The r o l e of poetry i s to supply a l i b r e t t o which w i l l serve 

as a text upon which music w i l l provide the commentary. This 

was a commonplace statement i n eighteenth-century c r i t i c i s m 

on melodramma. In Arteaga, however, i t becomes evident that 

the commentary assumes a more important function, due to i t s 

greater expressive q u a l i t i e s , and hence i t s greater appeal, 

than the o r i g i n a l poetic text. For, i n his view, the soul of 

the passions resides i n the manner of expressing them. 

It must be emphasized, however, that i n Arteaga's 

opinion, the medium used by music to express the sentiments 

of the words must be melody. In t h i s he i s i n perfect accord 

with the Encyclopedists, and with Metastasio. Although 

Arteaga regarded the appeal of music as being of prime impor-
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tance i n melodramma, 0he conceived music as "being too generic 

-an imitative art to be capable of expressing sentiments with

out the aid of words. Thus, when he speaks of music i n the 

context of melodramma, he r e a l l y means melody, which he 
96 

defines as the ordered progression of a single voice. For 

Arteaga, instrumental music had only a l i m i t e d function i n 

melodramma. Properly used, i t could serve as a supplement 
97 

to the human voice m expressing passionate agitation. 

But, he claims, i t i s d i f f i c u l t for a composer to mold a l l 

the diverse parts of harmony i n such a way that i t expresses 

a single dominant motive, and, since instrumental music i s 

d e f i c i e n t as a mimetic art. (lacking words to specify the 

meaning of i t s imitation), i t tends to compensate fo r t h i s 

deficiency hy a superabundance of harmony. While undoubtedly 

appealing because of the richness of sounds, harmony d i s t r a c t s 

from the s i m p l i c i t y which i s required to express an idea: 
[L]a s i m p l i c i t y che richiede l a musica vocale ad 
ottener i l suo intento, viene d i s t r u t t a dall'apparato 
armonico che esige l a strumentale, la_ quale, essendo 
imperfetta n e l l a sua imitazione, dehb'e ricompensare 
cotal mancanza c o l l 1 a r t i f i z i o dando all'orecchio 
tutto c i d , che non pud concedere a l cuore.98 

Arteaga, consequently, was not impressed by the ad

vances made i n orchestration during the eighteenth century. 

For him, melody was the language that spoke to the emotions, 

and was therefore an art, while harmony belonged more to the 
99 

realm of mathematics than the arts. 

In discussing musical expression i n melodramma, e a r l i e r 

c r i t i c s had concentrated upon the difference between'the 
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r e c i t a t i v e and t h e a r i a . The f i r s t was r e g a r d e d a s t h e n a r 

r a t i v e mode, and t h e s e c o n d , as t h e e x p r e s s i o n o f p a s s i o n . 

A r t e a g a s t u d i e s t h e d i f f e r e n t modes w i t h what he c a l l s more 

p r e c i s e and p h i l o s o p h i c a l r e f l e c t i o n s , e n u m e r a t i n g t h r e e d i f 

f e r e n t l e v e l s o r s t a g e s o f p a s s i o n i n melodramma. The f i r s t 

i s a t r a n q u i l s t a g e , i n w h i c h t h e c h a r a c t e r s i n f o r m e a c h 

o t h e r o f t h e s i t u a t i o n d e p i c t e d by t h e drama, t h a t i s , t h e 

n a r r a t i v e s t a g e i n w h i c h p a s s i o n s a r e q u i e s c e n t . S i n c e m u s i c , 

f o r A r t e a g a , i s t h e e x p r e s s i o n o f p a s s i o n , i t h a s no f u n c t i o n 

i n t h i s f i r s t s t a g e b e y o n d t h a t o f s u s t a i n i n g t h e s i n g e r ' s 

v o i c e f r o m t i m e t o t i m e i n o r d e r t o make c l e a r t h a t t h e a c t i o n 

i s m u s i c a l r a t h e r t h a n r e c i t e d . T h i s m u s i c a l d e c l a m a t i o n i s 

t h e s i m p l e r e c i t a t i v e . The s e c o n d s t a g e i s r e a c h e d when t h e 

s p i r i t o f . a c h a r a c t e r i s a g i t a t e d by c o n t r a s t i n g -emotions, 

t o r n by d o u b t and i n d e c i s i o n . T h i s , c o n s e q u e n t l y , ' i s a s t a t e 

w h i c h c a n be i m i t a t e d by m u s i c , and t h e v o i c e i s t h e r e f o r e 

a c c o m p a n i e d by i n s t r u m e n t s : t h e r e c i t a t i v o o b b l i g a t o . L i k e 

M e t a s t a s i o , A r t e a g a b e l i e v e d t h a t t h e r e was a p l a c e i n t h e 

r e c i t a t i v o o b b l i g a t o f o r t h e c o o p e r a t i o n o f i n s t r u m e n t a l 

m u s i c w h i c h , i n t h e i n t e r v a l s when t h e v o i c e i s s i l e n t , w o u l d 

c o n v e y t h e e m o t i o n n o t e x p r e s s e d by t h e s i n g e r . " ' - 0 0 The t h i r d 

s t a g e i s r e a c h e d when t h e s p i r i t i s overcome by one p a s s i o n 

and g i v e s f u l l v e n t t o i t s e x p r e s s i o n : t h i s i s t h e a r i a : 

C o t a l s i t u a z i o n e e l a p r o p r i a d e l l ' a r i a , l a q u a l e 
c o n s i d e r a t a s o t t o q u e s t o f i l o s o f i c o a s p e t t o non'e 
a l t r o che l a c o n c h i u s i o n e , l ' e p i l o g o , o e p i f o n e m a 
d e l l a p a s s i o n e , e i l compimento p i u p e r f e t t o d e l l a 
m e l o d i a . 1 0 1 . • 
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The a r i a was a source o f c o n t e n t i o n among e i g h t e e n t h -

c e n t u r y c r i t i c s , who tended t o r e g a r d i t as one o f the main 

causes o f t h e decadence o f the opera. Y e t , f o r the s p e c t a t o r , 

the a r i a was the h i g h p o i n t o f I t a l i a n opera-, and i t s most 

p o p u l a r element. A r t e a g a a t t e m p t s to defend t h i s " p o p u l a r " 

p o i n t o f v i e w by f i n d i n g a " p h i l o s o p h i c a l " e x p l a n a t i o n f o r 

i t . I n h i s o p i n i o n , i t i s i n the a r i a t h a t music comes i n t o 

i t s own i n melodramma. I t must r e s p e c t the r i g h t s o f p o e t r y 

and o f language, and add from i t s own a r t what i s n e c e s s a r y 

t o e m b e l l i s h n a t u r e . As we have seen, A r t e a g a r e g a r d e d t h e 

e m b e l l i s h m e n t o f n a t u r e as the f u n c t i o n o f the m i m e t i c a r t s . 

Thus, i n t h e a r i a , music r e p r o d u c e s the i n f l e x i o n s , , o f the 

s c a t t e r e d u t t e r a n c e s o f p e r s o n s o f s e n s i b i l i t y under the i n 

f l u e n c e o f s t r o n g p a s s i o n o r emotion, as t h e s e u t t e r a n c e s are 

g a t h e r e d and a r r a n g e d by the composer a c c o r d i n g t o the r u l e s 

o f m o d u l a t i o n . Now, not o n l y does music share the same j u s 

t i f i c a t i o n f o r e m b e l l i s h m e n t t h a t i s common to a l l the mime-

. t i c a r t s , b u t by i t s v e r y n a t u r e , which i s g e n e r i c and 

ambiguous, and t h e r e f o r e d e f i c i e n t i n i m i t a t i o n , i t r e q u i r e s 
. . 102 

e m b e l l i s h m e n t to'compensate f o r i t s d e f i c i e n c i e s . 

T h i s , then, i s A r t e a g a ' s defence o f the b e l canto a r i a , 

whose e m b e l l i s h m e n t he f i n d s j u s t i f i a b l e by the v e r y p r i n c i 

p l e s o f a r t as he c o n c e i v e s o f them. He was, o f c o u r s e , 

f u l l y aware o f the abuses o f t h e form o f the a r i a p r e v a l e n t 

i n the contemporary melodramma, but he c o n s i d e r e d the f a u l t 

t o l i e not i n the essence o f the a r i a i t s e l f , but i n the i n 

c o r r e c t use made o f i t by composers and s i n g e r s , and s a n c t i o n e d 
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by the demands o f the p u b l i c , as i n the case o f the c o n v e n t i o 
1 0 3 

o f the da capo a r i a . I n h i s p r e c e p t s on the c o m p o s i t i o n 

o f the a r i a , A r t e a g a had marked out the l i m i t s o f the embel

l i s h m e n t s u i t a b l e f o r i t , s t a t i n g t h a t i t must take from a r t 
q u e l t a n t o e non p i u che c i v u o l e per -presentar l a 
n a t u r a n e l suo p i u v e r o e p i u d i l e t t e v o l e a s p e t t o , i n 
una p a r o l a devono s p i c c a r e n e l l a e s e c u z i o n e d e l suo 
canto l a v e r i t a , l ' e s a t t e z z a , e l a s e m p l i c i t a . 

A r t e a g a a l s o defends the e i g h t e e n t h - c e n t u r y s p e c t a t o r 

f o r h i s i n t e r e s t i n and p r e f e r e n c e f o r the a r i a above a l l 

o t h e r elements o f opera. A l t h o u g h he c l a i m s t h a t the two ' 

d i f f e r e n t forms o f the r e c i t a t i v e s e r v e t o m a i n t a i n i n t e r e s t 

i n the drama, s i n c e the f i n a l end o f mimetic music i s the 

song o r melody, i t i s n a t u r a l t h a t the s p e c t a t o r be i m p a t i e n t 

f o r the a r i a to a r r i v e . F or A r t e a g a , i t was the most i n t e r 

e s t i n g p a r t o f the genre, the p a r t which c o u l d be r i g h t l y 
10 5 

c a l l e d the m a s t e r p i e c e o f the m u s i c a l t h e a t r e . ^ T h i s i s , 

i n f a c t , the h i g h e s t p r a i s e f o r the a r i a t h a t we c a n f i n d i n 

the c r i t i c a l w r i t i n g s on the melodramma o f the t i m e . The 

n e o - c l a s s i c i s t s had a t t a c k e d t h e a r i a because i t s p r i m a r y ap

p e a l was not to judgement o r r e a s o n , but t o s e n s i b i l i t y , but 

i t i s p r e c i s e l y t h i s r e a s o n t h a t i s r e s p o n s i b l e f o r A t t e a g a ' s 

a p p r e c i a t i o n o f t h e form. I n f a c t , we c a n see i n h i s a t t i t u d 

a f o r e s h a d o w i n g o f what Abrams c a l l s the n i n e t e e n t h - c e n t u r y 

concept o f q u i n t e s s e n t i a l p o e t r y as b e i n g o n l y the i n t e n s e 

and n e c e s s a r i l y b r i e f segment--a concept which stemmed from 

pseudo-Longinus' emphasis on t h e t r a n s p o r t r e s u l t i n g from t h e 
10 6 s t u n n i n g b u r s t o f p a s s i o n . I t i s f o r t h i s r e a s o n t h a t 
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Arteaga defends the a r i a against such c r i t i c s as Muratori 

and P l a n e l l i who, i n h i s view, wished to replace i t by r e c i -
107 

t a t i v e . ' While pr a i s i n g the dramatic q u a l i t i e s of r e c i 

t a t i v e , Arteaga concludes, nevertheless, that a drama composed 

only of r e c i t a t i v e would be monotonous and unbearable: 
[L ] ' a r i a , dove lentamente s i sviluppa i l motivo 
musicale, dove i l tuono dominante viene condot.to per 
piu modulazioni d i f f e r e n t ! , e dove l a melodia f a 
pompa di tutte l e sue squisitezze e p i u atta a 
r a l l e g r a r e c o l l a v a r i e t a de'suoi disegni, e c o l l a 
l e g g i a d r i a del suo canto, che non i l r e c i t a t i v o . 

The ari a , he continues, i s responsible for the popularity of 

I t a l i a n music over that of other nations. 

At the end of the chapter on the analysis of'the es

sence of melodramma, Arteaga draws up a set of succinct rules 

f o r the p r a c t i t i o n e r s of the three main component arts of 

opera: 

Per i l poeta: Primo: esaminare attentamente 1'indole 
d e l l a musica: Secondo: conoscere l e r e l a z i o n i di 
questa c o l l a lingua i n cui scrive: Terzo: assoggettar 
a l i a musica l a lingua e l a poesia. Per i l musico: 
Primo: conoscere i l vero genio d e l l a lingua, o del . 
verso. Secondo: saperne t r a r vantaggio dall'una e 
d a l l * a l t r o a pro d e l l a modulazione. Per i l decoratore 
giovar 'alia" I l l u s i o n e , disponendo' lav prospettiva 
.secondo i l piano..s. tab i l I t o dagl'i a l t r i d u e . 1 0 ? 

In other words, a l l three elements should work i n unison to 

create an harmonious whole. 

For Arteaga, the r o l e of the l i b r e t t i s t In the creation 

of melodramma i s si m i l a r to that of any dramatist, i n that he 

must bear i n mind the rules of good dramatic composition, 

such as v e r i s i m i l i t u d e and the unity of action and time. 
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However, unlike the t r a d i t i o n a l dramatist, he must be pre

pared to adapt his works to the requirements of music. There

fore, i f the needs of the composer require him to break the 

dramatic conventions, he must s t i l l be guided by common sense 

i n not carrying the licence or command to excess. He must be 

a master of his c r a f t , but at the same time be imbued with 

s e n s i b i l i t y . However, according to Arteaga, the purpose of 

melodramma i s to represent human passions by means of melody 

and spectacle. The poet, therefore, must be w i l l i n g to sac

r i f i c e his art to the dictates of the genre: 

' II buon gusto, e l a f i l o s o f i a debbono tutto s a g r i f i c a r e 
a questi due f i n i , e siccome g l i uomini radunati i n 
societa. rinunzi'arono a l i a meta. de'suoi d i r i t t i per 
conservar i l l e s a l ' a l t r a meta; cosi i l poeta purche 
conservi, ed accresca i d i l i c a t i p i a c e r i del cuore, 
e d e l l a immaginazione, purche dia campo a l i a musica 
d'ottener compiutamente i l suo fine, non dee 
imbarazzarsi gran fatto dei cic a l e c c i dei c r i t i c i , che 
g l i s i oppongono. La prima legge dell'Opera superiore 
ad ogni c r i t i c a e q u e l l a d'incantare, e d i sedurre. 

Since melodramma, for Arteaga, i s a legitimate a r t i s t i c genre, 

there i s no question of the poet being i n any way of an i n 

f e r i o r order, so long as he f u l f i l s the requirements of the 

genre. Therefore, always bearing i n mind the overriding 

requirements of music, the role of the l i b r e t t i s t as poet i s 

to safeguard the r i g h t s of poetry and drama within t h i s union, 

and to make sure that poetry becomes the companion, rather 
110 

than the slave of the composer. 

The penultimate chapter of the t r e a t i s e examines dance. 

Arteaga questions the i n c l u s i o n of dance i n the partnership, 

f i r s t l y because i n I t a l i a n opera i t does not, i n his opinion, 
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constitute an essential part of melodramma, appearing c h i e f l y 

as an intermezzo; secondly, because having analyzed the three 

ways i n which mimetic dance f b a l l o pantomimico] may be used, 

he finds none suited to the aims of melodramma, and would 

therefore prefer to have dance removed from the operatic 

s t a g e . 1 1 1 

We have thus f a r examined those aspects of Arteaga's 

t r e a t i s e from which we can deduce his ideals of melodramma. 

In his own study of the melodramma of the past, Arteaga finds 

the closest embodiment of his ideals i n the works of Metastasio, 
112 

though he i s quick to point out Metastasio's defects. The 

second part of his t r e a t i s e deals with contemporary opera, 

which he considers to be decadent. Arteaga attributes t h i s 

decadence to two fundamental reasons. The f i r s t takes him 

back to the idea that perfection i n art was to be found i n 

ancient Greece. The effects of ancient Greek drama on the 

spectator were not achieved i n contemporary art, and t h i s was 

because of the d i f f e r e n t p o s i t i o n held by the arts- i n his own 

time as compared to that occupied by music and poetry i n 

antiquity, when they performed an important''social, r e l i g i o u s 

and p o l i t i c a l function. Modern music and poetry aim only to ' 

be a pleasurable pastime: they contribute nothing to the 

r e l i g i o u s and p o l i t i c a l commonwealth of the state, and, i n . 

consequence, must be mediocre i n comparison with arts i n 

ancient Greece. The second reason f o r the decadence of opera 

also leads Arteaga back to antiquity, to the i d e a l that the 

o f f i c e s of poet, musician, singer, l e g i s l a t o r and philosopher 
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should, a l l reside i n one person who would control and dir e c t 

a l l to the s p e c i f i c end set out f o r drama. But t h i s i d e a l 

i s no longer, found i n modern times. As a result, music and 
113 

poetry are no longer m perfect accord. Examining the 

rodts'of t h i s discord, Arteaga traces them hack to three main 

factors. On the one hand, he claims that composers are not 

taught the philosophy of music; t h i s led to excesses of har

mony and imperfect expression of sentiments. Secondly, through 

vanity and ignorance, the singers have taken the preeminent 

place i n opera, instead of being subject to the poet and 

musician. F i n a l l y , Arteaga points to the present decadence 
of poetry i n I t a l y , a decadence which i s especially evident 
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m melodramma. He discusses for example the extravagances 

of the musical accompaniments to the arias, of the singing 

technique of the v i r t u o s i , t h e i r lack of acting a b i l i t y , the 

u n s u i t a b i l i t y of the castrato voice to heroic characters, the 

reliance of poets on conventional plots, characterizations 

and stock phrases, the submission to public taste, the c u l 

t u r a l ignorance of the public. Although i n general the l i s t 

i s not o r i g i n a l to Arteaga, he explores the subject i n 

greater d e t a i l than previous c r i t i c s , and his chapters com

prise the most extensive and thorough exposition of the abuses 

of eighteenth-century I t a l i a n opera. 

Arteaga concludes, however, that i t i s not the nature 

of melodramma that i s defective, but the manner of i t s execu

t i o n by contemporary exponents. Melodramatic music and poetry 

are therefore capable of reform, and of being perfected; and 
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A r t e a g a c l a i m s to have demonstrated, i n h i s a n a l y s i s o f o p e r a 

and i t s c o n s t i t u e n t a r t s the remedies t h a t would l e a d them to 
115 

the p e r f e c t i o n o f which p h i l o s o p h y deems them c a p a b l e . v 

A r t e a g a i s c e r t a i n l y n ot the o n l y defendant o f melodramma 

encountered i n t h i s s t u d y , but h i s defence o f the genre d i f 

f e r s i n essence from those o f h i s p r e d e c e s s o r s . A l g a r o t t i 

defended melodramma from the s t a n d p o i n t o f the A r c a d i a n con

c e p t o f t a s t e , a r t b e i n g t h a t w h i c h a p p e a l s to the man o f 

t a s t e . S i n c e A l g a r o t t i r e g a r d e d melodramma as the most 

d e l i g h t f u l o f a l l the a r t s , he attempted t o j u s t i f y i t as an 

a r t - f o r m on t h a t b a s i s . A r t e a g a , on the o t h e r hand, made the 

f i r s t s y s t e m a t i c e f f o r t to v i n d i c a t e melodramma from what he 

c a l l e d a " p h i l o s o p h i c a l " s t a n d p o i n t , i n o t h e r words, from a 

d e t a i l e d i n v e s t i g a t i o n i n t o the v e r y essence o f the form. 

P r e v i o u s p l a n s f o r the r e f o r m o f melodramma had e i t h e r 

a d vocated a r e t u r n to the s i m p l i c i t y o f a n c i e n t Greek drama, 

o r a movement towards the F r e n c h t r a g e d y o r t r a g e d i e l y r i q u e . 

Arteaga- c o u l d not agree w i t h t h i s second s o l u t i o n . On the one 

hand, he r e g a r d e d melodramma as a s e p a r a t e genre, and would 

not l o o k f o r models i n t r a g e d y . On the o t h e r hand, he was 

f i r m l y c o n v i n c e d o f the s u p e r i o r i t y o f I t a l i a n o p e r a over the 

F r e n c h , b o t h i n s u b j e c t m a t t e r and i n form. One o f the 

r e a s o n s f o r t h i s c o n v i c t i o n was h i s b e l i e f t h a t the I t a l i a n 

l anguage, due to i t s n a t u r a l melody, was the most c o m p a t i b l e 

w i t h music: 
Ogni l i n g u a dunque, l a q u a l e sara. d o v i z i o s a d i a c c e n t ! , 
s a r a r i c c a p a r i m e n t i d ' e s p r e s s i o n e , e d i m e l o d i a , come 
a l l ' o p p o s t o , c h i ne s c a r s e g g i a avra. una m e l o d i a 
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languida, fredda, e monotona. La francese s i troya 
forse nel secondo caso, e 1' i t a l i a n a nel primo. H ° 

Metastasio had also made the same claim f o r I t a l i a n , i n s i s t i n g 

on the musicality of the I t a l i a n word. Arteaga, however, 

goes further. In the second chapter of the Rivoluzioni, he 

sets out to examine i n d e t a i l the reasons for that.musicality. 

From an analysis of the language i t s e l f , Arteaga at

tempts to demonstrate that the phonetic c h a r a c t e r i s t i c s of 

I t a l i a n , which derive i n part from physiological causes, make 

i t better suited to musical expression than other tongues. 

In his view, the predominance of pure vowel sounds* capable 

of being sustained by the breath, over diphthongs and con

sonants, render the language more able to follow musical 

notation. The absence of gutturals, nasals and s i l e n t s , to

gether with a l i m i t e d range of consonant clusters, also makes 

the language more musical i n essence than other tongues, 

p a r t i c u l a r l y French. Other factors contributing to the i n 

herent musicality of I t a l i a n are the f l u i d i t y of expression 

caused by the use of e l i s i o n , and the measured, even stress 

of the words and s y l l a b l e s . He c i t e s s y n t a c t i c a l features, 

such as the frequent use of hyperbaton, which give I t a l i a n 

greater rhythmical variety. Cultural considerations also 

intrude: the v o l a t i l e nature of the I t a l i a n people gives 

the language a wider range of natural i n f l e x i o n s / ; Arteaga 

also advances h i s t o r i c a l and phonological reasons: It a l y , 

having suffered l e s s than other L a t i n countries from the 

barbarian invasions, preserves a prosody which i s closer to 
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far greater extent than other nations, the sounds of i t s 

ancient pre-Latin tongues. Etruscan, Sabine and the l i k e , as 

well as Greek, a l l contribute an o r i e n t a l flavour to the mod

ern language, rendering i t more m e l l i f l o u s and expressive. 

Arteaga advances a l l these considerations to support his 

b e l i e f that I t a l i a n opera possesses both musically and poet

i c a l l y a more beautiful r e c i t a t i v e and a r i a than the French 

musical theatre. The I t a l i a n language has 

un discorso, che facilmente divien poesia, ha poesia, 
che s'avvicina a l i a natura del canto, ha finalmente 
i l r e c i t a t i v o , che d a l l a declamazione poetica non 
molto s i scosta. H7 

Arteaga's i d e a l would be to have poetic declamation trans

formed subtly into song so that poetry would become insepa

rable from music. 

This discussion of the q u a l i t i e s which make a language 

apt for music contains echoes of Rousseau's Lettre sur l a  

musique francaise which, on i t s appearance i n 1753» caused a 

vi o l e n t reaction and rebuttal due to i t s attack on the com-

p a t i b i l i t y of the French language and music. There are 

also echoes of I t a l i a n discussions of language. Arteaga's 

defence of I t a l i a n against the French accusation of effemi-, . 

nacy, his de s c r i p t i o n of nasal sounds, s i l e n t vowels and inde

terminate diphthongs as unsuitable for musical accompaniment, 

r e c a l l the defence of I t a l i a n against French and English i n 

Barett i ' s Discours sur Shakespeare et sur Monsieur de Voltai r e 
H Q 

(1777)- His recognition of the harmonious sound of the 
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language, and h i s i d e a l o f the m i n g l i n g o f music and p o e t r y 

i n t h e a n c i e n t Greek f a s h i o n , c a n a l s o . h e found i n B e t t i n e l l i ' s 
120 

D i s c o r s o s o p r a l a p o e s i a i t a l i a n a (1781). I n v e s t i g a t i o n 

i n t o t he o r i g i n o f language was a common f e a t u r e o f the day, 

and o t h e r themes connected w i t h the q u e s t i o n e d e l l a l i n g u a 

r u n t h r o u g h A r t e a g a ' s t r e a t i s e . He t a k e s i s s u e w i t h t h e i d e a l 

o f the I t a l i a n language as f i x e d hy the Accademia d e l l a C r u s c a . 

Indeed, A r t e a g a a c c u s e s the Accademia o f p e d a n t r y and h l i n d 

c o n s e r v a t i s m , o f w i s h i n g t o s t o p the p r o g r e s s o f t i m e . Those 

who s u p p o r t the Accademia, he argues, cannot a c c e p t t h a t man's 

language and knowledge s h o u l d n o t r e m a i n f o r e v e r i n a "bar

ba r i a n i n f a n c y . I n t h i s , as w e l l as i n h i s b e l i e f t h a t I t a l i a n 

would be e n r i c h e d i f d i a l e c t a l forms became c u r r e n t i n the 

l i t e r a r y language, A r t e a g a r e i t e r a t e s the p o s i t i o n t a k e n i n 

th e R i n u n z i a a l V o c a b o l a r i o d e l l a C r u s c a , p u b l i s h e d i n t h e 
121 

j o u r n a l I I C a f f e i n 17^6. A r t e a g a ' s v i e w s on language 

were a l s o consonant w i t h C e s a r o t t i ' s Saggio s u l l a f i l o s o f i a  

d e l l e l i n g u e (1785). 

A r t e a g a sees a n o t h e r r e a s o n f o r t h e decadence o f 

I t a l i a n melodramma i n the f a i l u r e o f contemporary l i b r e t 

t i s t s t o i m i t a t e M e t a s t a s i o ' s example. They are un a b l e t o 

handle h i s t o r i c a l s u b j e c t s i n a p r o p e r f a s h i o n . S i n c e c r i t i c s 

impute the d e f e c t s o f modern l i b r e t t i t o melodramma i t s e l f , 

i t has become customary t o c o n c l u d e t h a t h i s t o r i c a l themes 
123 

a r e no l o n g e r s u i t a b l e f o r t h e modern t h e a t r e . Conse

q u e n t l y , l i b r e t t i s t s have t u r n e d t o the Fr e n c h , w i t h u n f o r 

tunate r e s u l t s , f o r t h e i r models; 
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Al che aggiugnendosi l a v i n c i t r i c e influenza del 
nome francese, e i b r i l l a n t i sofismi di alcuni loro 
f i l o s o f i altrove da me confutati, g l i i t a l i a n i 
cominciano a rinunziare a l l e bellezze del proprio 
paese per adottar l e foggie straniere, modellando 
cotesta singolar produzione del c i e l p i t a l i c o sul 
gusto degli... a b i t a t o r i d e l l a Senna. 1 2 

Arteaga, then, inveighs against Calzabigi, whom he describes 

as one of the p r i n c i p l e corruptors of the modern musical 

theatre, f o r having forsaken the ideals expressed i n his 

Dissertazione on Metastasio's melodrammi i n order to write 

l i b r e t t i f o r Gluck according to the form of the tragedie 
125 

lyrique • 
A l l o r t o claims that Arteaga subscribes to the r i v a l 

i d e a l , that i s , ancient Greek tragedy. In writing the 

Rivoluzioni, A l l o r t o argues, Arteaga was motivated by the neo

c l a s s i c a l longing for the a r t i s t i c p e rfection of the ancients 

which the moderns have approached but not r e a l i z e d . Further

more, he adds, Arteaga was re-opening a controversy which had 

already been l a i d to r e s t : the question of the superiority of 

the ancients or the moderns. According to A l l o r t o , Arteaga 

resolved i t i n favour of the ancients. He also states that 

the "equivoco d e l l a tragedia greca" (that i s , the mistaken 

view that opera was a re-creation of ancient Greek tragedy) 

no longer concerned eighteenth-century c r i t i c s of melodramma, 

whereas Arteaga returned to i t , advocating that contemporary 

melodramma should be inspired by Greek tragedy even though 
i t could not hope to achieve the r e s u l t s of ancient the-

126 
atre. 

I t i s clear that A l l o r t o ' s conclusions are drawn from 
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an imperfect understanding of Arteaga's classicism. In the 

f i r s t place, and notwithstanding A l l o r t o ' s assertion to the 

contrary, the spectre of Greek tragedy had i n fact over

shadowed a l l the eighteenth-century I t a l i a n c r i t i c s of opera, 

and i n t h i s respect Arteaga i s but following the t r a d i t i o n . 

But the nostalgic desire for c l a s s i c a l perfection i s not 

present only i n the early eighteenth century; i t appears 

again i n the l a s t d.ecades of the century, and i n the Roman- ; 

t i c s . The difference i s that the early n e o - c l a s s i c i s t s sought 

the r e v i v a l of the greatness of ancient art hy means of the 

technical i m i t a t i o n of c l a s s i c a l models, whereas the l a t e r 

movement was towards a sentimental r e v i v a l of a simpler and 

more glorious age. While Gravina sought the reform of the 

tragedia per musica as a possible r e v i v a l of ancient Greek 

drama, Arteaga denies that contemporary melodramma i s such a 

r e v i v a l . Although he recognizes that i t has grown out o f 

modern man's aspirations to revive Greek drama, he i n s i s t s 

that i t i s a d i f f e r e n t genre, born of the exigencies of a 

d i f f e r e n t age and d i f f e r e n t customs. Therefore, while he 

does ascribe to Greek drama' a higher purpose than that of 

the modern theatre (a view which could lead to the conclusion 

that i t therefore surpasses modern theatre), Arteaga does not 

i n f a c t disparage the contemporary melodramma because i t can

not achieve the same high purpose. A l l he requests i s that 

i t be perfected i n the form i n which i t actually e x i s t s : 

Se non s i pud legitimamente pretendere che i l 
compositore, i l musico, i l poeta, ed i l b a l l e r i n o 
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diano a l l e r i s p e t t i v e l o r f a c o l t a l a forma stessa, 
che avevano venti s e c o l i a dietro, s i pud bensl con 
ragione esiger da e s s i , che non isformino quella, di 
cui l o stato loro presente l e rende capaci. 

While Arteaga concludes that contemporary melodramma 

i s a decadent form, laden with abuses and vices, he s t i l l 

believes that a perfect form can be created i n the eighteenth 

century i n accordance with the p r i n c i p l e s set up, not by 

ancient Greek models, but by the study of the inherent char

a c t e r i s t i c s of opera as a genre. For the Greeks, i n his 

opinion, had not exhausted a l l the p o s s i b i l i t i e s of art: . 

Alcuni compositori i t a l i a n i , e non pochi ancora f r a 
i moderni poeti hanno fatto vedere i n p r a t i c a cio, 
che l a f i l o s o f i a pronunziava da lungo tempo come 
certissimo, cioe che l e modificazioni del Bello sono 
assai varie, che i f o n t i del d i l e t t o nelle b e l l e 
l e t t e r e e nelle a r t i non furono dagli antichi 
pienamente e s a u r i t i , che l a barbarie dei n o s t r i 
metodi era capace di d i r o z z a r s i fino ad un certo 
punto e r i n g e n t i l i r s i , e che da un sistema diverso 
da quello dei Greci potevano g l i s f o r z i del Genio 
far i s c a t u r i r e nuove sorgenti di vero, d.'intimo, e 
di non mai sentito piacere. ' 

Arteaga.t.admits, therefore, the p o s s i b i l i t y of a r t i s t i c forms 

which are legitimate on the aesthetic l e v e l , yet not model

led on c l a s s i c a l prototypes. He admits also t h e i r excellence 

i n r e l a t i o n to the exigencies of the time, nation and customs 

i n which they arise. His judgement of the nature .of opera i s 

that i t creates the most perfect delight that i s possible i n 

art, and that I t i s a subject of discussion no l e s s worthy of 

a philosopher's i n v e s t i g a t i o n than of the concern of a man of 

Therefore, i t is. misleading to state, as does Allorto", 

X 
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that Arteaga resolves the querelle of the ancients and the 

moderns i n favour of the ancients. Arteaga undoubtedly f e l t 

a great a t t r a c t i o n for the writings of the ancients, not how

ever as models to he copied i n a s e r v i l e manner, hut because 

they spoke to modern man i n a timeless manner of universal 

matters. As Arteaga wrote i n a l e t t e r to Matteo Borsa: 

La loro influenza non e convenzionale, ma i n t r i n s e c a 
n e l l a natura dell'uomo, perocche l'oggetto loro e d i 
lusingar l a s e n s i b i l i t a e 1 'imaginazione, facolta. che 
sono di t u t t i i tempi.l 2^ 

( 

We must agree, therefore, with B a t l l o r i ' s characterization! 
130 

of Arteaga*s classicism as aesthetic rather than erudite. J 

Furthermore, t h i s appreciation of the ancients for the i r 

universal appeal rather than f o r t h e i r formal perfection per

mits Arteaga to render due appreciation to such moderns as' 

Shakespeare, whom he admires f o r his characterizations which 

are true to nature, the Spanish playwrights, whose inventive

ness and portrayal of characters he praises, and the idealism 
131 

of the pseudo-Ossian. J Although Arteaga q u a l i f i e s his 

admiration of these authors by noting what he considers to 

be defects i n th e i r writing, his recognition of th e i r poetic 

q u a l i t i e s reveals once again his pre-romantic tendencies. In 

conclusion, therefore, i t i s clear that for Arteaga, respect 

for the ancients i s both commendable and necessary, so long 

as i t does riot turn into fanaticism or id o l a t r y , i n order to 

keep man's natural desire for novelty from running to excess. 

But neither should the authority of the ancients serve to 
132 

impede progress. J In the question of the ancients versus 
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t h e moderns, A r t e a g a h e l d a m o d e r a t e p o s i t i o n , i n w h i c h r e s 

p e c t f o r t h e a n c i e n t s and a p p r e c i a t i o n o f t h e moderns were 

tempered hy r e a s o n , common s e n s e , and e x p e r i m e n t a t i o n . 

A l l o r t o c l a i m s t h a t A r t e a g a ' s u n f a v o u r a b l e judgement 

o f c o n t e m p o r a r y o p e r a . r e s u l t s f r o m t h e n a t u r e o f t h e S p a n i a r d ' s 

r e a c t i o n a r y c r i t i c i s m [ " r e a z i o n a r i a , o t t u s a , a s s u r d a ; s v i l u p p a t a 

i n s t r e t t a o s s e r v a n z a a i p r i n c i p l e d e l B e l l o I d e a l e g r e c o -

m e t a s t a s i a n o " ] ] . I t i s t h e r e f o r e t h i s same o b t u s e and r e a c 

t i o n a r y c r i t i c i s m w h i c h p r e v e n t s A r t e a g a f r o m u n d e r s t a n d i n g 

t h e r e f o r m w h i c h G l u c k has b r o u g h t i n t o e f f e c t i n o p e r a . 

A l l o r t o c o n t i n u e s : 

L ' i n c o m p r e n s i o n e • e t a n t o p i u g r a v e i n q u a n t o , a l l o r c h e 
e g l i s c r i v e v a , i l b e l c a n t i s m o a v e v a o r m a i r i c o n o s c i u t o 
i m a g g i o r i d i r i t t i d e l l a v e r i t a d r a m m a t i c a , e G l u c k , 
movendo g u e r r a a g l i a r b i t r i c a r i a i v i r t u o s i , a v e v a 
r i p o r t a t o , anche n e l g i u d i z i o d e l p u b b l i c o , l a p a l m a 
d e l l a v i t t o r i a . 13-3 

A r t e a g a , however, w h i l e p r a i s i n g G l u c k * s work, does n o t c h a r 

a c t e r i z e i t as r e f o r m , b u t m e r e l y makes o f i t a n e x t e n s i o n 

o f t h e I t a l i a n melodramma, g r o u p i n g G l u c k w i t h t h e composers 

o f t h e N e a p o l i t a n s c h o o l : T r a e t t a , C i c c i o d i Majo, A n f o s s i , 

P a i s i e l l o , P i c c i n n i , S a c c h i n i , S a r t i , B e r t o n i , C a f f a r o , and 
134 

M i l l i e o . ^ T h e r e f o r e , a c c o r d i n g t o A l l o r t o , A r t e a g a r e 

m a i n e d a n c h o r e d t o t h e M e t a s t a s i a n p h a s e o f o p e r a s e r i a , 

b e c a u s e he showed a p r e d i l e c t i o n f o r an o p e r a t i c f o r m w h i c h 

t h e m u s i c a l t h e a t r e had a l r e a d y s u r p a s s e d w i t h t h e e s t a b l i s h -
. . . 135 

ment o f p r e - r o m a n t i c s e n s i b i l i t y . 

I t seems t h a t A l l o r t o , w h i l e u n d o u b t e d l y r e c o g n i z i n g 

A r t e a g a ' s i m p o r t a n t c o n t r i b u t i o n s t o t h e h i s t o r y o f melodramma, 
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i n t h i s respect i s taking too s u p e r f i c i a l a view i n his d i s 

cussion of the Rivoluzioni• For one thing, the v i c t o r y which 

A l l o r t o attributes to Gluck i s open to question. 

Gluck's reform-drama had not, i n fact, supplanted the 

Metastasian melodramatic form. As Daniel Heartz writes: "The 

new d i r e c t i o n i n opera did not replace the Metastasian s t r a i n 

so much as run together alongside of i t . " ^ - ^ Also, as Oliver 

claims, 

by the time of Arteaga*s writing, 1783, the Gluck 
revolution had been consummated and there were 
already i n France post-Encyclopedist c r i t i c s of the 
stamp of La Harpe who began to object to Alceste as 
the ne plus u l t r a of operatic composition. •'•37 

A l l o r t o expresses surprise at Arteaga's i n c l u s i o n of Gluck 

i n his l i s t of operatic composers worthy of some considera

t i o n for t h e i r work, on the grounds that the others are a l l 

members' of the Neapolitan school. During the t h i r d and 

fourth decades of the eighteenth century the Neapolitan school 

had developed a new and d i s t i n c t i v e operatic style, which had 

enjoyed great popularity up to the middle of the century. By 

the time of Arteaga's writing, however, some of the composers 

i n the l i s t had already moved away from the Neapolitan i d e a l . 

At Stuttgart, Jommelli had revised the Metastasian a r i a opera 

by the use of dramatically intense accompanied r e c i t a t i v e s . 

In the operas he composed for the theatre at Parma, Traetta 

replaced many conventions of the I t a l i a n melodramma with 

those of the French tragedie lyrique. I t i s generally agreed 

that Gluck*s reform was a bringing together of the tendencies 
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towards renewal already c i r c u l a t i n g at the time.^-3^ ^ s 

A l l o r t o himself points out, Arteaga was well acquainted with 

a l l of Gluck's operatic-works, including the Paris reform-

operas. Yet the Spaniard makes no s p e c i f i c mention of Gluck's 

revolution. I t i s as i f Gluck, for Arteaga, were simply 

another composer, worthy of consideration i t i s true, hut 

c e r t a i n l y not as the creator of renewal i n opera. Arteaga's 

i d e a l of operatic art had not been met, even by Metastasio. 

The l a t t e r had come closest to the i d e a l , but he too had 

f a i l e d : 

[C]he infinitamente piu laude ne avrebbe acquistata i l 
poeta cesareo, se lottando contro a l l e d i f f i c o l t a , che 
opponevano una imperiosa truppa di ignoranti, e 
1'invecchiata usanza di quasi due s e c o l i , osato avesse 
d'intraprender una totale'riforma nel sistema drammatico, 
i n vece di autorizzar maggiormente i v i z j a t t u a l i 
c o l l ' a h b e l l i r l i . • 1 3 9 

Arteaga goes on to express the hope that someone may come 

forward to undertake the reform that Metastasio did not have 

the courage to carry through, a reform that would make of 

melodramma an organic work of art. 

C r i t i c s as early as Menendez Pelayo saw i n Arteaga a 

precursor of Wagner and.his musical drama. Yet t h i s p o s i t i o n 

f a i l s to take into account the fa c t that Arteaga's v i s i o n of 

melodramma i s l i m i t e d by his neo-classical adherence to the • 

concept of art as imitation, and of music as an Imitative art. 

I t i s t h i s l a t t e r concept that keeps him from appreciating 

Gluck's reform-opera. A l l o r t o writes that i n the Rivoluzioni 

Arteaga c i t e s many French writers and theorists, among whom 
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he p r e f e r s Grimm and R o u s s e a u , s u p p o r t e r s o f I t a l i a n m e l o 

dramma, i t i s t r u e , h u t a l s o f e r v e n t i n t h e i r d i s l i k e o f 

14 0 

G l u c k . Y e t A l l o r t o o v e r l o o k s t h e f a c t t h a t t h e l o n g e s t 

q u o t a t i o n f r o m t h e F r e n c h t o he f o u n d i n t h e R i v o l u z i o n i i s 

t a k e n f r o m t h e w r i t i n g s o f t h e Abbe F r a n c o i s A r n a u d , known 

as " l e g r a n d p o n t i f e des g l u c k i s t e s " , whose most i m p o r t a n t 

works were h i s c o n t r i b u t i o n s t o t h e G l u c k - P i c c i n n i p o l e m i c , 
141 

a l w a y s m s u p p o r t o f t h e f o r m e r . 

The f i n a l c h a p t e r o f A r t e a g a ' s t r e a t i s e , e n t i t l e d 

" T e n t a t i v i d i r i f o r m a n e l melodramma" seems s t r a n g e and h u r 

r i e d . A r t e a g a s t a t e s t h a t t h e o n l y t h i n g l e f t f o r him t o do 

i s 
i l p a r l a r e d e ' m e z z i i m a g i n a t i da a l c u n i c e l e b r i 
A u t o r i p e r r i c o n d u r r e l a m u s i c a , e l a p o e s i a 
d r a m m a t i c a a l g r a d o d i p e r f e z i o n e , d e l q u a l e l a 
f i l o s o f i a l e c r e d e c a p a c i . ^ 2 

T h i s remark i s f o l l o w e d by h i s e d i t i o n o f A r n a u d ' s l e t t e r ; 

t h e n , as i f r e a l i z i n g t h a t one a u t h o r does n o t make " a l c u n i 

c e l e b r i A u t o r i , " A r t e a g a i n c l u d e s i n a f i n a l n o t e a s h o r t d i s 

c u s s i o n o f t h e p l a n o f r e f o r m p r o p o s e d i n 1763 by Dr. J o h n 

Brown i n h i s D i s s e r t a t i o n on t h e R i s e , U n i o n , and Power, t h e  

P r o g r e s s i o n s , S e p a r a t i o n s , and C o r r u p t i o n s o f P o e t r y and M u s i c , 

a p l a n w h i c h , t h o u g h i t may be s u i t e d t o t h e l y r i c f o r m , does 

n o t seem t o A r t e a g a v i a b l e f o r d r a m a t i c r e p r e s e n t a t i o n . On 

t h e f i n a l p age o f t h e t r e a t i s e he w r i t e s t h a t t h e o n l y v i a b l e 

p l a n o f r e f o r m i s t h a t e x p r e s s e d by A r n a u d : 

I l s o l o che c i sembra c o n v e n i r e e l ' i n d i c a t o d a l l ' a u t o r e 
n e l t e s t o , s u l q u a l e non mi t r a t t e n g o , p e r c h e a u n d i 
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presso e i l medesimo, che da me f u lungamente proposto 
n e l primo C a p i t o l o d e l primo Tomo e i l l u s t r a t o i n 
sequito per t u t t o i l corso dell'Opera. 3 

And i n f a c t Arteaga does not dwell on Arnaud's reform p l a n . 
However, a c l o s e r study of t h i s work shows-' that while i t i s 
cl o s e to Arteaga on general l i n e s , i t i s more t r a d i t i o n a l 
and n e o - c l a s s i c a l i n c e r t a i n r e s p e c t s . One example i s the 
case of the a r i a , the beauties of which the French author 
claims to a p p r e c i a t e , yet at the same time counseling com
posers to speed up the declamation and spend l e s s time on 

144 
the a r i a s . Furthermore, i t i s d i f f i c u l t to b e l i e v e that 
Arteaga was not aware that t h i s y o u t h f u l piece of Arnaud's 
on harmony hardly presented an accurate r e f l e c t i o n of the 
e v o l u t i o n of the thought of " l e grand p o n t i f e des g l u c k i s t e s " 

145 
i n t o h i s l a t e r impassioned defence of Gluck's o r c h e s t r a t i o n . ^ 

146 
A summary treatment of Arnaud, together w i t h an 

i n a p p o s i t e q u o t a t i o n from Brown s c a r c e l y c o n s t i t u t e the d i s 
c u s s i o n of the opinions of " a l c u n i c e l e b r i A u t o r i . " One i s 
l e f t w i t h the d i s t i n c t impression that Arteaga, having come 
to the end of a long and d e t a i l e d study of the nature of 
melodramma, wished to f i n i s h o f f without more ado. I t seems 
very l i k e l y that he found Arnaud's l e t t e r i n a monumental work 
wit h which he was undoubtedly acquainted ( J . B. de La Borde's 
E s s a i sur l a musique ancienne et,. moderne j , i n which the 
l e t t e r i s published i n i t s e n t i r e t y , and decided to use i t as 
a c o n c l u s i o n to h i s work. Arteaga, who was n e i t h e r a drama
t i s t nor a dramatic composer, would have found i t an impos
s i b l e task to draw up a p r a c t i c a b l e p l a n of reform f o r 
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melodramma. His talent lay i n the systematic study of the 

nature of the genre, i n the d e f i n i t i o n of i t s structure, and 

i n the formulation of a set of i d e a l p r i n c i p l e s which would 

require the experience of a true a r t i s t i n order to he put 
• + ~~ + 1 4 8 -into e f f e c t . 

Arteaga's contribution to eighteenth-century c r i t i c i s m 

of opera was to establish the genre i n i t s own r i g h t on c r i t 

i c a l terms. The concept of melodramma as a union of arts to 

form an harmonious whole was not o r i g i n a l to him, but he 

formulated i t i n a manner that was more methodical and more 

cogently argued than previous expositions. Moreover, his work 

i s not a compilation of ideas he found i n the European thinkers 

whose writings he examined assiduously. The system of 

melodramma that he evolves arises from his own organic r e s o l 

ution of the problems faced, and i s therefore his own. Un

doubtedly his understanding of the genre was hampered by his 

narrow comprehension of the expressive powers of harmony and 

the new advances i n orchestration. But, as a figure of t r a n 

s i t i o n , i t was natural that Arteaga should be imbued with 

c h a r a c t e r i s t i c s of both the period that was drawing to a close, 

t y p i f i e d by his neo-classical view of art, i t s organic harm

ony, i t s effects on the audience, and of the pre-romantic 

s p i r i t which we encounter i n his fa s c i n a t i o n with the l y r i c 

q u a l i t i e s of melodramma, his j u s t i f i c a t i o n of the a r i a , his 

emphasis on the emotions. He best characterizes himself i n 

his peroration to Music i n the t h i r d volume of the Rivoluzioni: 

Allorche vado a l teatro per t r i b u t a r t i un omaggio 
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d " a d o r a z i o n e , i o p o r t o meco l a non i g n o b i l s u p e r b i a 
d ' e s s e r uom-ragionevole, e d i v o l e r c o n s e r v a r e f i n 
n e l l ' e s e r c i z i o d e l l a m i a s e n s i b i l i t a i p r i v i l e g e 
d e l l a mia n a t u r a . 
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CONCLUSION 

On October 28th , 1 9^2, amid scenes o f e x t r a o r d i n a r y -

enthusiasm, t h e Munich S t a t e Opera s t a g e d t h e f i r s t p e r 

formance o f a new work e n t i t l e d C a p r i c c i o . The composer, 

the o c t o g e n a r i a n R i c h a r d S t r a u s s , r e f e r r e d t o i t as "the h e s t 

w i n d i n g up o f [ h i s ] t h e a t r i c a l l i f e - w o r k " and h i s 'testament." 

Drawing i t s i n s p i r a t i o n i n p a r t from the C a s t i - S a l i e r i o p era 

o f 1786, P r i m a l a m u s i c a e p o i I e p a r o l e , S t r a u s s ' C a p r i c c i o 
2 

i s a m u s i c a l " d r a m a t i c p a r a p h r a s e " o f t h e q u e s t i o n : which 

had e x e r c i s e d h i s mind as much as i t had those o f so many 

e i g h t e e n t h - c e n t u r y c r i t i c s - - w h a t i s the r e l a t i v e i m p o r t a n c e 

o f words and music i n opera? The w i t t y l i b r e t t o , whose 

c o m p o s i t i o n S t r a u s s s u p e r v i s e d v e r y c a r e f u l l y , i s matched by 

a c a p t i v a t i n g m u s i c a l s c o r e , and examines i n d r a m a t i c form 

the two s i d e s o f the c r i t i c a l c o i n which the e i g h t e e n t h cen

t u r y had p l a c e d i n c i r c u l a t i o n . S i g n i f i c a n t l y , and q u i t e 

d e l i b e r a t e l y , the op e r a ends w i t h o u t o f f e r i n g any s o l u t i o n 

to t he problem, because S t r a u s s i n a l l p r o b a b i l i t y r e a l i z e d 

t h a t no u n i v e r s a l l y s a t i s f y i n g f i n a l s tatement c o u l d be made. 

Yet the v e r y f a c t t h a t C a p r i c c i o was w r i t t e n a t a l l , t o g e t h e r 

w i t h the o b v i o u s p a i n s t h a t S t r a u s s took over the c o m p o s i t i o n 

o f b o t h the s c o r e and the l i b r e t t o , s e r v e s t o i l l u s t r a t e the 

impo r t a n c e o f the r e l a t i o n s h i p between word and music as a 

c r i t i c a l problem, even a f t e r the g e n e r a l abandonment o f 
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eighteenth-century positions during the romantic period and 

l a t e r . One has only to think of the operas of Richard Wagner 

and Alban Berg to r e a l i z e that even i n the post-romantic peri

od the question was not simply a matter of aesthetic specu

l a t i o n , but involved considerations of a p r a c t i c a l nature i n 

the composition of opera. 

I t i s probably not too great an exaggeration to say 

that the r e l a t i o n s h i p between poetry and music i s a constant 

preoccupation of the Western c r i t i c a l t r a d i t i o n . I f , l i k e 

some modern students of the origins of European l y r i c poetry, 

we accept as v a l i d the analogy, i m p l i c i t i n S i r Maurice 

Bowra's Primitive Song, between the poetry of p a l a e o l i t h i c 

s o c i e t i e s that s t i l l survive i n the modern world, and that 

of the Stone Age peoples of p r e - h i s t o r i c Europe, we are bound 

to conclude that questions concerning the i n t e r r e l a t i o n of 

poetry, music and dance i n some form of dramatic or mimetic 

representation had already been tackled, i n a p r a c t i c a l sense 

at least, long before Plato and A r i s t o t l e l a i d the foundations 

of European l i t e r a r y c r i t i c i s m . The anthropological approach 

shows that primitive poetry i s o r i g i n a l l y an element i n a 

r i t u a l a c t i v i t y i n which words, music and movement present a 

single unity whose function i s e s s e n t i a l l y dramatic, "the 

f i r s t , f a i n t beginnings of the theatre," as Bowra observes. 

Primitive man also possesses a clear perception of song as an 

a r t i s t i c medium used to express something above the ordinary, 

and at times as something involving an i n s p i r a t i o n which i s 
4 often attributed to divine or supernatural intervention. 
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This awareness of the r i t u a l or l i t u r g i c a l origins of drama 

and song, as well as t h e i r mimetic nature, i s certainly-

present i n A r i s t o t l e , and the concept of the "divine frenzy" 

of the song-maker or poet i s perpetuated by Plato, thus 

becoming a legitimate part of Renaissance and Enlightenment 

c r i t i c a l terminology. 

The continued c r i t i c a l attention paid to the r e l a 

tionship between poetry and music, as well as to the nature 

of t h e i r i n t e r a c t i o n and p a r t i c i p a t i o n i n drama, i s due i n 

part to the impact of Platonic, and i n p a r t i c u l a r , of 

A r i s t o t e l i a n c r i t i c i s m upon the i n t e l l e c t u a l t r a d i t i o n of 

Europe. I t must also be attributable to the fact that the 

c r i t i c a l r p r o b l e m s connected with poetry, music and drama are 

part and parcel of a universal phenomenon experienced by a l l 

societ i e s at c e r t a i n stages of t h e i r evolution, and subser ' 

quent]y refined and redefined - from age to age. We have de l i b 

erately avoided any reference to poetry and music i n the 

Middle Ages because of the highly technical and controversial 

discussions that t h i s would involve. I t i s clear, neverthe

le s s , that many medieval t r e a t i s e s on "Musica" contain a 

considerable amount of poetic theory, and hence an i m p l i c i t 

understanding that music i s intimately connected with a 

poetic text. As we have seen, the question assumes pa r t i c u 

l a r importance once again i n the middle of the sixteenth 

century, and the Renaissance speculations on the r e l a t i v e 

p o s i t i o n of words and music i n song and drama form the c r i t 

i c a l basis for subsequent l i t e r a r y discussions of the problem 

/ 
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by eighteenth-century c r i t i c s . 

One may, pose the very legitimate question of why the 

rela t i o n s h i p between music and poetry loomed so large, and 

attracted the attention of so many writers and c r i t i c s during 

the eighteenth century. On a purely p r a c t i c a l l e v e l , the 

eighteenth-century f a s c i n a t i o n with the problem i s due to the 

dynamic and dominant presence of melodramma as the p r i n c i p a l 

t h e a t r i c a l form of the age. In c r i t i c a l terms, t h i s f a s c i n 

ation i s motivated by the new modes of thought that led to 

the i n t e l l e c t u a l ferment of Enlightenment Europe. Certain 

i n t e l l e c t u a l trends may be singled out as being p a r t i c u l a r l y 

important. The f i r s t part of the century i s characterized 

by a reaction against the excesses of baroque expression, 

and by the insistence on the c l a s s i c a l p r i n c i p l e of im i t a t i o n 

as the basis of a l l art. The adoption- of the a n a l y t i c a l 

methods of the r a t i o n a l i s t school leads to the study of the 

arts broken down into i n d i v i d u a l genres, an examination of 

the i r h i s t o r y and nature, from which process the i,science of 

aesthetics develops. 

The notion that a l l art i s based on some form -of 

mimetic function runs into serious d i f f i c u l t i e s when the 

study of a r t i s t i c genres turns i t s attention to music. In 

fact, the p r i n c i p l e of im i t a t i o n as the ultimate foundation 

of a l l arts begins to lose i t s vigour and appeal p r e c i s e l y 

because of the d i f f i c u l t i e s inherent i n defining the way i n 

which music i s mimetic. One soluti o n was to characterize 

music as an imprecise form of Imitation which required the 
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assistance of words--poetry--to c l a r i f y i t s meaning. Such a 

view ensured melodramma of immediate and prolonged attention, 

esp e c i a l l y from a l i t e r a r y perspective, c r i t i c s perceiving a 

need to define and delimit the nature and extent of th i s 

union of two arts. 

The study of a r t i s t i c genres i n eighteenth-century 

I t a l y i s cl o s e l y related to the neo-Aristotelian view that 

tragedy.;is the supreme form of poetry. Such a notion was 

coupled with the awareness that I t a l y was very poor i n tragedy, 

and attempts to explain t h i s phenomenon c i t e melodramma as 

the c u l p r i t . This, i n consequence, led to further research 

into the nature of melodramma and of i t s r e l a t i o n to tragedy. 

Whatever the outcome of such investigations, the question of 

the function and association of poetry and music i n melodramma 

had to be taken into account. Thus more material was contrib

uted to the vast body of c r i t i c a l writings on the subject. 

Indeed, i t i s probably true to say that v i r t u a l l y a l l 

eighteenth-century I t a l i a n l i t e r a t i touch upon the problem of 
7 

melodramma to a greater or lesser extent. 

We have emphasized that eighteenth-century c r i t i c a l 

i n t e r e s t i n melodramma was predominantly l i t e r a r y . The c r i t 

i c s of the day regarded i t e s s e n t i a l l y as a poetic mode 

bearing some relati o n s h i p , either legitimate or spurious, to 

tragedy, and hence f a l l i n g quite c l e a r l y within the purview 

of l i t e r a r y c r i t i c i s m . , The d i f f e r e n t approaches to the prob

lems of melodramma, and the solutions they propose, r e f l e c t 

i n e v i t a b l y the diverse c r i t i c a l trends of the eighteenth 
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century. In Muratori and Gravina, f o r example, melodramma 

isviewe;d from the standpoint of the p h i l o l o g i c a l and erudite 

int e r e s t s of Arcadia, and i s thus one element i n the system

a t i c reappraisal of l i t e r a t u r e carried out by the Arcadian 

school. I t also comes under scrutiny at the beginning of 

the century i n the polemics occasioned by the Orsi-Bouhours 

controversy concerning the r e l a t i v e merits of French and 

I t a l i a n l i t e r a t u r e , and forms part of the discussions 

deriving from the querelle des anciens et des modernes. We 

may summarize b r i e f l y the other c r i t i c a l preoccupations which 

are r e f l e c t e d i n eighteenth-century studies of melodramma: 

the attempts to define the nature or essence of poetry, and 

the function of art for the i n d i v i d u a l and i n society; the 

debates on the concepts of i m i t a t i o n and v e r i s i m i l i t u d e ; the 

discussions of the role of imagination and i n t e l l e c t , of 

reason and emotion, i n a r t i s t i c creation. The study and 

c l a s s i f i c a t i o n of l i t e r a r y genres, and the concern with 

organic harmony i n a work of art, i s of p a r t i c u l a r relevance 

i n the c r i t i c i s m of melodramma because of the hybrid nature 

of the form and the d i f f i c u l t y of r e c o n c i l i n g the diverse 

a r t i s t i c claims and functions of i t s component parts. The 

question of the i m i t a t i o n of ancient models, the observance 

of poetic precepts, such as the dramatic u n i t i e s , and the 

p r i n c i p l e s of decorum and good taste are also important con

siderations i n the study of an a r t i s t i c form which i s regarded 

by many c r i t i c s as the monstrous offspring of aberrant baroque 

s e n s i b i l i t y . The polemics on language and rhyme carr i e d out 
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i n the general context of eighteenth-century I t a l i a n l i t e r a r y 

c r i t i c i s m have a c e r t a i n resonance i n the s p e c i f i c context of 

melodramma, as do the discussions on the mediums of art, 

especially i n so f a r as such discussions treat the r e l a t i o n 

ship between music and poetry. : F i n a l l y , the c r i t i c i s m and 

study of melodramma forms part of the plans and movements for 

l i t e r a r y reform i n eighteenth-century I t a l y . 

I f the various preoccupations of eighteenth-century 

l i t e r a r y c r i t i c i s m can he i d e n t i f i e d i n discussions of 

melodramma, so- too . can the s h i f t s i n l i t e r a r y s e n s i b i l i t y 

which take place as the century progresses. ; The c l a s s i c a l l y 

inspired ideals of sim p l i c i t y , c l a r i t y , decorum, organic unity, 

and v e r i s i m i l i t u d e , championed i n the early part of the century 

by such c r i t i c s as Crescimbeni, Muratori and Maffei, led to 

a r e j e c t i o n of melodramma as a worthwhile l i t e r a r y pursuit, 

l a r g e l y because of i t s continuing i d e n t i f i c a t i o n with baroque 

excesses. The gradual movement away from a s t r i c t l y r a t i o n 

a l i s t i c approach to art, coupled with the growing emphasis 

on the importance of imagination and the appeal to the senses 

and emotions leads ultimately to an acceptance of the form and 

smooths the way for the development of romantic opera. How

ever, t h i s acceptance i s tempered by the r e a l i z a t i o n that 

melodramma i s s t i l l beset by many imperfections and i s i n 

need of reform. This point of view i s p a r t i c u l a r l y i n ev i 

dence i n the work of A l g a r o t t i and Calzabigi. The changing 

attitude towards melodramma i n the eighteenth century c l o s e l y 

p a r a l l e l s the inexorable progression away from aesthetic 
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p r i n c i p l e s based on the c l a s s i c a l t r a d i t i o n towards a pre-

romantic s e n s i b i l i t y , and leads to Arteaga's praise of the 

genre p r e c i s e l y because of i t s appeal to sentiment and f e e l i n g . 

Arteaga's attitude towards melodramma, though s t i l l 

r e s t i n g on a neo-classical foundation, anticipates the roman

t i c p o s i t i o n on opera, and i s thus a s i g n i f i c a n t departure i n 

many respects from the c r i t i c a l standpoints adopted at the 

beginning of the eighteenth century. B e t t i n e l l i , on the other 

hand, with his r e j e c t i o n of melodramma, represents a return 

to those early positions. I t would-be a mistake, neverthe

le s s , to regard B e t t i n e l l i ' s attitude as evidence that the 

c r i t i c a l trajectory we have plotted from the Classicism of 

Arcadia to the pre-Romanticism of Arteaga had i n fact come 

f u l l c i r c l e . B e t t i n e l l i ' s reactionary stance, though appar

ently based on a sincere b e l i e f i n the neo-classical view of 

art, i s i n many ways out of step with the c r i t i c a l currents 

of the la t e eighteenth century i n so far as musical drama i s 

concerned. What his writings on the subject do show, n e v e r 

theless, i s that i n spite of the vast body of c r i t i c i s m ac

cumulated during the century, on the eve of the Romantic 

Revolution melodramma i n practice was s t i l l prey to the abuses 

that Muratori and Marcello decried. 

Giazotto concludes that the i n t e l l e c t u a l and l i t e r a r y 

energies expended during the Age of C r i t i c i s m , either towards 

the suppression of melodramma i n favour of spoken tragedy, or 

towards r a i s i n g the l i t e r a r y standards of musical drama, 

f a i l e d to bring about a s i g n i f i c a n t and l a s t i n g reform. He 
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unifying element i n eighteenth-century c r i t i c i s m of melodramma 

which could have permitted the formation' of a coherent plan 

of reconstruction. The discussions, he adds, remained at the 
g 

purely polemical l e v e l . They were more concerned with ana

l y z i n g problems than with formulating concrete solutions. 

This conclusion must be challenged on a number of counts. 

There were, i n fact, several p r a c t i c a l attempts to reform 

melodramma during the course of the eighteenth century. Zeno 

sought to r a i s e the q u a l i t y of opera by writing l i b r e t t i that 

were more l i t e r a t e than those of his contemporaries. The 

enterprise of Parma, under the guiding force of the minister 

Du T i l l o t , endeavoured to create a new musical drama modelled 

afte r the French tragedie lyriq u e. Metastasio, by perfecting 

his l i b r e t t i , succeeded i n l e g i t i m i z i n g melodramma as an 

a r t i s t i c form, and i n dominating the eighteenth-century stage. 

The collaboration between Calzabigi and Gluck c e r t a i n l y 

resulted i n an opera of greater dramatic i n t e n s i t y than those 

which had gone before. 

A l l these attempts at reform, together with the 

eighteenth-century c r i t i c a l writings on melodramma, do indeed 

• share common elements which are the l i t e r a r y conception of 

music, the neo-classical preoccupation with organic structure 

i n art, and the i d e a l of a l i t e r a t e and u n i f i e d theatre purged 

of the excesses of spectacle and gratuitous musical embellish-

-v ment. Even Arteaga, for a l l his foreshadowing of romantic 

s e n s i b i l i t y , sought a neo-classical measure and harmony i n 
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the various components of opera. 

We must also r e j e c t Giazotto's claim that the c r i t i c a l 

writings on melodramma were iso l a t e d , i n d i v i d u a l units. On 

the contrary, we have presented s u f f i c i e n t evidence to show 

that the works were studied, digested and refined hy other 

c r i t i c s , so that there was a Considerable interpenetration 

of ideas. Gravina, with his b e l i e f i n the n o b i l i t y of the 

tragic mode, his conviction that words and music were i n t i 

mately associated i n ancient Greek tragedy, and his readiness 

to tolerate new art forms--, l a i d the groundwork for Metastasio's 

attempts at reform. A l g a r o t t i assimilated Metastasian ideals 

into his own system of melodramma, and his Saggio sopra  

1'opera i n musica contributed to the l e g i t i m i z a t i o n and gen

eral acceptance of opera as a t h e a t r i c a l form. In p r a c t i c a l 

terms, Zeno sought to incorporate Muratori's ideals into his 

dramas, and Gluck's endeavours to r a i s e the dramatic force of 

melodramma were based on ideals held by such men as A l g a r o t t i 

and Calzabigi. 

Quite c l e a r l y , therefore, the reasons c i t e d by Giazotto 

for his b e l i e f i n the o v e r a l l f a i l u r e of eighteenth-century 

c r i t i c i s m to e f f e c t a d e f i n i t e reform of melodramma w i l l not 

do. I f we are to talk of f a i l u r e at a l l , i t would be more 

appropriate to attribute i t to the fact that the a r i s t o c r a t i c 

or e l i t i s t p o s i t i o n inherent i n the neo-classical view of art 

did not predispose the c r i t i c s to an appreciation of the 

e s s e n t i a l l y popular nature of I t a l i a n melodramma whose main 

appeal was to be found i n the non-literary and i r r a t i o n a l 
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elements of music and spectacle. More s p e c i f i c a l l y , i t could 

be argued that the c r i t i c s ' insistence on the l i t e r a r y element 

of melodramma to the detriment or exclusion of the musical 

accompaniment prevented them from reaching a f u l l awareness 

of the nature of opera—at l e a s t as the Romantics came to 

understand i t . Martello and Arteaga c e r t a i n l y revealed some 

valuable insights i n this regard, but they did not press them 

far enough. Arteaga, though c l e a r l y aware of the dominant 

role of music i n melodramma, nevertheless underestimated the 

extent of i t s expressive powers. Recognizing melodramma as.: 

a new genre not subject to the precepts governing tragedy, he 

s t i l l held to an e s s e n t i a l l y l i t e r a r y concept of music. 

Though in.many respects the most perceptive of the c r i t i c s 

examined i n t h i s study, he shares with the others the reluc

tance to acknowledge or recognize the strength of the current 

that was to draw melodramma inexorably towards i t s musical 

apotheosis i n the nineteenth century. Y:et we cannot fi n d 

f a u l t with Arteaga and his predecessors simply because they 

were the products of a neo-classical and r a t i o n a l i s t century 

rather than a romantic o.ne. Their apparent lack of prescience 

or p r a c t i c a l application does not diminish th e i r importance 

as part of a c r i t i c a l t r a d i t i o n . ..; As commentators on t h e i r 

age, they furnish invaluable perspectives on the p r i n c i p a l 

t h e a t r i c a l form of the time, and provide an excellent i l l u s 

t r a t i o n of the changing i n t e l l e c t u a l currents and c r i t i c a l 

movements of eighteenth-century I t a l y . 

The exploration of eighteenth-century I t a l i a n c r i t i c i s m 



- 4 0 0 -

of melodramma attempted i n t h i s d i s s e r t a t i o n represents just 

one of the many l i n e s of i n v e s t i g a t i o n related to the opera 

of that period. During the course of the study, the vast 

ramifications of the subject became abundantly clear, and i t 

may be appropriate i n these concluding remarks to indicate 

further avenues of research that could be followed with pro

f i t . One of the most promising pathways leading to a f u l l e r 

comprehension of the dominant t h e a t r i c a l genre and s o c i a l 

divertissement of the eighteenth century would be a detailed 

study of the copious body of melodrammi i n the l i g h t of the 

c r i t i c a l theories examined i n t h i s d i s s e r t a t i o n . The c r i t i c s 

under discussion did not merely write about opera. Many of 

them confessed to attending the musical theatre assiduously, 

notwithstanding t h e i r i n t e l l e c t u a l reservations about i t s 

merits, and some were involved with actual performances, •> 

either as l i b r e t t i s t s or as non-professional impresarios. 

We must presume that the t h e a t r i c a l practices they observed 

had some ef f e c t on t h e i r i n t e l l e c t u a l perception of opera, 

and that they contributed i n some way to the formation of 

t h e i r aesthetics. The i n t e r p l a y of the authority of l i t e r a r y 

precept and the observation of r e a l i t y i n the development of 

c r i t i c a l attitudes towards melodramma i n the eighteenth 

century would furnish material for an i n t e r e s t i n g study which 

might shed some l i g h t on the e f f e c t that such attitudes had 

on the musical theatre of the day. 

Students of l i t e r a t u r e have paid but scant attention 

to opera l i b r e t t i . Yet although modern c r i t i c i s m 
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regards opera as a musical genre, a study of the eighteenth-

century l i b r e t t o as a l i t e r a r y phenomenon i s f u l l y j u s t i f i e d 

by -the fact that i t was regarded as such", by the c r i t i c s of 

the time. This i s not to deny the obvious truth that, for a 

f u l l a r t i s t i c appreciation, we must study operatic l i b r e t t i 

i n conjunction with t h e i r musical accompaniment. But while 

t h i s remark holds true for nineteenth-century operas which 

survive as a r t i s t i c e n t i t i e s i n t h e i r o r i g i n a l setting, i t 

cannot be applied with equal v a l i d i t y to the melodramma of 

the previous era. Though the operas of Gluck and Mozart are 

notable exceptions, i t i s nevertheless a general truth that 

the l i b r e t t i composed during the Age of Reason were regarded 

as dramas i n th e i r own r i g h t , and that furthermore they had 

no unique musical setting with which they have become inex

t r i c a b l y linked and i d e n t i f i e d . The l i b r e t t i s t s and c r i t i c s 

were f u l l y aware of t h i s fact. 

An appropriate subject f o r further study would be the 

relationship between melodramma and i t s audience, and the 

extent to which the paying public was responsible f o r the

a t r i c a l taste. Such a study might provide valuable insights 

into the b e l i e f expressed by A l g a r o t t i and Calzabigi that a 

reformed musical theatre could only develop i n the court 

theatres of enlightened despots; that i s , before an educated 

and sophisticated audience. The sociology of theatre i s 

v i t a l for a comprehension of melodramma i n a l l i t s h i s t o r i c a l 

dimensions, and would take into consideration not only the 

factors mentioned above, but also the part played by the 
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makers of melodramma--librettists, musicians, actor-singers 

and impresarios--in the perpetuation of a popular t h e a t r i c a l 

form. 

The f i e l d of l i t e r a r y c r i t i c i s m also suggests f r u i t f u l 

l i n e s of inquiry and comparison. C r i t i c i s m of opera i n the 

eighteenth century was hy no means l i m i t e d to I t a l y , and a 

study of English and French writings on the subject would 

y i e l d valuable contributions to our knowledge of the i n t e r 

national exchange of ideas i n Enlightenment Europe. The pre

cise legacy of the baroque i n eighteenth-century melodramma 

must also be studied i n d e t a i l before we can determine the 

extent to which the "baroque excesses" were successfully 

extirpated, and before we can i d e n t i f y accurately the elements 

that romantic opera i n h e r i t s from the eighteenth century. 

There are p o s s i b i l i t i e s for further research i n more 

s p e c i f i c areas. A new study of Metastasio should pay closer 

attention to his t h e o r e t i c a l writings, and a re-examination 

of his melodrammi i n the l i g h t of his theories could lead to 

a greater appreciation of the art of the foremost I t a l i a n 

l y r i c poet of the eighteenth century. A more profound exam

in a t i o n of the impact of French thought on Calzabigi may pro

vide new insights into his rel a t i o n s h i p with Gluck. In simi

l a r vein, there i s room fo r speculation and research on the 

possible effects of Martello's sojourn i n Paris and contact 

with French opera on the attitude towards melodramma expres

sed i n his Dialogo sopra l a tragedia antica e moderna. One 

could investigate the consequences that Goldoni's engagement 
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at Parma may have held for his l i b r e t t i , i f not f o r his entire 

t h e a t r i c a l output. There i s also the vast f i e l d of comic 

opera to explore, and i t s rela t i o n s h i p to the development of 

opera se r i a . 

A detailed study of the l i b r e t t i of Paolo R o l l i would 

probably y i e l d much information concerning his exact c o n t r i - .-• 

bution to the reformation of baroque excesses i n the musical 

theatre. Indeed, the history of I t a l i a n opera i n England 

should prove to be a f e r t i l e f i e l d for research, as i t has 

been r e l a t i v e l y unexplored. The col o u r f u l operatic world of 

eighteenth-century London i s fascinating i n i t s e l f , but to 

connect i t more s p e c i f i c a l l y with the c r i t i c a l themes exam

ined i n t h i s dissertation, one could attempt to analyze the 

effects oh I t a l i a n melodramma of the early b i l i n g u a l perform

ances i n England, and of the l a t e r e f f o r t s by l i b r e t t i s t s and 

impresarios to a t t r a c t and maintain the attention of an audi

ence not versed i n I t a l i a n . Such an audience must have been 

much more affected by the v i r t u o s i t y of the p r i n c i p a l singers 

than i t s I t a l i a n counterpart. F i n a l l y , we can suggest that 

i n the study of eighteenth-century opera, the musicologist 

may f i n d i t f r u i t f u l to take into greater consideration the 

l i t e r a r y milieux of the time, for the c r i t i c i s m and theories 

of melodramma. come from the l i t e r a t i rather than from musir 

cians. 

I t i s quite clear, therefore, that the melodramma of 

the eighteenth century provides a r i c h mine of. material for 

scholarly research. Yet the lode has not been worked exten-
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s i v e l y for the simple reason that the musicologist i n general 

lacks the l i t e r a r y background that would enable him to speak 

with authority on the l i b r e t t o . By the same token, students 

of l i t e r a t u r e tend to lack the musical knowledge required for 

a correct appraisal of the score. This d i s s e r t a t i o n has not 

intended to trespass on the musicologist's preserves by 

investigating the musical aspect of melodramma. Rather, i t 

has endeavoured to bring the c r i t i c a l and t h e o r e t i c a l writings 

on eighteenth century opera into the mainstream of l i t e r a r y 

i n vestigation. I t demonstrates that these writings are def

i n i t e l y not i s o l a t e d from the broader i n t e l l e c t u a l currents 

of the time, and suggests that they should be taken into 

account i n any h i s t o r i c a l perspective of I t a l i a n l i t e r a r y 

c r i t i c i s m . I t i s also the f i r s t systematic study of these 

theories both as i n d i v i d u a l contributions, as well as part of 

the c r i t i c a l t r a d i t i o n of the eighteenth century. 

Wherever possible i n the study of the i n d i v i d u a l 

c r i t i c s , we have endeavoured to see their'writings on melo

dramma i n r e l a t i o n to t h e i r other c r i t i c a l or t h e o r e t i c a l 

works i n order to provide a sounder understanding of the i n 

t e l l e c t u a l bases f o r th e i r views on opera. Among these c r i t 

i c s , Martello deserves to be- singled out for his perception, 

early i n the eighteenth century, of the inherently musical 

character of melodramma. Muratori, too, emerges as an impor

tant figure. His catalogue of the abuses perpetrated.-by 

melodramma became, a commonplace of l a t e r c r i t i c i s m , and his 

ideals may have played a part i n i n c i t i n g Zeno and Metastasio 
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to t h e i r attempts at operatic reform. Muratori*s emphasis 

on the role of imagination i n art undoubtedly contributed to 

the creation of a c r i t i c a l ambience favourable to an art form 

that, by i t s very improbability, made unreasonable demands on 

an audience's suspension of d i s b e l i e f . 

I f we may turn our attention to Metastasio. once again, 

i t has long been recognized that.he occupies a central p o s i 

t i o n i n the history of eighteenth-century I t a l i a n poetry. He 

must also be recognized as a pivotal" figure i n eighteenth-

century c r i t i c i s m of opera. His t h e o r e t i c a l writings are the 

j u s t i f i c a t i o n of h i s own melodrammi'. and of the.genre i t s e l f , 

but they also reveal another aspect of ;the Imperial Poet 

which modern scholars have not f u l l y appreciated-: hi s . stature 

as a c r i t i c i n his own r i g h t . Equally worthy of consideration 

i s Stefano Arteaga's monumental Rivoluzioni del teatro.musicale  

italiano... Arteaga* s c r i t i c a l . , p o s i t i o n provides not only a 

synthesis of the various currents of eighteenth-century 

thought, and i n p a r t i c u l a r the neo-classical ideals of c l a r i t y , 

r a t i o n a l i t y , harmony and i d e a l beauty,, but also, a clear pres-

age of the romantic f a s c i n a t i o n with music, spectacle and the 

overriding power of the emotions. 

There are now signs that scholarship i s beginning to 

r e a l i z e the importance of opera as part of the t o t a l l i t e r a r y 

heritage of the western world. A recent c o l l e c t i o n of c r i t 

i c a l essays by L u i g i Baldacci (known c h i e f l y for his work on 

the Petrarchan l y r i c of the sixteenth century) devotes h a l f 

of i t s contents to a study of nineteenth-century opera 
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l i b r e t t i , and deals, among other things, with the r e l a t i o n s h i p 

between text and musical score. In the prefatory remarks to 

the c o l l e c t i o n , the l i b r e t t i are described as precious docu

ments of a national and popular culture that achieved i t s 
Q 

unity and high q u a l i t y during the romantic period. In t h e i r 

own way, the l i b r e t t i of the previous century also stand as 

documents of I t a l i a n culture. Together with the body of 

c r i t i c a l l i t e r a t u r e directed towards them by the i n t e l l e c t u a l s 

of the day, they are as v a l i d and rewarding an object of study 

as the products of the romantic age. 
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Notes to the I n t r o d u c t i o n 

I am indebted f o r much o f t h i s i n t r o d u c t o r y chapter to the 
k indness o f Dr . Dan i lo A g u z z i - B a r b a g l i who has a l lowed me to 
c o n s u l t the t y p e s c r i p t o f three o f h i s for thcoming a r t i c l e s 
e n t i t l e d : " L i t e r a r y Components i n the C u l t u r a l Background o f 
the Camerata d e ' B a r d i " ; " P a t r i z i as a M u s i c o l o g i s t " ; and 
" G i a c i n t o Andrea C i c o g n i n i and H i s C o n t r i b u t i o n to Baroque 
Thea t re . " These a r t i c l e s , together w i t h m a t e r i a l presented 
i n seminars a t the F o l g e r Shakespeare L i b r a r y and at the 
U n i v e r s i t y o f Washington, w i l l shed much new l i g h t on the 
i n t e l l e c t u a l and a e s t h e t i c background to the development o f 
I t a l i a n opera . 
2 

I n anc ien t Greece t h i s problem was d i scussed by such s tudents 
o f mus i ca l theory as A r i s t o x e n u s i n h i s Elements o f Harmony, 
A r i s t i d e s Q u i n t i l i a n u s i n h i s De musica , and even P l u t a r c h i n 
h i s more popular De musica . 

^See, f o r i n s t a n c e , Republ ic 398 d f f ; 399 e f f ; and Ion , 
530 b f f ; 533 e f f . 
4 

Timaeus, 28 a-b; Phaedrus, 248 d. For a d i s c u s s i o n o f the 
problem o f music i n P l a t o , see Evanghelos Moutsopoulos, La  
Musique dans l ' o e u v r e de P l a t o n ( P a r i s : Presses U n i v e r s i t a i r e s 
de France, 1959), esp. pp. 78, 306, 312. 

-'The bas i c aspect o f A r i s t o t l e ' s approach to the study o f 
music i s w e l l i l l u s t r a t e d i n the Problems, s p e c i f i c a l l y i n 
Book X I X . On the • iVlusical Problems, see F . A. Gevaert 
J . C. V o l l g r a f , eds . , Les Problernes musicaux d ' A r i s t o t e 
(Gand: Hoste , 1903). 

P o l i t i c s , 1339 a-1342 b . 
7 
' P o e t i c s , 1447 b, t r a n s . Ingram Bywater, i n The Bas i c Works  
o f A r i s t o t l e , ed. R icha rd McKeon (New York : Random House, 
1941), p~! 14~56. A r i s t o t l e expressed the same o p i n i o n i n the 
Problems where he dea ls w i t h nomes and di thyrambs: "The music , 
then, conformed to the i m i t a t i o n i n the same way as the words 
and c o n t i n u a l l y v a r i e d . I n f a c t i t was necessary to i m i t a t e 
by the tune even more than by the words" "(Problems, 918 b, 
t r a n s . W. B . He t t , Loeb C l a s s i c a l L i b r a r y [London: Heinemann, 
1953], I , 387). 
8 

P o e t i c s , 1450 a-b, t r a n s . Bywater, pp. 1461-62. 
9 

The Camerata f i o r e n t m a (or de' B a r d i ) was formed by a group 
o f t h e o r i s t s , mus ic ians and poets , among whom were Giovann i 
d e ' B a r d i , Jacopo C o r s i , Vincenzo G a l i l e i , G i u l i o C a c c i n i , 
Jacopo P e r i . They met i n F lo rence to d i s cus s music , poe t ry 
and the t hea t r e , and are g e n e r a l l y regarded as the founders 
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o f opera. See Le o r i g i n i d e l melodramma, ed. Angelo S o l e r t i 
(1903; r p t . Bologna: F o r n i , 1969J; and S o l e r t i , G l i a l b o r i  
d e l melodramma, 3 v o l s . (1904; r p t . H i ldeshe im: 01ms, 1969); 
and M u s i c a , b a l l o e drammatica a l i a Cor te Medicea d a i l600  
a l 1637 (1905; r p t . New York : Blom, 1968); Gino R o n c a g l i a , 
L a r i v o l u z i o n e mus ica le i t a l i a n a (sec . XVII ) (Mi l ano : B o l l a , 
1928); Fabio Fano, e d . , La Camerata f i o r e n t i n a : Vincenzo 
G a l i l e i , I s t i t u z i o n i e monumenti d e l l ' a r t e musica le i t a l i a n a , 
4 (Mi l ano : R i c o r d i , 1934); H e n r i e t t e M a r t i n , " L a 'Camerata* 
du Comte B a r d i et l a musique f l o r e n t i n e du XVI s i e c l e , " 
Revue de m u s i c o l o g i e , 13 (1932), 63-74, 153-61, 227-34; and 
14 (1933), 92-100, 141-51; Nino P i r r o t t a , "Tragedie et comedie 
dans l a Camerata f i o r e n t i n a , " i n Musique et poes ie au X V I e  

s i e c l e , Co l loques i n t e r n a t i o n a u x , Sc iences humaines, 5 ( P a r i s : 
Centre N a t i o n a l de l a Recherche S c i e n t i f i q u e , 195^), pp. 
287-97; and "Temperaments and Tendencies i n the F l o r e n t i n e 
Camerata," t r a n s . N i g e l For tune, M u s i c a l Q u a r t e r l y , 40 (195^), 
169-89; Massimo M i l a , " L a n a s c i t a d e l melodramma," R i v i s t a  
mus ica le i t a l i a n a , 56 (195^), 307-25; L u i g i Ronga, "La n a s c i t a 
d e l melodramma d a l l o s p i r i t o d e l l a p o e s i a , " i n Ar t e e gusto  
n e l l a musica ^ (Mi lano : R i c c i a r d i , 1956), pp. 53- 7^ a l so 
p u b l i s h e d i n Teatro d e l S e i c e n t o , ed. L u i g i Fasso (Milano": 
R i c c i a r d i , 1956), pp. x x x v i i - l i i ;.'• Howard M. Brown, "How 
Opera Began: An I n t r o d u c t i o n to Jacopo P e r i ' s E u r i d i c e , " i n 
The La te I t a l i a n Renaissance, ed. E r i c Cochrane: (New York : 
Harp er - and Row;,-, 1970 ); pp-. 4.01-43. 

10 . 
"Music and L e a r n i n g i n the E a r l y I t a l i a n Renaissance ," 

J o u r n a l o f Renaissance and Baroque M u s i c , 1 (1947), 255-74. 
11 

Howard M. Brown, "How Opera Began," p . 404. For a compre
hensive study o f r e sea rch i n t o Greek music du r ing the 
Renaissance, see Edward E. Lowinsky, "Music o f the Renaissance 
as viewed by Renaissance M u s i c i a n s , " i n The Renaissance  
Image'of .Man and the World , ed. Bernard 0 ' K e l l y ([Columbus]: 
Ohio S t a t e U n i v e r s i t y P res s , I966), pp. 129-77; D. P . Walker , 
" M u s i c a l ..Humanism i n the 16th and E a r l y 17th C e n t u r i e s , " 
Music Review", "2 (19^1), 1-13, 111-21, 220-27, 288-308; and 
3 (1942), 55-71' One o f the; main problems faced by e a r l y 
Renaissance t h e o r i s t s o f music was t h e i r ignorance o f Greek. 
The f i r s t m u s i c i a n to know Greek was the Swiss H e i n r i c h 
Glareanus , whose Dodecachordon was p u b l i s h e d i n 15^7-
12 -

R o b o r t e l l o , I n l i b r u m A r i s t o t e l i s De Ar t e p o e t i c a . 
e x p l i c a t i o n e s ( F l o r e n t i a e , 1548; r p t . Munchen: F i n k , 1968); 
Vincenzo Maggi and Bartolomeo Lombardi , I n A r i s t o t e l i s l i b r u m 
de p o e t i c a communes exp lana t iones (Vene t i j s ,1550 ; r p t . 
Munchen: F i n k , 1969); V e t t o r i , Commentarii i n primum l i b r u m 
A r i s t o t e l i s de A r t e poetarum ( F l o r e n t i a e , 1560; r p t . Munchen: 
F i n k , 1967). For a d e t a i l e d study o f these commentaries, see 
Bernard Weinberg, A H i s t o r y o f L i t e r a r y C r i t i c i s m i n the 
I t a l i a n Renaissance^ 2 v o l s . (Chicago: U n i v e r s i t y o f Chicago 
P r e s s , 1961); Baxter Hathaway, The Age o f C r i t i c i s m : The 
Late Renaissance i n I t a l y (1962;. r p t . Westport : Greenwood 
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P r e s s , 1972). For a study o f the L a t i n commentaries by 
R o b o r t e l l o , Maggi-Lombardi and V e t t o r i as "po in t s o f departure 
f o r both the A r i s t o t e l i a n c r i t i c a l t r e a t i s e s , and the minor 
commentaries," see Dan i lo A g u z z i - B a r b a g l i , "Ingegno, acu tezza 
and m e r a v i g l i a i n the S ix t een th -Cen tu ry Great Commentaries to 
A r i s t o t l e ' s P o e t i c s , " i n P e t r a r c h to P i r a n d e l l o : S tud ies i n  
Honor o f B . C o r r i g a n , ed. J . A . Mol ina ro (Toronto : U n i v e r s i t y 
P re s s , 1973), P-
13 . . . 

-\Lodovico C a s t e l v e t r o , P o e t i c a d ' A n s t o t i l e v u l g a n z z a t a , et 
sposta (Vienna , 1570; r p t . Munchen: F i n k , 1968); A n n o t a t i o n i  
d i M. Alessandro P i c c o l o m i n i , n e l l i b r o d e l l a P o e t i c a  
d ' A r i s t o t e l e ; con l a t r a d u t t i o n e d e l medesimo l i b r o , i n  
l i n g u a vo lga re ( V i n e g i a , 1575)• 
14 

V i c e n t m o , L ' a n t i c a musica r i d o t t a a l i a moderna p r a t t i c a 
(Roma, 1555" r p t . edvr.Edward E . Lowinsky, B a s e l : B a r e n r e i t e r , 
1959); Z a r l i n o , Le i s t i t u t i o n i harmoniche (Vene t i a , 1558? r p t . 
New Y o r k : Broude, 1965) ; Vincenzo G a l i l e i , Dia logo d e l l a 
musica a n t i c a et d e l l a moderna ( F i o r e n z a , 1581; r p t . New Y o r k : 
Broude, 1967)• 
" ^ K r i s t e l l e r , "Music and L e a r n i n g , " p . 274. The v a l i d i t y o f 
K r i s t e l l e r ' s suggest ions has been supported r e c e n t l y by Ronga: 
"Ecco p r e s e n t a r s i una s i t u a z i o n e i n s o l i t a n e l l a c reaz ione d e l 
f a t t o a r t i s t i c o : i m u s i c i s t i che r e a l i z z a n o questa impresa 
i n n o v a t r i c e sono p r e c e d u t i da innumerevo l i d i s c u s s i o n i 
t ecn iche e t e o r i c h e , s t o r i c h e ed e s t e t i c h e , che davvero 
sembrano t o g l i e r e a l i a l o r o az ione quel c a r a t t e r e r i v o l u z i o n a r i o 
d i c u i tanto s i g l o r i a n o e ad essa c o n f e r i r e p i u t t o s t o i l 
s i g n i f i c a t o d i conc lus ione d i un non breve processo s t o r i c o . " 
He mentions r a p i d l y e f f o r t s to c l a r i f y " i r a p p o r t i , a d e s i o n i 
o c o n t r a s t i che s i ano , t r a i l pens iero umanis t ico e 
r i n a s c i m e n t a l e e l e musiche c inquecentesche ," but i s fo rced 
to r ecogn ize the incompleteness o f these e f f o r t s : " forse e 
ancora maggiore i l d e s i d e r i o che l a r ea l t a . d i una p i u aderente 
e concre ta v i s i o n e s t o r i c a " ( "La n a s c i t a d e l melodramma d a l l o 
s p i r i t o d e l l a p o e s i a , " i n Teatro d e l Se i cen to , p . x x x i x ) . 

16 
Fausto Tor re f r anca , "Opera," E n c i c l o p e d i a d e l l o s p e t t a c o l o , 

V I I (I960), c o l . 1339. 

- ^ R e p u b l i c , 398 d . 
l 8 S o l e r t i , G l i a l b o r i , I , 38; Tor re f ranca , "Opera," c o l . 1339; 
Lowinsky, "Music i n the C u l t u r e o f the Renaissance ," i n 
Renaissance Essays from the J o u r n a l o f the H i s t o r y o f Ideas 
(New Y o r k : Harper and Row, 1968), pp. 337-81; Eger t Pohlmann, 
"An t ikenve r s t andn i s und An t ikenmis sve r s t andn i s i n der Opern-
t h e o r i e der F l o r e n t i n e r Camerata," Die Musikforschung, 22 
(1969), 5-13-

19 
7 The quo t a t i on i s from the Preface to the f i r s t e d i t i o n o f 

Le nuove musiche, p u b l i s h e d i n S o l e r t i , Le o r i g i n i , pp. 61-62. 

file://-/Lodovico


20 G a g l i a n o ' s score was pr inted, i n 1608. The preface i s pub
l i s h e d i n S o l e r t i , Le o r i g i n i , pp. 78-89, and i n G l i a l b o r i , 
I I , 67-73. 
21 

I n a l e t t e r dated 22 October 1633, Monteverdi r e f e r r e d to 
a t h e o r e t i c a l t r e a t i s e he was p l a n n i n g to w r i t e . The t r e a t i s e 
was to be e n t i t l e d M e l o d i a , ovvero p r a t i c a mus ica le , and was 
to be d i v i d e d i n t o three p a r t s . I n the f i r s t , he proposed to 
d i s c u s s the o r a t i o n e , the s i g n i f i c a n c e and the q u a l i t i e s o f 
poetry'; i n the second he in tended to dea l w i t h harmony, and 
i n the t h i r d w i t h rhythm. The work was never completed, or 
at l e a s t has not come down to us . The l e t t e r , to an anony
mous r e c i p i e n t , i s p u b l i s h e d i n Henry P r u n i e r e s , Monteverd i : 
H i s L i f e and Work, t r a n s . Mar ie D. Mackie (London: Dent, 
1926), p . 285. P run i e r e s suggests tha t the r e c i p i e n t was 
Giovann i B a t t i s t a Don i . On the t r e a t i s e planned by Monteve rd i , 
see Leo Schrade, Monteverd i : Crea to r o f Modern Music (New 
York : Norton, 195Q), p . 205 f f ; , G i a n Francesco M a l i p i e r o , 
C laud io Monteverd i (Mi l ano : Treves , 1929), p . 293. 
22 . . . 

Z a r l m o c l a i m s tha t the Greeks, at the beg inn ing o f t h e i r 
l i t e r a t u r e , "havevano medesimamente per costume, d i /••' 
r appresentare l e Tragedie , e l e Comedie l o r o cantando" (Le  
i s t i t u t i o n i harmoniche, pp. 62-63). 
23 

^ G a l i l e i , p . 145; P a t r i z i , D e l i a p o e t i c a , ed. Dan i lo A g u z z i -
B a r b a g l i ( F i r e n z e : I s ' t i t u t o ; Naz iona le d i S t u d i s u l Rinasc imento , 
1969), I , 328-33-
24 
. ' In the preface t o . h i s E u r i d i c e , R i n u c c i n i wrote: "E s t a t a 
l ' o p e n i o n e d i m o l t i , C r i s t i a n i s s i m a Regina , che g l i a n t i c h i 
G r e c i e Romani cantassero su l e scene l e t r aged ie i n t e r e . " 
I n h i s preface to the same e d i t i o n , P e r i repeats R i n u c c i n i ' s 
statement: " [ S ] t i m a i che g l i a n t i c h i G;reci e Romani, ( i 
q u a i l secondo l ' o p i n i o n e d i m o l t i cantavano su l e secene l e 
t r aged ie i n t e r e ) usassero una armonia" (Prefaces to E u r i d i c e , 
ed. Solerti,,-... i n G l i ' a l b o r i , , - I I ,-• 107 and 109). I n the p r e 
face to Dafne, Gagl iano mentioned i n pa s s ing R i n u c c i n i * s 
p a r t i c i p a t i o n i n t h e " d i s c u s s i o n s " in to rno a l i a maniera usa ta 
d a g l i a n t i c h i i n rappresentare l e l o r t r a g e d i e , come 
in t roducevano i c o r i , se usavano i l canto e d i che s o r t e , e 
cose s i m i l i " (ed. S o l e r t i , i n G l i a l b o r i , I I , 68). 
2 ^ E u r i d i c e , ed. S o l e r t i , i n G i l a l b o r i , I I , 107. 

"Tragedie et comedie," p . 294. Analogous conc lu s ions are 
reached i n the a r t i c l e by D o n e l l a G i a c o t t i , " I I recupero 
d e l l a t r a g e d i a a n t i c a a F i r e n z e e l a Camerata d e ' B a r d i , " 
C o n t r i b u t i d e l l ' I s t i t u t o d i F i l o l o g i a Moderna, P u b b l i c a z i o n i 
d e l l ' U n i v e r s i t a C a t t o l i c a d e l Sacro Cuore, 3 s s e r i e : S t o r i a 
d e l Teat ro , 1 (Mi lano : "Vita e pens i e ro , I968), pp. 94- • ' '.-.-
132. 

The l o n g polemic i s desc r ibed i n d e t a i l i n Ch. XXI o f 
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Weinberg, H i s t o r y o f L i t e r a r y C r i t i c i s m i n the I t a l i a n  
Renaissance, I I , 1074-1105. 
28 

On the thea t res i n Venice s ince the Renaissance, see N i c o l a 
M a n g i n i , I t e a t r i d i Venezia ( M i l a n o : M u r s i a , 1974). On the 
seventeenth-century opera i n g e n e r a l , see Hugo Goldschmidt , 
S tud ien zur Gesch ich te der i t a l i e n i s c h e n Oper im 17- Jahrhunder t 
(1901; r p t . H i l d e s h e i m : 01ms, 196?) ; U l d e r i c o R o l a n d i , I I 
l i b r e t t o per musica a t t r a v e r s o i tempi (Roma: Ateneo, 1951), 
pp. 50-64; Simon Towneley Worsthorne, Venet ian Opera i n the  
Seventeenth Century (Oxford : Clarendon, 195^); Hel lmuth 
C h r i s t i a n Wolf f , "Die Musik im a l t e n Vened ig , " i n F e s t s c h r i f t  
H e i n r i c h B e s s e l e r zum sechz ig s t en Gebur ts tag ( L e i p z i g : VEB, 
1961), pp. 291-303; Andrea D e l i a Cor te and Guido Pannain, 
S t o r i a d e l l a musica ( T o r i n o : U . T . E . T . , 1964), I , 433-544; Donald 
J . Grout , A Short H i s t o r y o f Opera (New Y o r k : Columbia 
U n i v e r s i t y P res s , 1965), I , 43-100; Reinhard G. Pau ly , Music  
and the Thea t re : An I n t r o d u c t i o n to Opera (Englewood C l i f f s , 
N . J . : P r e n t i c e - H a l l , 1970), pp. 51-77; S t u d i s u l t ea t ro  
yeneto f r a Rinascimento ed eta barocca , ed. M a r i a Teresa Muraro 
( F i r e n z e : O l s c h k i , 1971).! Venez ia e i l melodramma n e l Se i cen to , 
ed. Muraro ( F i r e n z e : OlschkTi 1976). 
29 

y 0n t h i s sub jec t , see Anna Amal ie Abe r t , "Schausp ie l und 
O p e r n l i b r e t t o im i t a l i e n i s c h e n Barock", " Die Musikforschung, 
2 (1949), 133-41; Worsthorne, Vene t ian Opera, pp. 1-17; Wol f f , 
"Das Opernpublikum der B a r o c k z e i t , " i n F e s t s c h r i f t Hans Engel  
zum s i e b z i g s t e n Gebur ts tag ( K a s s e l : B a r e n r e i t e r , 1964), pp. 
442-52; Massimo Bog ianck ino , A s p e t t i d e l t ea t ro mus ica le i n  
I t a l i a e i n F r a n c i a n e l l ' e t a . barocca (Roma: De S a n t i s , . 1967) ; 
W i l l i a m W. A u s t i n , ed . , New Looks a t I t a l i a n Opera: Essays  
i n Honor o f Donald J . Grout "(Ithaca, N . Y . : C o r n e l l U n i v e r s i t y 
P re s s , 1968). 
30 
J A complete and s a t i s f a c t o r y e v a l u a t i o n o f the c o n t r i b u t i o n s 
o f C i c o g n i n i (I606-I660) to the e v o l u t i o n of seventeenth-
century I t a l i a n t hea t r e has s t i l l to be made. The b i b l i o g r a p h y 
on t h i s author i s l i m i t e d . On C i c o g n i n i , see Francesco Saver io 
Quadrio, D e l i a s t o r i a e d e l l a rag ione d ' o g n i poes i a , I (Bologna: 
P i s a r r i , 1739), p a r t I , t . XV, 113-14; Ca r lo G o z z i , Ragiona- 
mento ingenuo e s t o r i a s i n c e r a d e l l ' o r i g i n e d e l l e mie d i e c i  
f i a b e t e a t r a l i (1722; r p t . i n Opere: Teatro e polemiche  
t e a t r a l i , ed. Giuseppe Pe t ron io [ M i l a n o : R i z z o l i , I962J), pp. 
1074-75; J u l i u s Leopold K l e i n , Gesch ich te des i t a l i e n i s c h e n 
Drama's, V o l . V o f Gesch ich te des Drama's ( L e i p z i g : W e i g l , I867), 
pp. 666-719; A l b e r t o L i s o n i , Un famoso commediografo  
d i m e n t i c a t o : G. A . C i c o g n i n i (Parma: F e r r a r i e P e l l e g r i n i , I896), 
G. Gendarme de Bevo t t e , Le F e s t i n de p i e r r e avant M o l i e r e 
(Pa r i s : Corne ly , 1907), PP- 359-69; Ludwig Grashey, G i a c i n t o  
Andrea C i c o g n i n i s Leben und Werke ( L e i p z i g : Bohme, 1909) ; 
Rosar io Verde, G. A . C i c o g n i n i , S t u d i s u l l ' i m i t a z i o n e spagnuola 
n e l t e a t ro i t a l i a n o d e l Se i cen to , 1 ( C a t a n i a : G i a n o t t a , 1912) ; 
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Benedetto Croce , "Intorno a G i a c i n t o Andrea C i c o g n i n i e a l 
' C o n v i t a t o d i P i e t r a , ' " i n Aneddot i d i v a r i a l e t t e r a t u r a , I I 
( B a r i : L a t e r z a , 1953), 116-33; Feder ico D o g l i o , ed. I I t e a t ro  
t r a g i c o i t a l i a n o (I960; r p t . Parma: Guanda, 1972), pp. c v - c i x 
( the i960 e d i t i o n con ta ins the t e x t o f C i c o g n i n i ' s drama 
Tradimento per l ' o n o r e ) ; Anna M a r i a C r i n o , "Document! i n e d i t i 
s u l l a v i t a e 1'opera d i Jacopo e d i G i a c i n t o Andrea C i c o g n i n i , " 
S t u d i s ecen te sch i , 2 (I96I), 255-86; W i l l i a m C. Holmes, 
" G i a c i n t o Andrea C i c o g n i n i ' s and Antonio C e s t i ' s Orontea ( 1 6 4 9 ) , 
i n New Looks a t I t a l i a n Opera, pp. 108 - 3 2 . H i s t o r i e s o f 
l i t e r a t u r e devote on ly a few b r i e f paragraphs and t e x t u a l 
quo ta t ions to the p l a y w r i g h t . See, f o r example, Carmine 
Jannaco and Mar t ino Capucc i , I I Se icento ( M i l a n o : V a l l a r d i , 
1963), 33-34; C laud io Varese, "Tea t ro , " i n I I Se icen to , v o l . 
V o f S t o r i a d e l l a l e t t e r a t u r a i t a l i a n a ( M i l a n o : G a r z a n t i , 
1967), 552-54 and 559 - 6 0 ; Franca A n g e l i n i , "Poes ia e 
l e t t e r a t u r a t r a g i c a , " i n I I Se i cen to , v o l . V:2 o f L a l e t t e r a t u r a  
i t a l i a n a : S t o r i a e t e s t i ( B a r i : L a t e r z a , 1974), 213-19. For 
b i b l i o g r a p h i c a l i n f o r m a t i o n on the works o f C i c o g n i n i , see 
Suzanne P . M i c h e l and P a u l - H e n r i M i c h e l , R e p e r t o i r e des ouvrages  
imprimes en langue i t a l i e n n e au X V I I e s i e c l e conserves dans l e s  
b i b l i o t h e q u e s de France, I I ( P a r i s : Centre N a t i o n a l de l a Re-
cherche S c i e n t i f i q u e , 1967), 98-104; Sandra P i a n t a n i d a , A u t o r i  
i t a l i a n i d e l S e i c e n t o : Catalogo b i b l i o g r a f i c o ( M i l a n o : L i b r e r i a 
V i n c i a n a , 1948 - 5 1 ) ; L o u i s e George Clubb, I t a l i a n P l a y s (1500- 
1700) i n the F o l g e r L i b r a r y ( F i r e n z e : O l s c h k i , 1968), pp. 76-79; 
Holmes, "G. A . C i c o g n i n i ' s . . . Orontea ," pp. 113-17. 
31 . . . 
^ The d e l i b e r a t e v i o l a t i o n ' o f the u n i t i e s o f t ime and p l a c e , 
in tended to f o s t e r the spec t acu l a r appeal o f the performance, 
i s a l r eady evident from the l i s t o f the scene (stage s e t t i n g s ) 
and machine (machines) l i s t : e d ; i n the Preface o f the e d i t i o n 
° £ Oiasone (Venez i a : G i u l i a n i , 1650) consu l ted by A g u z z i -
B a r b a g l i i n the F o l g e r Shakespeare L i b r a r y . ( I t should be 
noted tha t there are s e v e r a l e d i t i o n s o f t h i s mus i ca l drama. 
F o l l o w i n g the custom o f the t ime, they c o n t a i n c e r t a i n 
t e x t u a l v a r i a t i o n s which r e f l e c t the a l t e r a t i o n s made f o r 
d i f f e r e n t performances.) A g u z z i - B a r b a g l i reproduces the l i s t 
as an example o f the complex i ty o f the s t ag ing i n seventeenth-
century I t a l i a n opera : 

Scene 

Mar p l a c i d o , con h o r r i d a 
F l o r i d a , con pa lazzo 
C o r t i l e Reggio 
B o s c a r e c c i a con capanne su l a foce d e l l ' I b e r r o 
Imfernale [ s i c ] 
I s o l a con por to d i Mare e C a s t e l l o incan ta to 
Mare borrascoso [ s i c ] e o s c u r i t a d i C i e l o 
Nave d 'Argo c o l v e l l o d 'o ro n e l l a foce d e l l ' I b e r r o 
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Machine 

Carro d e l So le 
Nettuno i n mare sopra d 'una C o n c h i g l i a p o r t a t a da due 
c a v a l l i m a r i n i 
Amore con v a r i i e d i v e r s i v o l i 
Carro d i Venere 
S p i r i t o che v o l a 
M o s t r i e p r e c i p i z i i 

Perhaps the most e labora te and spec t acu l a r p r e s e n t a t i o n o f an 
opera i n the seventeenth century was the performance o f I I  
porno d ' o r o , . l i b r e t t o by Francesco Sba r ra and music by Antonio 
C e s t i . I I porno d 'o ro was presented i n an open-a i r thea t re i n 
Vienna before an audience es t imated a t 5,000 people to c e l e 
bra te the marriage o f the Emperor Leopold I . The p r o d u c t i o n 
i n c l u d e d twenty- three s t age - se t s , designed by the famous 
s tage-des igner Ludovico B u r n a c i n i , together w i t h the use o f 
an e x t r a o r d i n a r y number o f stage machines, and dancers pe r 
forming b a l l e t numbers i n l a v i s h profusion. . See Wol f f , 
" I t a l i a n Opera from the L a t e r Monteverdi to S c a r l a t t i , " i n 
Opera and Church Music (1630-1750), v o l . V o f New Oxford  
H i s t o r y o f Music (London: Oxford U n i v e r s i t y P ress , 1975), 
p. 27. 

-^ 2For the genera l problem of the i n f l u e n c e o f the commedia  
d e l l ' a r t e i n the a r t i s t i c l i f e o f the seventeenth century i n 
I t a l y , see: Roberto T e s s a r i , L a commedia d e l l ' a r t e n e l "•• 
S e i c e n t o : ' I n d u s t r i a l e ' a r t e g i o c o s a ' d e l l a c i v i l t a " b a r o c c a 
( F i r e n z e : O l s c h k i , 1969). I t i s i n t e r e s t i n g to note tha t i n 
t h i s volume the name o f C i c o g n i n i i s mentioned o n l y i n p a s s i n g , 
and wi thout any g rea t i n t e r e s t . See a l so the a r t i c l e by Nino 
P i r r o t t a , "Commedia d e l l ' a r t e and Opera," M u s i c a l Q u a r t e r l y , 
41 (1955), 305-24. For the c o n t r i b u t i o n o f D e l l a P o r t a to 
the developments o f seventeenth-century comedy, see Lou i se 
George Clubb , G i a m b a t t i s t a D e l i a P o r t a Dramat i s t ( P r i n c e t o n : 
P r i n c e t o n U n i v e r s i t y P ress , 1965); and the recent essay 
" I t a l i a n Renaissance Comedy," Genre, 9 (Winter , 1976/77), 
469-88. 

^ G i a s o n e , A 4. Quota t ions from the Giasone a r e a s c i t e d i n 1 

A g u z z i - B a r b a g l i ' s a r t i c l e on C i c o g n i n i . 
34 
J See W e i n b e r g , . H i s t o r y o f L i t e r a r y C r i t i c i s m i n the I t a l i a n  
Renaissance, I , 504-510 5 and " C a s t e l v e t r o ' s Theory o f P o e t i c s , " 
i n C r i t i c s and C r i t i c i s m : Anc ien t and Modern, ed. R. S. Crane 
(Chicago: U n i v e r s i t y o f Chicago P res s , 19527, PP- 349-71. 

-^Robert Freeman remarks tha t Vene t ian l i b r e t t i s t s by the 
middle o f the seventeenth century were compla in ing i n the 
forewords to t h e i r l i b r e t t i about the b i z a r r e nature o f 
Vene t ian opera, but tha t the reader i s l e f t w i t h the impres
s i o n tha t such compla in t s "were more i n the nature o f window 
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d r e s s i n g than o f s e r ious c r i t i c i s m . " The very same l i b r e t 
t i s t s perpetuated the excesses they d e c r i e d ("Opera wi thout 
Drama: Cur ren t s o f Change i n I t a l i a n Opera, 1675 to 1725, and 
the Roles P layed There in by Zeno, Ca lda ra and Others , " D i s s . 
P r i n c e t o n 1967, I> 2) For the r a r e i n s t ances o f p u b l i s h e d 
c r i t i c i s m o f opera i n the seventeenth century , see Freeman's 
d i s s e r t a t i o n , I , 2-18. 

-^The Academy d i d not l i m i t i t s membership to I t a l y . Goethe, 
f o r example, was e l e c t e d member i n 1778. On the importance 
o f the Academy, see Giuseppe T p f f a n i n , L ' e r e d i t a d e l  
Rinascimento i n A r c a d i a (Bologna: Z a n i c h e l l i , 1923, r e v i s e d 
and p u b l i s h e d as L ' A r c a d i a , Bologna: Z a n i c h e l l i , 1958); Mar io 
F u b i n i , " A r c a d i a e i l l u m i n i s m o " i n Q u e s t i o n i e c o r r e n t i d i  
s t o r i a l e t t e r a r i a , eds. Umberto Bosco et a l . (Mi l ano : 
M a r z o r a t i , 1949), pp. 503-595; and D a l - M u r a t o r i a l B a r e t t i , 
( B a r i : L a t e r z a , 1954); Giuseppe L . M o n c a l l e r o , L ' A r c a d i a 
( F i r e n z e : O l s c h k i , 1953)>, Wal te r B i n n i , L ' A r c a d i a e i l  
Metas ta s io ( F i r e n z e : L a Nuova I t a l i a , 1963); and C l a s s i c i s m o  
e neoc l a s s i c i smo n e l l a l e t t e r a t u r a d e l Se t tecento (Firenz(e: 
La'Nuova I t a l i a , 1963). 

-^On the Q u e r e l l e , see . M. H i p p p l y t e Rigau. l t , -
H i s t o i r e de l a q u e r e l l e des anciens et des modernes ( P a r i s : 
Hachet te , 1856); P a u l Hazard, L a c r i s e de l a conscience 
europeenne, 3 v o l s . (1935; rpt"^ P a r i s : " Fayard , I96I); Rene 
Bray , La fo rmat ion de l a d o c t r i n e c l a s s i q u e en France ( P a r i s : 
N i z e t , 1951); J fohn] Gfeorge l Robertson, S tud ie s i n the  
Genesis o f Romantic Theory i n the E igh teen th Century 
(Cambridge: U n i v e r s i t y P res s , 1923); T o f f a n i n , L ' e r e d i t a , pp. 
93-110; and L ' A r c a d i a , p . 5 f f . ; G i a c i n t o M a r g i o t t a , Le  
o r i g i n i i t a l i a n e d e l l a "Quere l l e des anciens et des modernes" 
(Roma: Studium, 1953); Hans Baron, "The Que re l l e o f the 
Anc ien t s and the Moderns as a Problem f o r Renaissance Scho la r 
s h i p , " J o u r n a l o f the H i s t o r y o f Ideas, 20 (1959), 3-22; 
K r i s t e l l e r , "The Modern System o f the Arts . : A Study i n the 
H i s t o r y o f A e s t h e t i c s ( I ) , " J o u r n a l o f the H i s t o r y o f Ideas, 
12 (1951), 496-527. 

-^[Dominique Bouhours] , La maniere de b i e n penser sur l e s  
ouvrages de 1 ' e s p r i t ( P a r i s : Chez l a veuve de S e b a s t i e n 
Mabre-Cramoisy, 1687)• Many e d i t i o n s fo l l owed i n French, and 
the work was q u i c k l y " ' t r a n s l a t e d i n t o L a t i n , I t a l i a n and 
E n g l i s h . 

- ^ C o n s i d e r a z i o n i sopra un famoso l i b r o franzese i n t i t o l a t o  
. . . "La maniera d i ben pensare ne i componimenti" (Bologna: 
C. P i s a r r i , 1703). 
4o 

The w r i t i n g s o f v a r i o u s authors on the Ors i -Bouhours con
t r o v e r s y were p u b l i s h e d i n L e t t e r e d i d i v e r s i a u t o r i i n  
p r o p o s i t o d e l l e " C o n s i d e r a z i o n i " d e l marchese Giovan Giose f fo  
O r s i sopra i l famoso l i b r o f rancese i n i t o l a t o " L a maniere de  
b i e n penser" (Bologna, 1707),, i n Giovann i Giuseppe O r s i , 

http://Rigau.lt
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C o n s i d e r a z i o n i d e l Marchese Giovan-Giose f fo O r s i bolognese  
sopra "La maniera d i hen pensare ne 'componiment i , " 2 v o l s . 
(Modena; S o l i a n i , 1735)• On the Orsi -Bouhours con t rove r sy , 
see A. G a l l e t t i , Le t e o r i e drammatiche e l a t r a g e d i a i n  
I t a l i a n e l secolo X V I I I (Cremona: F e z z i , 1901); T o f f a n i n , 
L ' e r e d i t a : pp. 59-110; and L ' A r c a d i a , pp. 23-48; Robertsonj 
pp. 1-16; Aldo A n d r e o l i , " D i alcune r e l a z i o n i i n t e l l e t u a l i 
d e l M u r a t o r i ventennej" Convivium, No• 4-5 (1950), 645-51; 
M o n c a l l e r o , pp. 188-235; Fub in i ' , Dal M u r a t o r i a l ' B a r e t t i , 
pp. 143 f f . et pass im; and"Vico e Bouhours" i n S t i l e e  
umanita d i G i a m b a t t i s t a V i c o , (Mi l ano : R i c c i a r d i ^ 1963), pp. 
135-146. On Bouhours, see a l so V i c t o r M. Hamm, "Father 
Bouhours and n e o - c l a s s i c a l c r i t i c i s m , " i n J e s u i t Thinkers o f  
the Renaissance, ed. Gerard Smith (Milwaukee: Marquette 
U n i v e r s i t y P re s s , 1939), pp . '63-74. 
41 ^ . 

Memoires pour l ' h i s t o i r e des sc iences et des beaux- • 
a r t s . . . , p u b l i s h e d i n Trevoux, then Lyons, then P a r i s from 
1701 to 1767,' and w i t h v a r i a t i o n s i n name u n t i l 1783. On the 
importance o f the j o u r n a l , see A l f r e d R. Desau te l s , Les  
"Memoires de Trevoux" et l e mouvement de idees au X V I I I e  

s i e c l e (Rome: I n s t i t u t u m H i s t o r i c u m , 1956). 
42 

For a genera l study o f Crescimbeni (1663-1728), see G i u l i o 
N a t a l i , "G. M. C r e s c i m b e n i , " A t t i d e l l ' A c c a d e m i a d e g l i A r c a d i , 
Roma, 12 (1928); E l e n a S a l a d i F e l i c e , Pe t r a r ca i n A r c a d i a 
(Palermo; Palumbo, 1959); G iovann i Ge t to , S t o r i a d e l l e s t o r i e  
l e t t e r a r i e (Firenze ' : Sansoni , 1969), pp. 31-42. ' 
43 

-^The l e t t e r , dated 11 September 1711, i s p u b l i s h e d by L u i g i 
F i o r a n i i n "Due l e t t e r e i n e d i t e d e l M u r a t o r i a l C r e s c i m b e n i , " 
S t u d i romani , 19 (1971). 149-50. 
44 

Wal te r B i n n i , ',.'11 Se t tecento l e t t e r a r i o , " i n I I Se t t ecen to , 
Vol . . .VI .of. S t o r i a d e l l a l e t t e r a t u r a i t a l i a n a (Mi l ano : 
G a f z a h t i , 1968), p~! 456; Remo G i a z o t t o , P o e s i a melodrammatica  
e pens iero c r i t i c o n e l Se t tecento (Milano"! Bocca, 1952), v 

pp. 17, 20, 21, 34; Freeman, "Opera wi thout Drama," I , 18-
31. 
^ L ' I s t o r i a d e l l a v o l g a r p o e s i a (Roma: Chracas , I698). 
Crescimbeni r e v i s e d t h i s work f o r the second e d i t i o n pub
l i s h e d i n 1714. The l a t t e r e d i t i o n was r e p r i n t e d w i t h an
no t a t i ons by P i e r Ca te r ino Zeno and A. F . Seghezz i , 6 v o l s , 
i n 3 tomes (Venez ia : Basegio , 1730-31). 
46 

De'comentar,] i n t o r n o a l l ' I s t o r i a d e l l a v o l g a r p o e s i a , 5 
v o l s . i n 6 tomes (Roma: d e ' R o s s i , 1702-11). Th is work was 
c o r r e l a t e d w i t h the cor responding volumes o f the 1714 e d i t i o n 
o f L ' I s t o r i a d e l l a v o l g a r p o e s i a to form the Venice e d i t i o n 
o f 1730-31 c i t e d above. The Comentarj were a l so p u b l i s h e d 
i n England by T. Math ias (London: Becket , 1813). Quotat ions 
i n my t e x t are taken from the f i r s t e d i t i o n . 
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4-7 D e l i a b e l l e z z a d e l l a v o l g a r p o e s i a (Roma: Buagni , 1700). 
A second e d i t i o n was p u b l i s h e d i n Rome i n 1712. 
48 

Freeman, "Opera wi thout Drama," I , 20. 
k ? L ' I s t o r i a d e l l a v o l g a r p o e s i a , 1st ed. (.1698), p . 71-. 

•5°L' I s t o r i a d e l l a v o l g a r poes i a , 2nd ed. (1714), p . 76. The 
emphasis i s mine. 
5 1 

J D e l l a b e l l e z z a d e l l a v o l g a r p o e s i a , p . 140. 
52 

The o b j e c t i o n s to the degenera t ion o f the language, i t s 
subservience to music , and the p r o l i f e r a t i o n o f a r i a s , f o r 
example, r e v e a l tha t Crescimbeni he ld to the Renaissance i n 
t e r p r e t a t i o n o f the P l a t o n i c concept o f melos. C r e s c i m b e n i ' s 
o p i n i o n o f the p o e t i c s t y l e s u i t a b l e to be set to music can 
be found i n h i s d e s c r i p t i o n o f m u s i c a l dramas which he con
s i d e r s to be " l a v o r a t i d 'un c a r a t t e r e vano, e f a n c i u l l e s c o , 
che dicono ada t ta to , e p r o p r i o per l a Mus ica" (De' comentarj 
I , 33). 
53 

Jk s i m i l a r o p i n i o n on C i c o g n i n i was s t i l l h e ld at the end 
o f the century by Stefano Ar teaga . I n h i s important t r e a t i s e 
Le r i v o l u z i o n i de l t e a t ro mus ica le i t a l i a n o he wrote: " I I 
mentovato C i c o g n i n i verso l a meta d e l secolo t ras ferendo a l 
melodramma i d i f e t t i s o l i t i a l l o r a a commettersi n e l l e a l t r e 
poes ie drammatiche, accoppiando i n uno avvenimenti , e 
personaggi se r j c o i r i d i c o l i , interrompendo l e scene i n p rosa 
c o l l e poe t i che s t r o f i , che a r i e s ' a p p e l l a n o , e mischiando 
square! d i p ro sa a l l e , scene i n ve r so , confuse t u t t i g l i 
o r d i n i d e l l a poes i a , e i l melodramma i t a l i a n o miseramente 
contamino. Fu nondimeno tenuto a ' s u o i tempi per r i s t o r a t o r 
d e l t e a t r o : i suo i drammi furono r i s t a m p a t i non poche v o l t e 
come cose degne d i t e n e r s i i n g ran p r e g i o : i l e t t e r a t i s e l 
proponevano per modello d ' i m i t a z i o n e , e l e muse anche e l l e n o , 
l e v e r g i n i muse c'oncorsero a gara per onorar con i n n i d i l a u d i 
c h i p i u d ' o g n i a l t r o recava l o r o vergogna ed o l t r a g g i o . 
Tanto e ve ro , che i l g i u d i z i o de 'contemporanei e poco s i c u r o 
per g l i a u t o r i " (Venez ia : Pa l e se , 1785), I , 337-38. Al though 
G o l d o n i ' s c o n c l u s i o n s were s i m i l a r , he never the les s r e c o g 
n i z e d i n C i c o g n i n i c e r t a i n t h e a t r i c a l m e r i t s . I n the f i r s t 
p a r t o f h i s Memoires, p u b l i s h e d i n 1787, the reformer of: ' 
I t a l i a n thea t re wrote: "Parmi l e s Auteurs comiquesque je 
l i s o i s et que je r e l i s o i s t r e s - souven t , C i c o g n i n i e t o i t c e l u i 
que-,- je p r e f e r o i s . Cet Auteur F l o r e n t i n , t r e s - p e u connu dans 
l a Republique des L e t t r e s , a v o i t f a i t p l u s i e u r s Com§dies 
d ' i n t r i g u e , melees de pa the t ique larmoyant et de comique 
t r i v i a l ; on y t r o u v o i t cependant beaucoup d ' i n t e r e t , et i l 
a v o i t l ' a r t de menager l a suspension, et de p l a i r e par l e 
denouement. Je m'y a t t a c h a i i n f i n i m e n t : je 1 ' e tud ia i -beaucoup" 
(Memoires de M. G o l d o n i , i n Tut te l e Opere d i Ca r lo G o l d o n i , 
ed. Giuseppe O r t o l a n i . I , 1935; r p t . M i l a n o : Mondadori , 1959, 
P. 13). 
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54 

De' comentarj , I , 235. 
55 
^Freeman d i scusses t h i s ..judgement o f David and Zeno m some 
d e t a i l i n h i s d i s s e r t a t i o n "Opera wi thout Drama," I , 22-29-
A f t e r comparing the l i b r e t t i w r i t t e n hy David and Zeno du r ing 
the 1690's w i t h those o f contemporary Vene t i an l i b r e t t i s t s , 
Freeman concludes t ha t C r e s c i m b e n i 1 s o p i n i o n must have been 
based on hearsay and not on f a m i l i a r i t y w i t h the contemporary 
Venetian o p e r a t i c r e p e r t o r y as a whole. Freeman's examinat ion 
o f tha t r e p e r t o r y d i s c l o s e s t ha t i n f a c t n e i t h e r David nor 
Zeno cou ld be d i s t i n g u i s h e d from t h e i r contemporaries i n 
e i t h e r o f the two c h a r a c t e r i s t i c s mentioned by Cresc imben i . 

-^However, G i a z o t t o has misread Crescimbeni when he concludes 
tha t as regards the w r i t i n g o f drammi m u s i c a l i the "esempio 
d e l buono, a que i t r e l e t t e r a t i [ M u r a t o r i , Gravina, •' 
C r e s c i m b e n i j , non v iene per o ra , che d a l l o Zeno" (Poes i a  
drammatica, p . 21). I n f a c t , Crescimbeni p r a i s e s the drammi 
o f s e v e r a l l i b r e t t i s t s . For example, i n the D e l l a b e l l e z z a  
d e l l a v o l g a r p o e s i a , L o g i s t o Nemeo, one o f the i n t e r l o c u t o r s 
who has been r e s p o n s i b l e f o r the d i s c u s s i o n o f melodramma 
and f o r the p r a i s e o f Zeno as a reformer , r e fu tes the accus
a t i o n that he condemns a l l drammi m u s i c a l i : "Io per me non 
so lo non ne o condennato [ s i c j a lcuno; ma confesso con 
l i b e r t a , che non poco godo n e l l ' a s c o l t a r g l i ; e spezialmente 
que i d e ' n o s t r i Compostori [ s i c ] Palemone, T i r i n t o , N a r d i l o , 
Panopo, M e t i s t o , e Amaranto" Op. l 4 l ) : i . e . , S i l v i o 
S t a m p i g l i a , , , G i u l i o B u s s i , Giovann i Andrea M o n i g l i a , Giacomo 
S i n i b a l d i , C a r l o Sigismondo Capece and Girolamo G i g l i . 
57 

' De' comentar.j, I , 235-
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Notes.-.to ' M u r a t o r i 

""For a biography ofMuratb-r i (1672-1750), see M u r a t o r i , S c r i t t i  
a u t o b i o g r a f i c i , ed. Tommaso S o r b e l l i ( V i g n o l a : F a b b r i , "1950); 
G. B e r t o n i , L . A. M u r a t o r i (Roma: F o r m i g g i n i , 1926); F e r r u c c i o 
De C a r l i j L . A. M u r a t o r i (Firenze: M a c r i , 1955); Matteo 
S c h e n e t t i , La y i t a d i Lodovico Antonio M u r a t o r i (Tor ino : 
M a r i e t t i , 1972). 
2 

On M u r a t o r i ' s r e l a t i o n s h i p w i t h the Accademia d e l l ' A r c a d i a , 
see T o f f a n i n , L ' A r c a d i a , pp. 89-95; Serg io B e r t e l l i , 
E r u d i z i o n e e s t o r i a i n Ludovico Antonio M u r a t o r i ( N a p o l i : 
I s t i t u t o I t a l i a n o per g l i S t u d i S t o r i c i , I960) , pp. 81-84, 
and the rev iew o f the l a t t e r by F io renzo F o r t i , G i o r n a l e  
S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 139 (1962), 283. For 
M u r a t o r i ' s con tac t s w i t h l i t e r a r y f i g u r e s o f the t ime, see 
C e l e s t i n o G a r i b o t t o , "Rappor t i f r a i l M u r a t o r i e i l M a f f e i , " 
i n M i s c e l l a n e a d i s t u d i m u r a t o r i a n i , A t t i e memorie d e l 
Convegno d i S t u d i S t o r i c i i n onore d i L . A. M u r a t o r i , Modena, 
1950 (Modena: Aedes mura tor iana , 1951), PP- 121-24; •. G iovann i 
F o r l i n i , " I I M u r a t o r i l e t t e r a t o n e l suo c a r t e g g i o , " Conviv ium, 
No. 4-5-(1950), pp. 665-70; Aldo A n d r e o l i , " V o c i i t a l i a n e n e l ' 
tempo d e l M u r a t o r i , " i n Ne l mondo d i Lodovico Antonio 
M u r a t o r i (Bologna: M u l i n o , 1972), pp. 197-213; L . A7~Murator i  
e l a c u l t u r a comtemporanea, A t t i d e l Convegno I n t e r n a z i o n a l e 
d i S t u d i M u r a t o r i a n i , Modena, 1972, v o l . I ( F i r e n z e : O l s c h k i , 
1975). 
3 
-'See Ada R u s c h i o n i , ed., D e l l a p e r f e t t a p o e s i a i t a l i a n a , by 
M u r a t o r i (Mi l ano : M a r z o r a t i , 1971), I , 5-
4 . . . 

On Maggi*s i n f l u e n c e on M u r a t o r i , see F o r t i , " I I Maggi e l a 
r i f o r m a l e t t e r a r i a d e l M u r a t o r i , " i n L . A. M u r a t o r i e l a  
c u l t u r a contemporanea, pp. 25-47. 
•^For M u r a t o r i * s r e l a t i o n w i t h R i c c o b o n i , see Ar tu ro P a r i s i , 
" L u i g i R i c c o b o n i (a p r o p o s i t o d i un ca r t egg io i n e d i t o con 
L . A. M u r a t o r i ) , " i n M i s c e l l a n e a d i s t u d i m u r a t o r i a n i , A t t i e 
memorie d e l l a R. Deputazione d i s t o r i a p a t r i a per l e p rov ince 
modenesi, 7th s e r . , v o l . V I I I (Modena: S o c i e t a T i p o g r a f i c a 
Modenese, 1933), '234-76'; X a v i e r de C o u r v i l l e ' , U n , A r t i s a n  
de l a Renoyat ion t h e a t r a l e avant G o l d o n i : L u i g i R iccobon i d i t  
L e l i o ( P a r i s : L ' A r c h e , 1967), pp. 221-24 et pass im. 

Gino R o n c a g l i a , " L . A. M u r a t o r i , l a musica e i l maggior 
compositore bolognese d e l suo tempo," i n M i s c e l l a n e a d i s t u d i  
m u r a t o r i a n i (1933), p.279n. M u r a t o r i wrote o f h i s p l ans f o r 
t h i s t r e a t i s e i n h i s l e t t e r s , f o r example to Anton M a r i a 
S a l v i n i , 13 January 1705 ( E p i s t o l a r i o d i L . A. M u r a t o r i , ed. 
Matteo Campori, I I [Modena: S o c i e t a T i p o g r a f i c a Modenese,, 
1901], 740-41) . 
7 

Aldo A n d r e o l i , Saggio s u l l a mente e l a c r i t i c a l e t t e r a r i a 
/ 
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d i L . A. M u r a t o r i (Bologna: T i p o g r a f i a Naz iona l e , 1921), ch . 
i i i (pp. 5~9). On h i s t h e a t r i c a l e n t e r p r i s e s see, f o r exampl 
h i s l e t t e r s to G. J . T o r i , 19 February 1698 ( E p i s t o l a r i o , -I, 
296); to C a r l o Borromeo Arese , 6 J u l y 1699 ( E p i s t o l a r i o , I I , 
397-98); to G. J . T o r i , 7 October 1699 ( E p i s t o l a r i o , I I , 411-
12). I t a l s o appears tha t M u r a t o r i was i n v o l v e d w i t h the 
t h e a t r i c a l p roduc t i ons , i n c l u d i n g melodrammi, at the C o l l e g i o 
de i N o b i l i d i S. C a r l o i n Modena; see Simonet ta Ingegno G u i d i 
"Per l a s to r i . a d e l t e a t ro francese i n I t a l i a : L . A. M u r a t o r i , 
G. G. O r s i e P. J . M a r t e l l o , " Rassegna d e l l a L e t t e r a t u r a  
I t a l i a n a , 78 (197*0, 65-67, 91-92. 
P 

Rober tson, pp. 87, 90, 93; Mi r co Campana, " L . A. M u r a t o r i e 
i movimenti e s t e t i c i d e l tempo," i n M i s c e l l a n e a d i s t u d i  
m u r a t o r i a n i (1951), PP- 219, 222; F u b i n i , Da l M u r a t o r i a l  
B a r e t t i . pp. 13, 16-21; B i n n i , " P o e t i c a e p o e s i a n e l 
Se t tecento i t a l i a n o , " i n L ' A r c a d i a e i l M e t a s t a s i o , pp. 
i x - x l i i i ; R u s c h i o n i , ed. ? D e l l a p e r f e t t a p o e s i a , I , 24. For 
the for tune of M u r a t o r i ' s works, see a l s o La fo r tuna d i L . A. 
M u r a t o r i , A t t i d e l Convegno I n t e r n a z i o n a l e d i S t u d i '• 
M u r a t o r i a n i , Modena, 1972? v o l . I l l ( F i r e n z e : O l s c h k i , 1975); 
Eleonore Z l a b i n g e r , Lodovico Antonio M u r a t o r i und O s t e r r e i c h 
( Innsbruck: L e i t n e r , 1970). 
^Robertson, pp. 89-90; F u b i n i , Da l M u r a t o r i a l B a r e t t i , pp. 
29-30; F o r t i , " I I Maggi e l a r i f o r m a , " p . 47- See a l so 
Carmelo Samona, "I c o n c e t t i d i ' g u s t o ' e d i 'no se que' n e l 
Padre F e i j o o e l a p o e t i c a d e l M u r a t o r i , " G i o r n a l e S t o r i c o  
d e l l a L e t t e r a t u r a I t a l i a n a , l 4 l (1964)/ 117-24. 
10 

A n d r e o l i , Saggio s u l l a mente, Ch. v m ; F u b i n i , Da l  
M u r a t o r i a l B a r e t t i , p . 13- Robertson c l a ims tha t the t r e a 
t i s e " i s a very wonderful achievement: i t r epresen ts a g rea te r 
l eap forward , and c o n t r i b u t e d more to the advance o f the 
a e s t h e t i c theory o f l i t e r a t u r e than any other work of i t s 
t ime" (p.87). M u r a t o r i h i m s e l f , however, seemed to minimize 
the importance o f the work i n comparison w i t h the r e s t o f h i s 
s c h o l a r l y output . I n l a t e r l i f e he turned out o f preference 
to other f i e l d s o f e r u d i t i o n . However, a t the beg inn ing o f 
the e igh teen th cen tury , when he was s t i l l i n h i s t h i r t i e s , 
l i t e r a r y reform was c e r t a i n l y a matter o f grea t concern to 
him as a s c h o l a r . He was anxious tha t cop ies o f D e l l a  
p e r f e t t a p o e s i a c i r c u l a t e among men o f l e t t e r s . Y e t , as 
Noce p o i n t s out , he mainta ined a d i s t i n c t i o n between b e l l e s  
l e t t r e s [ " l e t t e r e amene"] and works o f t rue e r u d i t i o n . 
Count ing the D e l l a p e r f e t t a p o e s i a among the former, he. 
d e c l i n e d C r e s c i m b e n i ' s o f f e r to present a copy to Clement X I , 
on the grounds tha t the work was o f i n s u f f i c i e n t substance: 
"La rag ione d i r i c u s a r c i o e s t a t a , c h ' i o des idero d i compari 
solamente davant i a que l sublime Tr ibuna le con a l t r i argoment 
p i u g r a v i , c i oe con Opere d ' e r u d i z i o n e piu. s e r i a . Amo e s t im 
l e L e t t e r e amene, e se c o s i non fosse , non a v r e i f a t t a 
q u e l l ' O p e r a ; e l e amo e stimo i n t u t t i i l o r P r o f e s s o r i . Ma 
amo ancora d i fare a l t r a comparsa appresso "a l t re persone"] 
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( L e t t e r . t o Crescimbeni dated-Modena, 9 J u l y 1707, ed. Hanniba l 
S. Noce, "Tre l e t t e r e i n e d i t e d i L . A. M u r a t o r i , " Gonvivium, 
28 [ i960], 704). 

11 . . . 
R o n c a g l i a a t t r i b u t e s M u r a t o r i ' s incomprehension o f 

melodramma as "cos t ruz ione a r t i s t i c a " to the c r i t i c ' s 
"preconcet to d i i m i t a z i o n e v e r i s t i c a " ( " L . _ A . M u r a t o r i , " pp. 
283-84). G i a z o t t o c l a s s i f i e s M u r a t o r i as be ing "guidato 
essenzialmente d a l l a e rud i z ione uman i s t i c a e 
d a l l ' e n c i c l o p e d i s m o " (Poes i a melodrammatica, p . 25). B i n n i 
w r i t e s tha t M u r a t o r i ' s pages "mettono i n c h i a r o , con movimento 
gustoso d i p a r o d i a i n d i g n a t a , l ' a s s u r d i t a d e l l a s i t u a z i o n e 
melodrammatica d a i punto d i v i s t a d e l r a z i o n a l i s m o (e, se s i 
v u o l e , non so lo d i esso)" ( L ' A r c a d i a e i l ' . M e t a s t a s i o , p . 
295n). Freeman c l a s s i f i e s h im, as a c r i t i c o f melodramma, 
as c o n s e r v a t i v e , - commenting on the s e v e r i t y o f h i s judgement 
o f the form, though wi thout t a k i n g i n t o account h i s i n t e l 
l e c t u a l fo rmat ion ("Opera wi thout Drama," I , 32). 
12 . . 

On t h i s i s s u e , see Robertson, p . 93; G i o r g i o F a l c o , " L . A. 
M u r a t o r i e i l p r e i l l u m i n i s m o , " i n La c u l t u r a i l l u m i n i s t i c a i n  
I t a l i a , ed. F u b i n i ( T o r i n o : Radio I t a l i a n a , 1957)» PP. 23-42; 
F u b i n i , Da l M u r a t o r i a l B a r e t t i , p . 3; and " R i f l e s s i 
c u l t u r a l ! e i d e o l o g i c i n e l l a p rosa d e l primo Se t t ecen to , 
(Ludbvico Antonio M u r a t o r i ) , " i n S e n s i b i l i t a e r a z i o n a l i t a  
n e l Se t t ecen to , ed. V i t t o r e Branca (Venez ia : Sanson i , 1967)» 
I , 278; and "Mura to r i e G r a v i n a , " i n L . A. M u r a t o r i e l a  
c u l t u r a contemporanea, p . 50; Renato T r a s p a d i n i , " i l p r e 
i l l u m i n i s m o l e t t e r a r i o i n L . A. M u r a t o r i , " i n L . A. M u r a t o r i  
e l a c u l t u r a contemporanea, p . 153; R u s c h i o n i , " P r e c o r r i m e n t i 
r o m a n t i c i n e l l a P e r f e t t a p o e s i a i t a l i a n a d i L . A. M u r a t o r i , " 
i n L . A. M u r a t o r i e l a c u l t u r a contemporanea, pp. 113* 120; 
and see a l s o her i n t r o d u c t i o n to M u r a t o r i , D e l l a p e r f e t t a  
p o e s i a , where she c l a ims t h a t , as w e l l as Romanticism, " i l 
M u r a t o r i c r i t i c o preannuncia i l Vico e l a c r i t i c a 
contemporanea" ( I , 24) . 

" ^ F u b i n i , Da l M u r a t o r i a l B a r e t t i , p . 16; and "Mura to r i e 
G r a v i n a , " p . 53; R u s c h i o n i , e d . , D e l l a p e r f e t t a p o e s i a , I , 
15. 
14 

For M u r a t o r i ' s c u l t u r a l fo rmat ion and c r i t i c a l method,- see 
h i s l e t t e r o f 10 November 1721 to Giovanni A r t i c o , Count o f 
P o r c i a , " In torno a l metodo segui to n e ' s u o i s t u d i , " ed. 
S o r b e l l i i n M u r a t o r i , S c r i t t i a u t o b i o g r a f i c i , pp. 29-71; 
A n d r e o l i , Saggio s u l l a mente,. Ch. i ; Roberto C e s s i , " L . A. 
M u r a t o r i e rUdi to e s t o r i c o , " i n Lodovico Antonio M u r a t o r i  
n e l secondo cen tenar io d e l l a morte (Roma: Accademia Naz iona le 
d e i L i n c e i , 1950), pp. 3-11; B e r t e l l i , Ch . i ; E z i o Raimondi , 
"Ragione ed e rud i z ione n e l l ' o p e r a d e l M u r a t o r i , " i n 
S e n s i b i l i t a e r a z i o n a l i t a , pp. 319-336; and " L a formazione 
c u l t u r a l e d e l M u r a t o r i : I I magis tero d e l B a c c h i n i , " i n L . A .  
M u r a t o r i e l a c u l t u r a contemporanea, pp. 3~23« 
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15 On M u r a t o r i ' s decorous and f a i r -minded p a r t i c i p a t i o n i n the 
q u e r e l l e , and i n the r e l a t e d Orsi -Bouhours con t rove r sy , see 
Gaetano R i g h i , " L ' i d e a e n c i c l o p e d i c a d e l sapere i n L . A. 
M u r a t o r i , " M i s c e l l a n e a d i s t u d i m u r a t o r i a n i (1933)i PP« 7 5 -
78; T o f f a n i n , A r c a d i a , Ch. x; V i t t o r i o L u g l i , " I I M u r a t o r i e 
l a ' P l a c i d a B a t t a g l i a ' contro Bouhours ," i n M i s c e l l a n e a d i  
s t u d i m u r a t o r i a n i (1951), PP- 135 - 4 1 ; , A n d r e o l i , " D i alcune 
r e l a z i o n i , " pp. 5 4 5 - 5 . 1 ; , F io renzo F o r t i , L . A. M u r a t o r i f r a  
a n t i c h i e moderni (Bologna: Z u f f i , 1953)' 
1 6 

I n the second p a r t o f h i s R i f l e s s i o n i sopra i l huon gusto 
he w r i t e s : "Vero e, c h ' e l l a [_la P o e s i a J n e l Seco l prossimo 
passato ha prodot to e c a t t i v i M a e s t r i , e p e g g i o r i e sempla r i . 
Ma da molto tempo quas i un lversa lmente , e almeno n e l l e nos t re 
C i t t a . p i u r i g u a r d e v o l i , veggiamo r e s t i t u i t o l ' o t t i m o Gusto 
n e l Poetare" (1708-15; r p t . Venez ia : Pezzana, 1768), P a r t I I , 
p . . 2 5 0 . 
1 7 

' I n s t i t u t i o n e s o r a t o r i a e , X , 2, 8. 
18 

D e l l a p e r f e t t a p o e s i a , Book I I I , p . 617. 
" ^ A n d r e o l i , " D i alcune r e l a z i o n i , " p . 6 4 7 . U n l i k e O r s i and 
the other I t a l i a n p a r t i c i p a n t s i n the Orsi -Bouhours c o n t r o 
v e r s y , M u r a t o r i r e t a i n e d a moderate and courteous a t t i t u d e 
towards the French, even p r a i s i n g French l i t e r a t u r e when he 
deemed i t j u s t i n h i s defence o f I t a l i a n l i t e r a t u r e and h i s 
study o f poe t ry . On M u r a t o r i ' s a t t i t u d e towards French poetry, 
see N. Jonard , " L a poes ie f r a n c a i s e dans l ' e s t h e t i q u e de L . 
A. M u r a t o r i , " Revue de L i t t e r a t u r e Comparee, 3 5 ( 1 9 6 1 ) , 5 6 6 -
8 2 , and the g e n e r a l l y favourable rev iew hy B i n n i , Rass.egna  
d e l l a L e t t e r a t u r a I t a l i a n a , 66 (I962), 351. 
20 . . 

On M u r a t o r i ' s concept o f a l i t e r a r y r e p u b l i c , see F o r l i n i , 
" I I M u r a t o r i l e t t e r a t o ; " A n d r e o l i , " L ' i d e a d e l l a Repubb l ica 
l e t t e r a r i a d ' l t a l i a , " i n Ne l mondo d i L . A. M u r a t o r i , pp. 
173-78* The d e s i r e f o r a u n i f i e d l i t e r a r y r e p u b l i c w i l l be 
echoed by other I t a l i a n l i t e r a t i throughout the cen tury , 
s t i l l repeated by Save r io B e t t i n e l l i as i t draws to a c l o s e . 

R i f l e s s i o n i sopra i l buoh gus to , P a r t I I , p . 251. 
22 

The f i r s t volume o f the R i f l e s s i o n i sopra i l buon gusto  
n e l l e s c i enze e n e l l ' a r t i was p u b l i s h e d i n 1708 under the 
pseudonym Lamindo P r i t a n i o . The second volume, i n c l u d i n g a 
r e p r i n t o f the f i r s t , was p u b l i s h e d i n 1715. Quotat ions i n 
the t e x t are taken from the I766 e d i t i o n p u b l i s h e d i n Venice 
by Pezzana, i n c o r p o r a t i n g volumes I and I I . i n a s i n g l e 
tome. 
23 . 

^ " N o i per buon Gusto mtendiamo i l conoscere ed i l po te r 
g i u d i c a r e c i o , che s i a d i f e t t o s o , o impe r f e t t o , o mediocre 
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n e l l e Sc ienze e n e l l ' A r t i , per guardarsene: e c i o che s i a i l 
meg l io , e i l p e r f e t t o , per s e g u i r l o a t u t t o p o t e r e . " 
( R i f l e s s i o n i sopra i l huon gus to , Pa r t I , p . 1 1 3 ) ' On the 
R i f l e s s i o n i and M u r a t o r i ' s concept of huon gusto , see R i g h i , 
L ' i d e a e n c i c l o p e d i c a ; " F a l c o , " I I pens ie ro c i v i l e d i Lodovico 
Antonio M u r a t o r i , " i n Lodovico Antonio M u r a t o r i n e l secondo  
cen tenar io d e l l a morte, pp. 1 2 - 1 9 ; F u b i n i , Dal M u r a t o r i a l  
B a r e t t i , pp. 1 - 3 0 . 

24 
The c r i t i c a l l i t e r a t u r e on the concept of buon gusto i s 

ex t ens ive ; I l i s t here only r e p r e s e n t a t i v e examples o f the 
more a u t h o r i t a t i v e works on the sub jec t : Benedetto Croce , 
E s t e t i c a come s c i e n z a d e l l ' e s p r e s s i o n e e l i n g u i s t i c a generale 
( B a r i : L a t e r z a , 1958). PP- 206-11 and 2 1 7 - 2 0 ; Sant ino ~ 
Caramel l a , S t o r i a d e l pens ie ro e s t e t i c o e d e l gusto l e t t e r a r i o  
i n I t a l i a ' r ( N a p o l i : P e r e l l a , | 1924-25 1); A l b e r t o Mocchino, I I 
gusto l e t t e r a r i o e l e t e o r i e e s t e t i c h e i n I t a l i a (Mi l ano : 
Mondadori , 1 9 2 4 ) ; Ada R u s c h i o n i , Sommario d i s t o r i a d e l l a  
e s t e t i c a l e t t e r a r i a ' ( M i l a n o : M a r z o r a t i , 1 9 5 2 ) ; V i t t o r i o 
Math ieu , " L a s e n s i b i l i t a d e l l ' u n i v e r s a l e n e l Se t tecento 
(Gusto e senso m o r a l e ) , " i n Rappresentazione a r t i s t i c a e  
rappresentaz ione s c i e n t i f i c a n e l Secolo d e i l u m i , ed. V i t t o r e 
Branca ( F i r e n z e : Sanson i , 1 9 7 0 ) , pp. 6 1 - 8 5 . For the i d e a o f 
t a s t e i n France , see Wladyslaw F o l k i e r s k i , Ent re l e c l a s s i c i s m e  
et l e romantisme ( P a r i s : Champion, 1 9 2 5 ) , pp. 35-68 and 3 6 7 -
74; W. G~! S a i s s e l i n , Taste i n E igh teen th -Century France 
(Syracuse: Syracuse U n i v e r s i t y P res s , 196371 and see a l so the 
comprehensive b i b l i o g r a p h y by Alexandre C io ranescu , 
B i b l i o g r a p h i e de l a l i t t e r a t u r e f r anca i s e du d i x - h u i t i e m e 
s i e c l e (Par i s : Centre N a t i o n a l de l a Recherche S c i e n t i f i q u e , 
1969) I , 1 1 9 - 2 0 . , For England, see Wal te r Jackson Bate , From  
C l a s s i c to Romantic: Premises o f Taste i n E igh teen th-Century  
England (Cambridge, M a s s . : Harvard U n i v e r s i t y P r e s s , 1946); 
Hannelore K l e i n , There i s no D i s p u t i n g about Taste : '"' • • 
Untersuchungen* zum E n g l i s c h e n Gesmacksbegri f f im Achzehnten  
Jahrhundert (Munster: Aschendorff , 1 9 6 7 ) ; L i a F o r m i g a r i , 
L ' e s t e t i c a d e l gusto n e l Se t tecento i n g l e s e ( F i r e n z e : Sanson i , 
1962). 
2 5 

^ R i f l e s s i o n i sopra i l buon gus to , Pa r t I , pp. 1 2 7 , 1 3 2 , 1 5 1 -
5 4 . 
2 6 

R i f l e s s i o n i sopra i l buon gus to , P a r t I , pp. 1 6 2 - 6 3 . 

27 
' D e l i a p e r f e t t a p o e s i a i t a l i a n a , 2 v o l s . (Modena: S o l i a n i , 

1 7 0 6 ) . Quota t ions are taken from the 2-volume e d i t i o n o f 
1 9 7 1 prepared by Ada R u s c h i o n i . M u r a t o r i c i r c u l a t e d the r, 
manuscr ipt among h i s f r i e n d s before having the t r e a t i s e pub
l i s h e d i n 1 7 0 6 . I n the p u b l i s h e d e d i t i o n he i nco rpo ra t ed 
on ly a few o f the changes suggested by l i t e r a r y c o l l e a g u e s . 
The o r i g i n a l v e r s i o n i s i n the A r c h i v i o S o l i - M u r a t o r i at 
Modena. See A n d r e o l i , Saggio s u l l a mente, Ch. v (pp. 
3 -5 ) . 
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Saggio s u l l a mente, Ch. v (p. 5); F o r l i n i , p . 656. 
2 9 D e l l a p e r f e t t a p o e s i a , I , 49. On 15 J u l y 1701 M u r a t o r i 
wrote to Zeno: "Ne ho persona f r a ' n o s t r i , che m 'abh ia f a t t a 
l a s t r ada . L ' o p e r a d e l s i g . Crescimbeni e d i v e r s a d a l l a mia ; 
a n z i i o v o ' s u p p o r r e , e non c o p i a r e , quanto han pr ima d i me 
l a v o r a t o g l i a l t r i " ( E p i s t o l a r i o , I I , 517). A few years 
l a t e r M u r a t o r i undertook another study o f poe t ry , once aga in 
a t tempt ing to put i n t o p r a c t i c e h i s i d e a l s o f l i t e r a r y c r i t 
i c i s m i n the a n a l y s i s o f a s i n g l e work of poe t ry . I n 1711 
he r e - e d i t e d the Tassoni e d i t i o n of the Rime o f P e t r a r c h , 
adding h i s own obse rva t i ons . The work was p u b l i s h e d as Le  
rime d i Francesco P e t r a r c a , r i s c o n t r a t e co i t e s t i a penna  
d e l l ' o r i g i n a l e d 'esse poeta . S'aggiungono l e c o n s i d e r a z i o n i  
r i v e d u t e e ampl ia te d 'Alessandro Tasson i , l e anno taz ion i d i  
Girolamo Muz io , e l e o s s e r v a z i o n i d i Lodovico Antonio  
M u r a t o r i (Modena: S o l i a n i , 1711). : 

30 
J The s e l e c t i o n r e v e a l s h i s d i s l i k e f o r the excesses o f 
marinismo, tempered by an a t t r a c t i o n f o r the more moderate 
forms o f baroque p o e t r y . 
^ 1 D a l M u r a t o r i a l B a r e t t i , p . 10. 

- ^ " [ l ] n quanto e Ar t e i m i t a t r i c e , componi t r i ce d i Poemi, ha 
per f i n e i l d i l e t t a r e ; i n quanto e Ar t e subord ina ta a l i a 
F i l o s o f i a Mora l e , o P o l i t i c a , ha per f i n e i l g iova re a l t r u i " 
( D e l l a p e r f e t t a p o e s i a , I , 82) . For a d i s c u s s i o n o f t h i s 
concept i n M u r a t o r i , see F u b i n i , Da l M u r a t o r i a l B a r e t t i , 
pp. 57-68; R u s c h i o n i , " P r e c o r r i m e n t i r o m a n t i c i , " pp. 116-
22. 

- ^ " S i c c h e i l pross imo, immediato, ed e s s e n z i a l f i n e d e ' P o e t i 
e i l d i l e t t a r e ; i l secondario e i l giovane [ s i c ] a i l o r o 
a s c o l t a n t i , e L e t t o r i " ( D e l l a p e r f e t t a p o e s i a , I I , 547). 

^ D a l M u r a t o r i a l B a r e t t i , pp. 58-59. 

^ D e l l a p e r f e t t a p o e s i a , I I , 5^7-48. Accord ing to A n d r e o l i , 
M u r a t o r i seems to gl impse the i n t r i n s i c independence o f the 
p o e t i c va lue from the moral va lue but , unable to break away 
from the s t e r i l e concepts o f the t r a d i t i o n a l a e s t h e t i c s o f 
h i s t ime , he r e t u rn s to the concept o f the dual ends o f a r t . 
(Saggio s u l l a mente d e l M u r a t o r i , Ch. v , - [ p p . 47 - 4 8 ] ) . 

?6 
J However, M u r a t o r i i n s i s t s tha t the p leasure p r o f e r r e d , 
though i t may not g ive p r o f i t , must a t l e a s t not cause harm 
( D e l i a p e r f e t t a p o e s i a , I I , 5̂ +8). 
37 . . . 
v ' F u b i n i c l a ims t ha t M u r a t o r i gave these c o n s i d e r a t i o n s a 
new emphasis and importance ( "Mura to r i e G r a v i n a , " p . 5^)-
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J D e l i a p e r f e t t a p o e s i a , I , 179. 

• ^ D e l l a p e r f e t t a p o e s i a , I , 96-101. I n the R i f l e s s i o n i sopra  
i l buon gusto he def ines Beauty as " t u t t o c i 6 , che ha o r d i n e , 
e p ropo rz ione , e f a p e r f e t t e l e cose n e l genere l o r o , e pud 
i n d u r r e p e r f e z i o n e , e b e a t i t u d i n e onesta ne l l 'Uomo" (Par t I I , 
p . 275). 
40 . 

As R u s c h i o m notes , m making o f p o e t i c c r e a t i o n not an 
e x t r a o r d i n a r y and r a t i o n a l l y unexp la inab le f a c t , but a p u r e l y 
n a t u r a l phenomenon, M u r a t o r i departs from P l a t o n i c thought . 
M u r a t o r i * s e s t ro or furore p o e t i c o i s not d i v i n e l y i n s p i r e d , 
but a p u r e l y human impulse awakened by human pass ions (see 
" P r e c o r r i m e n t i r o m a n t i c i , " pp. 123-25). Furthermore, the 
c r e a t i v e e s t ro must be r e k i n d l e d by the poet through the 
study o f e x c e l l e n t poe t ry ( D e l l a p e r f e t t a p o e s i a , I I , 680). 

41 . . 
"Diciamo pe r t an to , che i l B e l l o p r e c i s o d e l l a P o e s i a : 

c o n s i s t e n e l l a N o v i t a , e n e l M a r a v i g l i o s o , che s p i r a d a l l e 
Ve r i t a . rappresenta te d a i Poeta" ( D e l i a p e r f e t t a p o e s i a , I , 
106). 
4? 

D e l i a p e r f e t t a p o e s i a , I , 115 and 207-8. 
43 

-^"Ne gia. sono a l t r a cosa l e F igu re O r a t o r i e , e Poe t i che , 
. . . se non i l l i n g u a g g i o na tu ra l e d i q u e s t i a f f e t t i i n n o i 
r i s v e g l i a t i . Senza ques ta i n t e r n a a g i t a z i o n e sarebbono 
i n v e r i s i m i l i , e poco loda te l e sopradet te f i g u r e " ( D e l l a  
p e r f e t t a p o e s i a , I , 220). 
44 

M u r a t o r i devotes s e v e r a l chapters o f the P e r f e t t a p o e s i a 
to a d i s c u s s i o n of f a n t a s i a , and f o r t y years l a t e r he was to 
compose a t r e a t i s e on the sub j ec t : D e l l a f o r z a d e l l a f a n t a s i a  
umana (Venez ia : P a s q u a l i , 1740). Rusch ion i suggests tha t 
M u r a t o r i must have cons idered t h i s p o e t i c f a c u l t y worthy o f 
the g rea t e s t a t t e n t i o n and t h e o r e t i c a l r e - e v a l u a t i o n i f he 
was drawn back to i t years a f t e r he had put as ide l i t e r a r y 
s p e c u l a t i o n (see the I n t r o d u c t i o n to her e d i t i o n o f the 
P e r f e t t a p o e s i a , I , 15). For a d i s c u s s i o n o f M u r a t o r i ' s 
concept o f f a n t a s i a , see M a r i a B e r t o l a n i d e l R i o , " F a n t a s i a , 
d e l i r i o e p a z z i a n e l concet to d i L . A. M u r a t o r i , " i n 
M i s c e l l a n e a d i s t u d i m u r a t o r i a n i (1951), pp. 190-92; F o r t i , 
" L . A. M u r a t o r i e l a p o e t i c a d e l l a m e r a v i g l i a , " i n L . A.  
M u r a t o r i f r a a n t i c h i e moderni , pp. 189-225; R u s c h i o n i , 
" P r e c o r r i m e n t i r o m a n t i c i , " pp. 122-36. 
45 . . . 

Rober tson, pp. 93-94; F u b i n i , Dal M u r a t o r i a l B a r e t t i , p . 
16; R u s c h i o n i , " P r e c o r r i m e n t i r o m a n t i c i , " p . 125. That a 
r e l a t i o n e x i s t e d between poe t ry and i m a g i n a t i o n was a common
p lace t o p i c among the c r i t i c s o f the Counter -Reformat ion . 
The n e o - p l a t o n i s t Francesco P a t r i z i da Cherso, f o r i n s t a n c e , 
s t r e s sed the re levance o f the i m a g i n a t i o n as one o f the b a s i c 
components o f p o e t i c c r e a t i o n (see the I n t r o d u c t i o n by 
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A g u z z i - B a r b a g l i to P a t r i z i ' s D e l i a p o e t i c a , I , x i v - x v ) . 
The r e l a t i o n s h i p was a l so i n d i c a t e d by Bacon, Hobbes and 
P a l l a v i c i n o (Robers ton, p . 9*0 • Among M u r a t o r i ' s own contem
p o r a r i e s , C a m i l l o E t t o r i had t i m i d l y proposed the c r e a t i v e 
f u n c t i o n o f the i m a g i n a t i o n i n h i s t r e a t i s e I I buon gusto  
ne'componimenti r e t o r i c i p u b l i s h e d i n I696. I n 1706, the 
year i n which M u r a t o r i ' s D e l i a p e r f e t t a p o e s i a was p u b l i s h e d , 
Tommaso Ceva ' s study Memorie d i alcune v i r t u d e l s ignor Conte  
Francesco De Lemene con alcune r i f l e s s i o n i s u l l e sue poes ie 
a l so appeared. I n t h i s work Ceva presents p o e t i c i m i t a t i o n 
as the "specchio m e r a v i g l i o s o d e l l a n o s t r ' a n i m a " , and p o i n t s 
out the f u n c t i o n o f i m a g i n a t i o n i n p o e t i c c r e a t i o n , a f u n c t i o n 
which he sees, neve r the l e s s , as be ing i n f e r i o r to t ha t o f the 
i n t e l l e c t . I n a phrase which became famous, Ceva s t a t e s tha t 
poe t ry "pu6 quas i ch iamars i sogno, che s i f a i n presenza 
d e l l a r ag ione" (quoted by Domenico C o n s o l i , R e a l t a e f a n t a s i a  
n e l c l a s s i c i s m o d i G i a n Vincenzo Grav ina [ M i l a n o : B i e t t i , 
1970J, p . 13). Both E t t o r i and Ceva, l i k e M u r a t o r i , i n s i s t 
t ha t the i m a g i n a t i o n must be h e l d i n check by reason ( C o n s o l i , 
pp. 9-13)' M u r a t o r i , however, i s much more a s s e r t i v e and 
l e s s e q u i v o c a l than E t t o r i and Ceva i n h i s i n s i s t e n c e on the 
importance o f the i m a g i n a t i o n : "For the f i r s t time i n 
European a e s t h e t i c s , he [ M u r a t o r i ] e s t a b l i s h e d i n unambiguous 
terms the i m a g i n a t i o n as the e s s e n t i a l f a c t o r i n a r t i s t i c 
c r e a t i o n " (Rober tson, p . 9*0. 
46 . 

B i n n i notes tha t m h i s d i s c u s s i o n o f f a n t a s i a , M u r a t o r i 
takes up the same l i t e r a r y terms i n vogue i n the seventeenth 
cen tu ry : ingegno ( i n t e l l e c t and w i t ) , and m e r a v i g l i a (the , 
m a r v e l l o u s ) , hut adds a new dimension to the concepts ( " I I 
S e t t e c e n t o , " p . 35*0. O n M u r a t o r i ' s an t i -mar in i smo , see 
M o n c a l l e r o , "Ant i secent i smo e c l a s s i c i s m o n e l M u r a t o r i , " i n 
L ' A r c a d i a , pp. 147-72. 
47'' 

D e l i a p e r f e t t a p o e s i a , I I , 5°9 -71 . M u r a t o r i ' s statement i s 
ye t another i n d i c a t i o n o f the p o p u l a r i t y enjoyed, by opera at 
the beg inn ing o f the e igh teen th cen tu ry . 
48 

D e l l a p e r f e t t a p o e s i a , I I , 571-
^ D e l l a p e r f e t t a p o e s i a , I I , 581. 

5 ° D e l l a p e r f e t t a p o e s i a , I I , 573-
51 
^ D e l l a p e r f e t t a p o e s i a , I I , 580-81. However M u r a t o r i would 
not ob jec t to the use o f the chorus accompanied by music i n 
spoken t ragedy (he b e l i e v e d tha t t h i s was the custom i n 
anc ien t drama), as the f u n c t i o n of the chorus i s not to 
dep i c t a c t i o n : "siccome ne ' tempi a n t i c h i l a Tragedia non 
isdegnb l a compagnia d e l l a M u s i c a , c o s i credo i o , che o g g i d i 
pure assa i ss imo piacerebbe ques ta medesima unione , se a l l e 
Tragedie r e c i t a t e senza Canto s i congiungessero i C o r i , che 
da v a l e n t i M u s i c i fossero p o i c a n t a t i " ( D e l l a p e r f e t t a p o e s i a , 
I I , 589). 
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D e l l a p e r f e t t a poes ia , . I I , 576. 

^ D e l l a p e r f e t t a p o e s i a , I I , 581. I n t h i s passage M u r a t o r i 
co in s the exp re s s ion "mor i r cantando" used throughout the 
e igh teen th century to denote the i m p l a u s i b i l i t y of opera. 
5 4 

"Almeno pero usassero e g l i n o l ' A z i o n n a t u r a l e . Ma ques ta 
ancora v i e n da l o r d i s p r e g i a t a , mi randos i tante v o l t e q u e s t i 
v i r t u o s i I s t r i o n i con i s c o n c i a l i b e r t a f a r m i l l e - b a g a t t e l l e i n 
p a l c o , quando i l suggetto d e l l a F a v o l a , e i l r i s p e t t o dovuto 
a g l i u d i t o r i chiederehbe g r a v i t a ( D e l i a p e r f e t t a p o e s i a , 
I I , 580). 
55 
-^"Ne pur v e r i s i m i l e e i n q u e s t i Drammi spesse v o l t e que l 
non r i c o n o s c e r s i . . . un f i g l i u o l o , una s o r e l l a , una mog l i e , 
solamente perch*esso ha cangia to p a n n i . . . . Credo a l t r e s l , 
che troppo non p a i a p r o b a b i l e . . . che t a n t i P r i n c i p i . . . 
r i n u n z i n o a l legramente per cag ion d*Amore a l Regno, o ce rch ino 
d i s a z i a r c o l l a morte l o r o l a c r u d e l t a d e l l e Donne. Io non 
so veramente, se ne ' tempi a n t i c h i s ignoreggiasse un t a l 
costume. So bene, che a ' g i o r n i n o s t r i i P r i n c i p i , e i 
Monarch! , a n z i t u t t i g l i Amanti con mol ta cu ra s i guardano 
da somig l i an t e fu ro re , o mania. . . . Ne pure e molto da 
commendarsi I ' u s o cos tante de'Drammi d i cang ia r l e Scene. . . , 
Che se vo less imo . . . potremmo cons idera re i m o l t i s s i m i , e 
s c o n c i i n v e r i s i m i l i . . . da che v i ebbero luogo g l i E q u i v o c h i 
d e ' R i t r a t t i , d e l l e L e t t e r e , de g l i A b i t i , d e l l e Spade, e a l t r e 
s i f a t t e cose" ( D e l i a p e r f e t t a p o e s i a , I I , 584-85). 
- ^ D e l l a p e r f e t t a p o e s i a , I I , 577- 78. 

57 
- " D e l i a p e r f e t t a p o e s i a , I I , 586. 

- ^ D e l l a p e r f e t t a p o e s i a , I I , 578-•79. 
59 
- ^ D e l l a p e r f e t t a p o e s i a , I I , 571-•72. 

^ ° D e l l a p e r f e t t a p o e s i a , I I , 586. Thus, a l ready i n 1699 he 
had attempted to encourage Zeno to t u r n from the l i b r e t t o to 
the w r i t i n g o f r e g u l a r t ragedy. I n a l e t t e r addressed to 
Zeno on 20 May 1699 M u r a t o r i p r a i s e d Zeno 's opera Faramondo 
i n the f o l l o w i n g terms: " I I Faramondo e un Drama s q u i s i t o , e 
benche s i a d i f f i c i l e s e r v i r e a ' M u s i c i , a l i a b r e v i t a , e a 
m i l l ' a l t r i i n t o p p i , che non anno i F r a n z e s i , e l l ' h a saputo 
sodd i s fa re a l i a P o e s i a , e a l T e a t r o . " But he then adds: 
" V o r r e i c h ' E l l a prendesse a f a r un drama, o una t r a g e d i a 
senza o b b l i g a z i o n e d i Tea t ro , e so che farebbe pure un b e l 
p a r t o . A l l o r a s i potrebbero con maggior comodita a i u t a r 
g l ' i n t r e c c j , che t a l o r a sono a f f o g a t i d a l l a n e c e s s i t a d i 
dover esser breve e p e r c i d sono i n v e r i s i m i l i i n qualche 
pa r t e" ( E p i s t o l a r i o , I I , 394-95). 

D e l l a p e r f e t t a p o e s i a , I , 138. 
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62 

D e l i a p e r f e t t a p o e s i a , I I , 5*J"9-50. 
^ D e l l a p e r f e t t a p o e s i a , I I , 587-88. Rusch ion i argues tha t 
M u r a t o r i ' s p roposa l f o r b r i n g i n g poe t ry to the people ("In 
f i n e i l Poeta dee p a r l a r c o l popolo , e non co ' s o l i 
P e r i p a t e t i c i , e f a r s i per quanto s i pud in tendere senza l e 
Chiose a l t r u i " [ i , 412J) represen ts an a t t i t u d e which i n 
i t s e l f i s a l ready romantic r a t h e r than En l igh tened 
( " P r e c o r r i m e n t i r o m a n t i c i , " p . 122). I t i s c e r t a i n l y pos
s i b l e to see pre- romant ic tendencies i n M u r a t o r i ' s popular 
concept o f poe t ry , but h i s i n s i s t e n c e on the e d i f y i n g d i d a c t i c 
content of such poe t ry must be cons idered as more t y p i c a l o f 
the p o s i t i o n of the Enl ightenment . 
64 

D e l l a p e r f e t t a p o e s i a , I I , 588. 
-^Robertson, p . 90. 

Dal M u r a t o r i a l B a r e t t i , pp. 14-15. 
67 

[ i ] P o e t i non possono comporre cosa p e r f e t t a i n genere d i 
Traged ia , tessendo s i f a t t i Drammi" ( D e l i a p e r f e t t a p o e s i a , 
I I , 578). 
68 

D e l l a p e r f e t t a p o e s i a , I I , 572. 
y D e l l a p e r f e t t a p o e s i a , I I , 586. 

70 . . . . 
' "Se s i misurano queste lmmagmarie Tragedie con l e ve re , 
non v ' h a f r a l o r o s i m i g l i a n z a veruna" ( D e l i a "perfet ta p o e s i a , 
I I , 578). The emphasis i s mine. 
71 
' " [ i ] moderni Drammi, c o n s i d e r a t i i n genere d i P o e s i a 
r a p p r e s e n t a t i v a , e d i Tragedia , sono un mostro, e un 'unione 
d i m i l l e i n v e r i s i m i l i " ( D e l l a p e r f e t t a p o e s i a , I I , 585). 
72 
' Ma per v e r i t a ' i o non so dar t o r t o a l i a p re tens ione d i t a l 
gente, po iche , se ne'Drammi s i s t u d i a solamente, o almeno 
p r inc ipa lmen te i l d i l e t t o ; d e l l a M u s i c a , r a g i o n v u o l e , che i l 
Poeta prendendo a c o m p o r l i , componga secondo i l gus to , e i l 
bisogno d e l l a M u s i c a , non secondo i l suo t a l e n t o , ed ingegno; 
e c h i e g l i se rva , non comandi" ( D e l l a p e r f e t t a p o e s i a , I I , 
577-78). 
73 
'^"Sarebbe d'uopo . . . s e r v i r e c o l l e p a r o l e , e c o ' v e r s i 
a l i a M u s i c a , g iacche i n s i f a t t i componimenti essa 
p r i nc ipa lmen te s i c e r c a , e s ' apprezza" ( D e l i a p e r f e t t a p o e s i a , 
I I , 588). 
" ^ D e l l a p e r f e t t a p o e s i a , I I , 588-89. 

•^Robertson, p . 90. G a l l e t t i c l a ims tha t " n e l l a c r i t i c a 
d e l l a P e r f e t t a p o e s i a sono con tenu t i i n germe i d i v e r s i 
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a w i a m e n t i e l e c o r r e n t i che s i designeranno p o i n e l l a 
produzione t r a g i c a i t a l i a n a " (p. 29). 
76 . . . 

Teatro i t a l i a n o o s i a s c e l t a d i t r aged ie per uso d e l l a 
scena, 3 v o l s . (Verona: V a l l a r s i , 1 7 2 3 -25) . 
77 
' ' Z e n o , f o r example, asked M u r a t o r i fo r h i s o p i n i o n on h i s 
drama Aminta , o f which he wrote to M u r a t o r i i n the f o l l o w i n g 
terms: "Io des idero d i r i d u r l a a q u e l l ' u l t i m o compimento 
che posso; ma pr ima mi sarebbe caro e p r o f i t t e v o l e l ' a v e r n e 
i l maturo parere d i V. S. I l l m a . , pregandola ad a w i s a r m i 
senza veruno scrupolo c i o che l e sembri d i f e t t u o s o e manche-
v o l e , s i n e l v i l u p p o , s i n e l l o s t i l e ; a f f i nche r iformando 
q u e l l a mia debolezza con. ,1a gu ida d e l suo purga t i s s imo 
in tendimento , i o possa con men d i rossore f a r l a un d i 
comparire" ( L e t t e r dated 12 March 1 7 0 1 , L e t t e r e d i Apos to lo  
Zeno [Venez i a : Sanson i , I 7 8 5 ] , I , 1 0 6 ) . G i z a o t t o notes tha t 
Giuseppe R i v a sent M u r a t o r i , at the p o e t ' s reques t , cop ies 
o f M e t a s t a s i o ' s l i b r e t t i as they were p u b l i s h e d , "per averne 
un g i u d i z i o vivamente des ide ra to" (Poes ia melodrammatica, 
p . 2 7 n ) . 

" ^ D e l l a p e r f e t t a p o e s i a , I I , 5 8 6 . 

79 
' ^ M u r a t o r i requested h i s f r i e n d Giuseppe R i v a to keep him 
w e l l - i n f o r m e d o f the a c t i v i t i e s o f Metas t a s io i n Vienna . 
For a sample o f M u r a t o r i ' s o p i n i o n o f the I m p e r i a l poet , see 
h i s l e t t e r to R i v a on the subjec t o f La clemenza d i T i t o : 
"Per conto d e l l ' u l t i m a opera d e l s ignor M e t a s t a s i o , a l quale 
sempre l a prego d i por ta re i m i e i r i s p e t t i , l e d ico che v ' h a 
d e l l e cose m i r a b i l i e che fan conoscere un ' ingegno s t r a o r d i -
n a r i o . Quel c a r a t t e r e d i T i t o , e i suo i sen t iment i 
r a p i s c o n o . " M u r a t o r i goes on to p o i n t out what he cons idered 
to be f a u l t s i n the drama, namely the use o f d i s g u i s e s . How
ever , he immedia te ly tempers t h i s negat ive judgement w i t h the 
remark: "Ma questo non iscema l a b e l l e z z a d e l componimento, 
e f a solo vedere un ' ingegno i n v e n t i v o . . . . I n somma l a 
conc lus ione s i e, che i o non conosco o g g i d i poeta , che possa 
pretendere uguag l i anza con co tes to f e l i c i s s i m o ingegno ." 
( L e t t e r dated 2 7 January 1 7 3 5 , E p i s t o l a r i o , V I I I , 3 3 9 7 - 9 8 ) . 
M u r a t o r i a l so expressed an i n t e r e s t i n M e t a s t a s i o ' s c r i t i c a l 
w r i t i n g s . I n a l e t t e r to Domenico B r i c h i e r i Colombi i n 
Vienna , he wrote: " F a c c i a animo a l s ignor abate Metas t a s io 
perche p u b b l i c h i l a t r a d o t t a p o e t i c a d ' O r a z i o . D a l l e sue 
mani non pud v e n i r e se non cosa p e r f e t t a " ( L e t t e r dated 9 
August 1 7 4 6 , E p i s t o l a r i o , X I , 4 9 7 0 ) . 
8 0 G i a z o t t o , pp. 2 6 - 2 7 . 
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Notes to Grav ina 

"""For a "biography o f Grav ina (1664-1718), see G i u l i o N a t a l i , 
"G . V. Grav ina l e t t e r a t o , " i n G r a v i n a , La r a g i o n p o e t i c a , ed. 
N a t a l i , 2nd ed. (1920; r p t . Lanc iano : Carabba, 1933); 
F e r r u c c i o U l i v i , "Gian Vincenzo G r a v i n a , " i n L e t t e r a t u r a  
i t a l i a n a : I M i n o r i , I I I (Mi l ano : M a r z o r a t i , 1961), 1827-30. 

For G r a v i n a ' s v iew o f the schism i n A r c a d i a , see h i s anony
mous l e t t e r D e l l a d i v i s i o n d ' A r c a d i a : L e t t e r a ad un amico, 
ed. Amedo Quondam i n S c r i t t i c r i t i c i e t e o r i c i ( B a r i i 
L a t e r z a , 1973), PP- ^69-77, and h i s l a t e r l e t t e r to M a f f e i , 
D e l l a d i v i s i o n d ' A r c a d i a (ed. Quondam, pp. 479-90). On 
Grav ina and the schism, see a l so Quondam's note to t h i s e d i 
t i o n , pp. 598-603. 

•̂ On the p o s i t i o n o f Grav ina as a c r i t i c , see N a t a l i , "G. V. 
G r a v i n a l e t t e r a t o , " pp. 3^-36; M o n c a l l e r o , L ' A r c a d i a , pp. 
122-23, 1^5; F e r r u c c i o U l i v i , "La c u l t u r a d e l primo Se t tecento 
e G. V . G r a v i n a , " i n Settecento. n e o c l a s s i c o ( P i s a : N i s t r i -
L i s c h i , 1957), pp. 13-69; and "G . V. Grav ina e l ' e s t e t i c a 
n e o c l a s s i c a , " Almanacco ca l ab re se , 20-21 (1970-71), 65-73; 
B i n n i , " I I S e t t e c e n t o , " p . 369; Quondam, C u l t u r a e i d e o l o g i a  
d i Gianvincenzo Grav ina (Mi l ano : M u r s i a , 1968); p . 364; and 
see the r ev i ew by L u c i o F e l i c i , Rassegna d e l l a L e t t e r a t u r a  
I t a l i a n a , 7^ (1970), 196-98; G iusepp ina Romagnol i -Robuschi , 
" I I Grav ina t r a T i t o L i v i o e V i t t o r i o A l f i e r i , " Aevum, 44 
(1970), 116- 51->'. and see the r ev i ew by Quondam i n Rassegna  
d e l l a L e t t e r a t u r a I t a l i a n a , 7L (1970), 510-11; Domenico 
C o n s o l i , R e a l t a e f a n t a s i a n e l c l a s s i c i s m o d i Gian Vincenzo  
G r a v i n a , p~! 3^1 and see the r ev iew by Quondam, Rassegna d e l l a  
L e t t e r a t u r a I t a l i a n a , 7L (1970), 508-10; Antonio Tes ta , 
" L ' e s t e t i c a c a r t e s i a n a d i Grav ina e l a t e o l o g i a p l a t o n i c a d i 
V i c o , " Sigma, No. 28 (Sept . 197D, 37-66; S a l v a t o r e B a t t a g l i a , 
" L a c r i t i c a c l a s s i c i s t a d i Vincenzo G r a v i n a , " F i l o l o g i a e  
l e t t e r a t u r a , 17 (197D, 445-47. 
4 

Benedetto Croce , " L ' e s t e t i c a d e l G r a v i n a , " m Problemi  
d ' e s t e t i c a , 6th ed. (1910; r p t . B a r i : L a t e r z a , I966) , p . 363; 
Sant ino Caramel l a , " L ' e s t e t i c a i t a l i a n a d a l l ' A r c a d i a 
a l l ' I l l u m i n i s m o , " i n Momenti e problemi d i s t o r i a  
d e l l ' e s t e t i c a , I I (Mi l ano : M a r z o r a t i , 1959), 878; B a t t a g l i a , 
" L a c r i t i c a c l a s s i c i s t a d i V. G r a v i n a , " p . 437; Mario F u b i n i , 
"Genesi e s t o r i a d e i gener i l e t t e r a r i , " i n C r i t i c a e p o e s i a , 
3rd ed. (1956; r p t . Roma: B o n a c c i , 1973), pp. 157, 159-
- ' D e l i a t r a g e d i a , i n G r a v i n a , S c r i t t i c r i t i c i e t e o r i c i , ed. 
Quondam, pp. 581-88. 

Regolamento d e g l i s t u d i d i n o b i l e e v a l e r o s a donna, i n 
S c r i t t i c r i t i c i e t e o r i c i , pp. 180-81. 
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7 

Grav ina r e j e c t e d the i d e a "che possa c r e a r s i n e l l ' a r t i 
l i h e r a l i cosa d i buono che non t i r i l a sua o r i g i n e d a i G r e c i , 
che sono s t a t i s o l i e p r i m i a d e f i n i r e i l vero punto d e l 
na tu ra l e ed a contemperarlo i n g i u s t a misura c o l l ' a r t e , d a i 
qua l punto per n e c e s s i t y s i d i l u n g a chiunque d a l l ' e s e m p i o 
l o r o s i d i p a r t e " (Regolamento d e g l i s t u d i , p . 181). 
8 B i n n i , " I I S e t t e c e n t o , " p . 368. 
9 

On G r a v i n a ' s tendencies toward the Enl ightenment see 
Benedetto Croce , "G . V. Grav ina '1 * i l l u m i n a n t e • , " i n Nuovi 
saggi s u l l a l e t t e r a t u r a i t a l i a n a d e l S e i c e n t o , 2nd ed. (1910; 
r p t . BariV: - L a t e r z a , 1949), pp. 352-57; N i c o l a B a d a l o n i , 
In t roduz ione a G. B. V i c o (Mi l ano : F e l t r i n e l l i , I96I), pp. 
235-265; Quondam, C u l t u r a e i d e o l o g i a ; and "Addenda 
g r a v i n i a n a : I P r o l o g h i i n e d i t i a l l e Tragedie con alcune 
p s s e r v a s i o n i " s u l l a ' v i s i o n e t r a g i c a ' d e l l e s t e s s e , " F i l o l o g i a  
e L e t t e r a t u r a , 16 (1970), 226-320; and F i l o s o f i a d e l l a l u c e  
e l u m i n o s i n e l l e egloghe d e l Grav ina ( N a p o l i : Guida , 1970). 
10 

Quota t ions are taken from the e d i t i o n i n S c r i t t i c r i t i c i e  
t e o r i c i , ed. Quondam, pp. 195-327. 
11 . 

D e l l a r a g i o n p o e t i c a , pp. 199-200. 
12 

The D e l l a r a g i o n p o e t i c a was p u b l i s h e d i n Rome"in 1708. 
The f i r s t book comprises the e a r l i e r work D e l l e an t i che f a v o l e 
wi thou t s u b s t a n t i a l m o d i f i c a t i o n , apar t from.the a d d i t i o n o f 
c h . x x x i - x l i v on the I t a l i a n poets w r i t i n g i n L a t i n i n the 
f i f t e e n t h and s i x t e e n t h c e n t u r i e s (see Quondam, e d . r S c r i t t i  
c r i t i c i , pp. 631-32n , .and 646-58n). 
13 

-^Della r a g i o n p o e t i c a , p . 199-
14 

See F u b i n i , C r i t i c a e p o e s i a , ppi. 263 f f . 
15 . . 

-^Della r a g i o n p o e t i c a , pp. 199-203. Grav ina s t a t e s : "Pe rc io 
i l poe ta conseguisce t u t t o i l suo f i n e per opera d e l 
v e r i s i m i l e e d e l l a na tu ra l e e minuta espress ione : perche l a 
mente, a s t r aendos i d a i ve ro , : s ' immerge n e l f i n t o e s ' o r d i s c e 
un m i r a b i l e incan to d i f a n t a s i a " (p. 202). 
16 

"Ma per r i d u r c i a l nos t ro p r i n c i p i o , e l a p o e s i a una maga, 
ma s a l u t a r e , ed un d e l i r i o che sgombra l e p a z z i e " ( D e l l a  
r a g i o n p o e t i c a , p . 208) . 
17 . . . . 

'Thus, m h i s d i s c u s s i o n o f t ragedy, Grav ina presen ts a 
c o n s i d e r a b l y nove l i n t e r p r e t a t i o n o f the A r i s t o t e l i a n concept 
o f c a t h a r s i s . A c c o r d i n g to G r a v i n a , the body i m b i b i n g p o i s o n 
g r a d u a l l y overcomes the harmful e f f e c t s o f the p o i s o n by 
becoming accustomed to i t ; i n the same way the s p i r i t , f r e 
quen t l y moved wi thou t pe r sona l danger by the f i c t i o n a l r e p 
r e s e n t a t i o n s on the s tage, becomes so accustomed to p i t y and 
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h o r r o r tha t g r a d u a l l y t h e i r e f f e c t on the s p i r i t i s weakened. 
Thus, when the s p i r i t encounters r e a l p i t i f u l and f e a r f u l 
cases , i t i s prepared by i t s f i c t i o n a l exper iences to t o l e r 
ate the t r u t h ( D e l l a t r a g e d i a , p . 511)• 
18 

D e l l a r a g i o n p o e t i c a , p . 208. 
19 

D e l i a r a g i o n p o e t i c a , p . 215-
20 

On G r a v i n a ' s concept o f the sage, see Quondam, "Addenda 
g r a v i n i a n a . " 
21 

[ S ] i anche i l poeta , d i c a l o r d i v i n o a g i t a t o , a g i t a c h i da 
l u i apprende; e q u e s t i , c o l lume e c o l f e rvore che ha d a i 
poe ta appreso, come con l i n g u a d i fuoco r i s c a l d a 1 ' a s c o l t a n t e " 
( D e l l a r a g i o n p o e t i c a , p . 327). C f . P l a t o , Ion , 533 d to 536 
d. 
22 '• D e l l a r a g i o n p o e t i c a , pp. 215-18. 
23 

-'For an unders tanding o f these concepts m the Baroque, .and 
o f t h e i r e v o l u t i o n , see D a n i l o A g u z z i - B a r b a g l i , "Ingegno, 
acu tezza , and m e r a v i g l i a , " pp. 73-93' 
Old, 

D e l l a r a g i o n p o e t i c a , p . 215-
25 

^ D e l l a r a g i o n p o e t i c a , p . 200. 
26 

M u r a t o r i , D e l l a p e r f e t t a p o e s i a , I , 166-67. 
27 

'Freeman, "Opera wi thout Dramma," I , 4-7; Russo, M e t a s t a s i o , 
3rd ed. (1915; r p t . , B a r i : L a t e r z a , 1945), p . 21. G r a v i n a ' s 
i n f l u e n c e on the famous l i b r e t t i s t w i l l be d i scussed i n the 
chapter on M e t a s t a s i o . 
28 

Grav ina wrote t h i s shor t essay to be p u b l i s h e d w i t h 
Alessandro G u i d i ' s p a s t o r a l drama i n 1692. Quota t ions are 
t aken from Quondam's e d i t i o n o f Grav ina , S c r i t t i c r i t i c i e  
t e o r i c i , pp. 49-73. 
29 

' T h i s shor t t r e a t i s e was w r i t t e n f o r the pe r sona l use o f 
the Marchioness I s a b e l l a V e c c h i a r e l l i Santacroce , and pub- ., 
l i s h e d posthumously, thereby caus ing d i f f i c u l t i e s i n es tab
l i s h i n g the p r e c i s e date o f i t s compos i t i on . Quondam dates 
i t between 1694 and 1699 ( S c r i t t i c r i t i c i , pp. 637-38). 
Quotat ions are taken from Quondam's e d i t i o n , pp. 175 --9^-
30 
J G r a v i n a , Tragedie cinque ( N a p o l i : Mosca, 1712). Quota t ions 
are taken from t h i s e d i t i o n . T .', J, 
31 

D e l l a t r a g e d i a ( N a p o l i : Naso, 1715). Quota t ions are taken 
from Quondam's e d i t i o n , pp. 503-589. 
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-^Discorso sopra l'Endimione, p. 54. 
-^See Fubini, C r i t i c a e poesia, pp. 156-61. Here Gravina 
i s going back to p r i n c i p l e s already advocated by Francesco 
P a t r i z i da Cherso. As Aguzzi-Barbagli points out i n his 
introduction to the Della poetica, i n P a t r i z i ' s view poetry 
i s not, as i t was for the A r i s t o t e l i a n s , a fix e d form to be 
analyzed i n order to discover the r e l a t i o n of the parts to 
the whole, and thus to allow a r i g i d c l a s s i f i c a t i o n i n 
genres. On the contrary, P a t r i z i ' s editor continues, "sara 
piuttosto un dato che ripugna l e categorizzazioni, una 
manifestazione l i b e r a come l i b e r o e l'uomo che l a crea" 
(Della poetica, I, x i ) . We may note i n passing that Gravina 
appears to have a remarkably precise idea of the r&le played 
by P a t r i z i i n the development of I t a l i a n culture during the 
l a t e sixteenth century towards the s c i e n t i f i c positions best 
i l l u s t r a t e d by Ga l i l e o . In the pamphlet De conversione 
doctrinarum (ed. Quondam i n S c r i t t i c r i t i c i e t e o r i c i , p. 
149), Gravina appears to know quite c l e a r l y the terms of the 
controversy between P a t r i z i and Francesco Muti, and, even 
more important, to know the r e l a t i o n s between the neo-
platonic philosopher and Bernardino Telesio, the 'philosopher 
of nature', as K r i s t e l l e r so aptly describes him. This point 
i s emphasized by Gravina i n the oration e n t i t l e d In  
auspicatione studiorum oratio de sapientia universa (ed. 
Quondam, p. 38I). Here the c r i t i c c l e a r l y stresses the mean
ing of P a t r i z i ' s reaction against the philosophy of the 
A r i s t o t e l i a n s . Gravina describes P a t r i z i as a l i b e r a t o r of 
philosophical thought ["At philosophia ex a r i s t o t e l i c a 
servitute manumissa"], an i n i t i a t o r of the new science to
gether with Telesio ["scientiam i n i t i o per Telesium potissimum 
et Patricium et Ficinum i n Platone, a l i i s q u e graecis 
philosophis venabatur"] and therefore a forerunner of figures 
as notable as S i r Francis Bacon, P. Gassendi, Galileo and 
Descartes. 
o h 
J Discorso sopra 1'Endimione, pp. 61-62. 
35 
-^Castelvetro was not r e a l l y concerned with exploring the 
manner i n which ancient tragedy was performed. The general 
tenor of h i s remarks on song i s that i t i s not an essential 
part of tragedy: "Rimane 1'ultimo luogo a l i a melodia, nel f a r 
d e l l a quale, e i n ordinarla i l poeta non ha d i f f i c u l t a niuna 
essendo sotto l e i contenute l ' a r t i del b a l l o , del canto, 
e del suono a r t i del tutto separate d a l l a tragedia . . ., l e 
qu a l i non concorrono ne a c o n s t i t u i r e l a tragedia ne a 
rappresentarla" (Poetica d'Aristotele, f o l . 85 r). Gravina 
imposes his own i n t e r p r e t a t i o n upon Castelvetro's commentary 
i n so far as t h i s question i s concerned. For example, i n h i s 
commentary on Poetics, 144-7 b, dealing with rhythm, tune and 
metre (the three mediums of poetic representation), Castelvetro 
writes: "[L]a tragedia e. l a comedia anchora che g l i 
richieggano t u t t i e t r e , non g l i usano perclo i n un tempo 
medesimo, conciosia cosa che quando usano i l verso cessi i l 
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b a l l o e 1 'harmonia, e quando cessa i l verso us ino i l h a l l o 
e 1 'harmonia" ( P o e t i c a d ' A r i s t o t e l e , f o l . 1 8 V ) . Grav ina 
regards t h i s passage as the source o f the c r i t i c a l common
p lace tha t anc ien t t ragedy was sung on ly i n the chorus which 
a l t e r n a t e d w i t h verse spoken or declaimed hy the i n d i v i d u a l 
a c t o r s . He ques t ions C a s t e l v e t r o * s p h i l o l o g i c a l accuracy i n 
the i n t e r p r e t a t i o n o f the terms melos and metron (song and 
p o e t r y ) , c l a i m i n g tha t a c l o s e r examinat ion o f the v a r i o u s 
usages o f the words would not have l e d C a s t e l v e t r o to such a 
c o n c l u s i o n ( D e l l a t r a g e d i a , p . 5 & 3 ) • On the con t r a ry , w h i l e 
Grav ina a s se r t s tha t melos was indeed the music o f the chorus 
(the anc ien t equ iva l en t o f the type o f music a s s o c i a t e d w i t h 
the modern a r i a ) , he regards metron not as spoken ve rse , hut 
as a s imp le r form o f song, a type o f mus ica l dec lamat ion used 
hy the i n d i v i d u a l a c t o r s , and hence the anc ien t counte rpar t 
o f modern r e c i t a t i v e . Looked a t i n t h i s l i g h t , the p e r f o r 
mance o f anc ien t t ragedy i s no l onge r an a l t e r n a t i o n o f song 
and spoken ve r se , b u t . o f two d i f f e r e n t types o f song. 
C a s t e l v e t r o had a l so mainta ined tha t poe t ry cannot e x i s t 
wi thou t music : "Et s a p p i a s i che i l verso ha d e l l a musica e 
d e l l *harmonia al t ramente non sarebbe verso" ( P o e t i c a  
d ' A r i s t o t e l e , f o l . 3 5 r ) . Here he i s t a l k i n g about the essen
t i a l , i n t e r n a l music o f verse which he lps c rea te i t s p o e t i c 
e f f e c t , r a t h e r than the e x t e r n a l music to which poe t ry may be 
sung. I t i s e n t i r e l y p o s s i b l e tha t a m i s i n t e r p r e t a t i o n o f 
t h i s k i n d o f o b s e r v a t i o n a l so l e d Grav ina to c i t e C a s t e l v e t r o ' s 
a u t h o r i t y f o r the o p i n i o n tha t anc ien t t ragedy was sung 
throughout . 

" [ E ] l a melod ia e i m i t a z i o n e , d i c u i e f ab ra l a musica" 
( D e l i a t r a g e d i a , p . 5 5 5 ) . 
3 "7 
j r T r a g e d i e c inque , s i g . b l F . I n D e l l a r a g i o n p o e t i c a , Grav ina 
wrote : |_I_|1 nost ro t e a t r o e divenuto campo d i m o s t r u o s i t a : n e l 
quale non han luogo a l t r e produzione d e l l ' a r t e , se non q u e l l e 
ove meno s i r i c o n o s c e l a natura" (p. 3 1 7 ) . I n the Regolamento  
d e g l i s t u d i , he s t a t e d : "[s ] e , d i c o , a l presente nos t ro t ea t ro 
c i r i v o l g i a m o , l o scorgeremo t u t t o pieno e turbato d i mos t r i 
e d i sconc ie f i g u r e , q u a l i sono l e comedie ed_opere che oggi 
o r e c i t a t e o i n musica s i rappresentano'" (p. 193). And i n 
D e l l a t r a g e d i a he c l a s s i f i e d melodrammi as " r i d i c o l i drami 
d e l presente infame t e a t r o " (p~! 560). 

This a t t i t u d e becomes evident i n D e l i a t r a g e d i a . I n the 
Ragion p o e t i c a G r a v i n a had granted primacy to the e p i c . 
Quondam suggests tha t behind t h i s change o f a t t i t u d e may l i e 
not o n l y G r a v i n a ' s e v e r - i n c r e a s i n g i n t e r e s t i n t ragedy as a 
p o e t i c form, but a l so an i n c l i n a t i o n on G r a v i n a ' s p a r t which 
would seem to "obbedire a una necess i ta . poco c r i t i c a e t u t t a 
pe r sona le , quas i vo le s se i n n a l z a r e a l primo posto d e l l a 
g e r a r c h i a p o e t i c a l e sue Tragedie ( C u l t u r a e i d e o l o g i a , 1 

p. 3 6 9 ) . 

3 9 D e l l a t r a g e d i a , pp. 5 0 8 - 0 9 -
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4o T h e i r author c la imed tha t the t r aged i e s were the r e s u l t o f 
three months' work, wi thou t a f f e c t i n g h i s performance as a 
teacher ["Senza a l c u n p r e g i u d i z i o d e l l a Ca t t ed ra " ] (Tragedie  
c inque , s i g . b 4 v ) . I n a l e t t e r to M u r a t o r i , S c i p i o n e M a f f e i 
c la imed tha t Grav ina had composed h i s f i v e t r aged ie s i n 
response to the Marqu i s ' appeal to I t a l i a n men o f l e t t e r s to 
devote themselves to the r e g e n e r a t i o n o f t ragedy i n I t a l y 
( L e t t e r dated 2 3 August 1 7 1 0 , quoted by Quondam, C u l t u r a e  
i d e o l o g i a , pp. 3 1 1 - 1 2 ) . 

4 l r i 
"[HJo v o l u t o . . . c o n f e r i r e l ' i d e a a n t i c a d e l l a t r a g e d i a , 

d i c u i con l e cinque mie ho r i n o v a t o g l i esempi" ( D e l l a  
t r a g e d i a , p . 5 0 7 ) . 
Lo i - i • 

G i u l i o N a t a l i , I I Se t t ecen to , 4 t h ed. ( 1 9 2 9 ; rpt . - Milano-: : 
V a l l a r d i , 1 9 5 5 ) , I I , 946 -47; C o n s o l i , R e a l t a e f a n t a s i a , 
p . 5 2 . Bada lon i ( In t roduz ione a G. B. V i c o , pp. 2 3 5 - 6 5 ) , 
and B i n n i ( " I I S e t t e c e n t o , " pp. 4 2 1 - 2 3 ) have i n d i c a t e d tha t 
the va lue o f the t r a g e d i e s l a y i n t h e i r i d e o l o g i c a l fo rmula 
t i o n r a t h e r than i n t h e i r p o e t i c m e r i t , and t h i s v iew has been 
developed by Quondam, ( C u l t u r a e i d e o l o g i a , pp. 3 1 1 - 7 7 ; and 
"Addenda g r a v i n i a n a , " pp. 2 6 6 - 3 2 0 ) . 
4 l 

•'Even M a f f e i , wh i l e apparen t ly a t t r i b u t i n g to h i m s e l f the 
m e r i t o f encouraging Grav ina to compose t r a g e d i e s , adds, i n 
the l e t t e r o f 2 3 August 1710 c i t e d above, the s i g n i f i c a n t 
phrase: "Cos ! non fossero troppo b e l l e e troppo lon tane d a i 
genio c o r r e n t e . " P i e r Jacopo M a r t e l l o s a t i r i z e d them i n h i s 
t r e a t i s e D e l l a t r a g e d i a a n t i c a e moderna ( 1 7 1 5 ; r p t . i n 
M a r t e l l o , S c r i t t i c r i t i c i e s a t i r i c i , ed. Hanniba l S. Noce 
[ B a r i : Laterza"i 1 9 6 3 ] . PP- 2 0 0 - 0 4 ) , and i n h i s Femia : 
s en tenz ia to ( 1 7 2 4 ; r p t . Bologna: F o r n i , 1968) pp. 5 9 - 1 3 5 -
Yet i n the penu l t imate decade o f the e igh teen th cen tury , at 
the end o f a s u c c e s s f u l ca reer as a d rama t i s t and reformer o f 
I t a l i a n t hea t r e , Goldoni wrote t ha t i n h i s youth he had 
dreamt o f escap ing from h i s s t u d i e s to go to Rome to j o i n 
G r a v i n a , the most l e a r n e d man i n mat ters o f t hea t r e : "Ah! 
s i je pouvois deven i r l ' E c o l i e r de G r a v i n a , l'homme . . . l e 
p l u s savant dans l ' A r t Dramatique . . . D i e u ! s ' i l me p r e n o i t 
en a f f e c t i o n comme i l a v o i t p r i s Metas tase! N ' a i - j e pas a u s s i 
des d i s p o s i t i o n s , du t a l e n t , du genie?" (Memoires, 1 7 8 7 ; r p t . 
i n Tutte l e opere d i C a r l o G o l d o n i , ed. Giuseppe O r t o l a n i , 
I [ M i l a n o : Mondadori , 1 9 3 5 J , p . 60) . The f a c t t ha t G r a v i n a 
had a l r eady d i ed i n 1 7 1 8 , when Goldoni was on ly e l even years 
o f age, and tha t the re fo re the aforementioned dream i s a 
memory superimposed on r e a l i t y ' b y the e l d e r l y G o l d o n i , does 
not d e t r a c t from the esteem i n which the famous d ramat i s t 
must have h e l d G r a v i n a . 
4 4 1 

N a t a l i , I I Se t t ecen to , I I , 9 4 7 ; Rober tson, p . 3 3 ; Quondam,. 
C u l t u r a e i d e o l o g i a , pp. ' 3 6 8 - 6 9 . 45 

-'The t r e a t i s e i s o rgan ized i n such a manner so tha t the study 
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of each problem i s f o l l owed by a chapter e n t i t l e d "Contro i 
moderni t r a g i c i . " 
46 

D e l l a t r a g e d i a , pp. 507-08. 
47 

' D e l i a t r a g e d i a , pp. 555~5o. 
48 

D e l i a t r a g e d i a , pp. 508-31. 
49 
^<>Sicche l a p o e s i a . . . e a l presente dannosa m i n i s t r a d i 
p i u dannosa musica" ( D e l l a t r a g e d i a , p . 508). 
^ ° D e l l a t r a g e d i a , p . 519. 
^ D e l l a t r a g e d i a , pp. 588-89. 
52 

D e l l a d i v i s i o n d ' A r c a d i a : L e t t e r a ad un amico, p . 471. 
53 

^Quondam, C u l t u r a e i d e o l o g i a , pp. 375~77-
54 

Quondam c l a s s i f i e s the D e l l a t r a g e d i a as "1 'opera . . . p i u 
d i re t tamente ed e s p l i c i t a m e n t e impegnata-a r i s o l v e r e una c e r t a 
s i t u a z i o n e r i t e n u t a i n s o s t e n i b i l e e a proporre una conc re t a 
r i f o r m a , a n z i ad e labora re i n sede t e o r i c a l a r i f o r m a g i a 
pos t a i n a t to con l e cinque Tragedi-,e" ( C u l t u r a e i d e o l o g i a , 
p . 366). 
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Notes--to M a r t e l l o 

" ' "Original ly p u b l i s h e d i n P a r i s i n 171^ w i t h the t i t l e 
L ' i m p o s t o r e : Dia logo d i P i e r Jacopo M a r t e l l o sopra l a t r a g e d i a  
a n t i c a e moderna, i t was r e v i s e d and s u b s t a n t i a l l y enlarged 
by M a r t e l l o f o r the second and d e f i n i t i v e e d i t i o n p r i n t e d by 
Gonzaga i n Rome i n 1715- For the p a r t i c u l a r s o f the p u b l i c a 
t i o n , see the notes to M a r t e l l o , S c r i t t i c r i t i c i e s a t i r i c i , 
ed. Hanniba l S. Noce ( B a r i : L a t e r z a , 1 9 6 3 ) , PP- 520-24. The 
p h i l o l o g i c a l p r e c i s i o n o f t h i s e d i t i o n o f M a r t e l l o ' s c r i t i c a l 
and s a t i r i c a l w r i t i n g s make i t a b a s i c t e x t f o r s tudents o f 
the p e r i o d . See the favourable rev iews by B i n n i , Rassegna  
d e l l a L e t t e r a t u r a I t a l i a n a , 67 (I963), 359-60; L u c i a D a i n e s i , 
G i o r n a l e S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 140 (1963), 
281-83; Antonio F r a n c e s c h e t t i , L e t t e r e i t a l i a n e , 16 ( A p r i l -
June, 1964), 221-23; N i c o l a s J . P e r e l l a , Romanic Review, 55 
(October, 1964), 213-14. Quotat ions" w i l l be taken from the 
Noce e d i t i o n . 
2 F o r the b iography o f M a r t e l l o (1665 - 1 7 2 7 ) , see h i s V i t a d i  
P i e r Jacopo M a r t e l l o s c r i t t a da l u i s tesso s ino a l l ' a n n o 1718 
and the anonymous c o n t i n u a t i o n i n M a r t e l l o , I I Femia : ' 
s e n t e n z i a t o : con p o s t i l l e e l e t t e r a a p o l o g e t i c a i n e d i t e e l a  
v i t a s c r i t t a da l u i s tesso (1869; r p t ! Bologna! F o r n i , 1968); 
M a r i a Carmi , P i e r Jacopo M a r t e l l i : S t u d i ( F i r e n z e : Seeber, 
1906), appendix I I I ; and Noce 's note i n h i s e d i t i o n o f ". 
M a r t e l l o , S c r i t t i c r i t i c i e s a t i r i c i , pp. 497-98. 
3 V i t a , p . 10. 
4 

Greek thea t re he read i n t r a n s l a t i o n . I n h i s Esamma 
d e l l ' E u r i p i d e l a c e r a t o (Opere, , 1729, p . 250) M a r t e l l o 
admit ted to h i s ignorance o f Greek: "Io non vanto d i 
possedere l a Greca l i n g u a , siccome g i u r e r e i q u a s i , che m o l t i 
d i c o l o r o , che se ne vantano, non l a possegono" 1 (quoted by 
Rober tson, p . 122n). For h i s l i g h t - h e a r t e d o p i n i o n o f the 
importance o f knowing Greek, see h i s l e t t e r to M u r a t o r i dated 
12 October 1695: "M*ins inuate l o s tud io d e l l a L ingua Greca 
. . . e gia. l ' i n t r a p r e s i . . . t an to , che conosco essere 
ques ta L ingua d i r a ro Ornamento, ma d i p o c ' u t i l e . . . . I n 
sos tanza , se no i studiamo g l i A u t o r i G r e c i per compor Greco 
e p a z z i a ; se l i studiamo per p o r t a r l i i n n o s t r a f a v e l l a sempre 
pa t i r anno i l medesimo p r e g i u d i c i o che pa t i scono da i l o r 
T r a d u t t o r i . Se siamo i n v a g h i t i d e l l a sonor i ta . d e l l a l i n g u a , 
ba s t a l eggere ancor senza i n t ende re , perche l ' o r e c c h i o habbia 
ques ta r i c r e a z i o n e . Se c i p i ace l a combinazione d e l l e p a r o l e 
ques ta non e r i d u c i b . i l e i n n o s t r a L ingua con g r a z i a , anz i e 
r i d i c o l a . . . . Se par l i amo de i P r o s a t o r i . . . per s c i f r a r e 
qualche passo f i n o ra oscuro a g l ' I n t e r p r e t ! , questo ad iv i ene 
s i r a r e v o l t e che i o non l i ho punto d ' I n v i d i a , e i n questo 
caso goderd d e l l a . f a t i c a d e g l i A l t r i , . e t havro -tanto d i Greco, 
quanto bas t a per c h i a r i r m i i l Vero" (Le t t e r e d i P i e r Jacopo 
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M a r t e l l o a Lodovico Antonio M u r a t o r i , ed. Hanniba l S. Noce 
|_Modena: Aedes Mura to r i ana , 1955J, pp. 17-18). 

^Teatro d i P i e r Jacopo M a r t e l l o (Roma: Gonzaga, 1709). A l l 
quo ta t i ons are taken from Noce 's e d i t i o n o f I I verso t r a g i c o 
i n S c r i t t i c r i t i c i e s a t i r i c i , pp. 14-9-86. See e s p e c i a l l y 
pp. 174 and 151. 

^ G a l l e t t i , p . 87; E . Ber tana , " I I t ea t ro t r a g i c o i t a l i a n o d e l 
seco lo X V I I I pr ima d e l l • A l f i e r i , " G i o r n a l e S t o r i c o d e l l a  
L e t t e r a t u r a I t a l i a n a , 4 th supplement (1901), 42 ; T o f f a n i n , 
Rinascimento i n A r c a d i a , p . 258. F r a n c e s c h e t t i , r ev iew c i t e d 
above, p . 221; Freeman, "Opera wi thou t drama" I , 51; 
C o u r v i l l e , Un a r t i s a n . . . L e l i o , p . 182. 
7 
' T h i s p o s i t i o n i s now accepted by the major modern s tudents 
o f M a r t e l l o (Noce, Carmi , F . Croce , F u b i n i , B i n n i ) . 
g 

For M a r t e l l o ' s defence o f M a r i n i (whi le f u l l y consc ious o f 
the l i m i t a t i o n s o f the s i x t e e n t h - c e n t u r y p o e t ' s a r t ) , and 
f o r the baroque elements i n M a r t e l l o ' s s t y l e , see Benedetto 
Croce , "Le prose d i P i e r Iacopo M a r t e l l i , " i n L a l e t t e r a t u r a  
i t a l i a n a d e l Se t tecento ( B a r i : L a t e r z a , 1949), pp. 78-81; 
M o n c a l l e r o , L ' A r c a d i a , pp. 205-09;; Franco Croce, " P i e r 
Jacopo M a r t e l l o , " Rassegna d e l l a L e t t e r a t u r a I t a l i a n a , 57 
(1953)» 137-47; M a r i a Teresa Par tengo, " L a cos t ruz ione d e l l a 
f r a s e , n e l pens ie ro e n e l l a l i n g u a d i P. I . M a r t e l l o , " 
L i n g u a n o s t r a , 31 (1970), 12-19. 
9 

" L a nazaone f ranzese , l a quale ne 'manual ! l a v o r i e n e l l ' a r t e 
ancor m i l i t a r e s i e r a f f i n a t a non so se a l p a r i o p i u d ' o g n i 
a l t r a naz ione , pretende ancora i l primato sopra quante 
p r o v i n c i e ha I ' E u r o p a n e l l a p r o f e s s i o n d e l l e l e t t e r e . . . . 
Qu ind i e che i suo i p o p o l i , g i a nos t re conquis te ed o r a 
n o s t r i e m u l i , non conoscono maggior d i l e t t o d i q u e l l o 
d e l l ' i n s u l t a r c i n e l l e mater ie l e t t e r a r i e , e nominatamente 
n e l l e p o e t i c h e . E . . . o s t en t a l a F r a n c i a , n e ' s u o i 
s c r i t t o r i s i poco r i s p e t t o s i a l l ' I t a l i a , non e s s e r l e •". 
d e b i t r i c e d i q u e l l e d o t i che l a fan grande e che d a i n o s t r i 
m a g g i o r i , m e n t r ' e l l a e ra barbara , apprese" (Del verso t r a g i c o , 
p . 151). M a r t e l l o , w h i l e express ing n a t i o n a l i s t i c f e e l i n g s , 
r e v e a l s a l r eady the cosmopol i t an a t t i t u d e to European l i t e r 
a ture tha t becomes an element o f the thought o f the 
Enl igh tenment . I n the passage quoted above he r e f e r s to the 
n a t i o n a l l i t e r a t u r e s as p r o v i n c i e o f the l a r g e r e n t i t y , 
Europe, as w e l l as to the c l o s e r e l a t i o n s h i p tha t e x i s t s 
between the l i t e r a t u r e s o f France and I t a l y . H i s defence o f 
I t a l i a n l i t e r a t u r e aga ins t the a t t a cks o f Bouhours can a l so 
be found i n h i s d ia logue I I vero p a r i g i n o i t a l i a n o , (ed. „ 
Noce i n S c r i t t i c r i t i c i e s a t i r i c i ) , pp. 319, 377 and 38I. 
A l r e a d y on 4 October 1694 M a r t e l l o had exhorted M u r a t o r i to 
answer Bouhours ' a t t a ck : "Per Dio habb ia te , V o i che i l 
po te t e , un poco d i compassione a l l ' o n o r e d e l l e Muse I t a l i a n e , 
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e i n t r ap rende t e una v o l t a i l r i spondere a l l ' A r t e d i ben  
pensare" ( L e t t e r e d i M a r t e l l o , p . 13). 
1 n 

De l verso t r a g i c o , pp. 152-64,, 182-85. For a d i s c u s s i o n 
o f the verso m a r t e l l i a n o and o f i t s o r i g i n a l i t y and fo r tune , 
see G a l l e t t i , pp. 65-75 and 127-32; Carmi , pp. v i i i f f . ; F . 
Croce , " M a r t e l l o , " pp. 143-44. 

Perseo (1697); L a Tisbe (1697); La n i n f a cos tante 
(1697); L ' A p o l l o geloso (I698); G l i amic i (1699). M a r t e l l o 
attempted to g ive examples o f a l l forms o f t h e a t r e . I n the 
d e d i c a t i o n o f the f i n a l volume o f h i s dramas, he s t a t ed tha t 
the c o l l e c t i o n " tu t t e l e sor te a n t i c h e , e moderne d e i Drammi 
i n qualunque modo a t t i a r a p p r e s e n t a r s i , con t i ene , e che 
pero Teatro a p p e l l i a m o . " As we s h a l l see, he goes on to g ive 
h i s reasons f o r e x c l u d i n g h i s l i b r e t t i from such a c o l l e c t i o n 
(Segui to d e l t e a t ro i t a l i a n o d i P i e r Jacopo M a r t e l l o : Par te 
u l t i m a , V o l . V of'Opere.| Bologna: D a l l a Volpe , 1723 1, 
p . i i i ) . 

1 2 I n a l e t t e r to M u r a t o r i (25 October 1710), M a r t e l l o speaks 
o f h i s t r a g e d i e s " n e l l e q u a l i h5 f a t t o l o s tud io maggiore ," 
and w r i t e s : " l e Tragedia r[:s'i .c] sono da me p r e d i l e t t e con t a l 
pass ione , che se l e vedro tocca te i n que l che non mer i tano , 
non v ' a s s i c u r o d i t u t t a l a mia connatura le per a l t r o 
moderazione; e per d i r l a , non v o r r e i guerre' c i v i l i f r a no i 
a l t r i I t a l i a n i " ( L e t t e r e - d i M a r t e l l o , p . 5 7 ) . 

•^See C o u r v i l l e , Un a r t i s a n . . . L e l i o , pp. 184-88. See 
a l s o T o f f a n i n , Rinascimento i n A r c a d i a , p . 248; N a t a l i , I I  
Se t t ecen to , I I , 945. I n June, 1718, the J o u r n a l de Trevoux 
c a l l e d M a r t e l l o "un mai t re de l ' a r t [ o f t r agedy ] " whom "peu 
de nos Poetes t r ag iques egalent" ( c i t e d by Noce, e d . , L e t t e r e  
d i M a r t e l l o , p . 83n). 
14 

Bertana , p . 20; G a l l e t t i , p . 62. 
^11 Se t tencen to , I I , 944. G a l l e t t i had a l ready expressed 
the same o p i n i o n (p. 100). 
1 6 
•^Carmi , p . v i i ; G a l l e t t i , pp. 89 f f . ; Robertson, p . 130. 
" ^ N a t a l i , I I Se t t ecen to , I I , 945; R u s c h i o n i , e d . , D e l l a  
p e r f e t t a p o e s i a by M u r a t o r i , I , 531n. 
1 8 

C o u r v i l l e observes tha t M a r t e l l o " s a v a i t l e p r i x du r i r e " 
(Un a r t i s a n . . . L e l i o , p . 195). The t r u t h o f t h i s s t a t e 
ment can be seen not o n l y i n h i s comedies and s a t i r e s , but 
a l so i n h i s pe r sona l l e t t e r s . 
1 9 B i n n i , " I I S e t t e c e n t o , " pp. 429-32; and " P . J . M a r t e l l o e 
l e sue commedie per l e t t e r a t i , " i n L ' A r c a d i a e i l M e t a s t a s i o , 
pp. 154-68. On I I Femia, see G a l l e t t i , pp. 132-33; T o f f a n i n , 
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Rinascimento i n A r c a d i a , p . 262; C o u r v i l l e , Un a r t i s a n . . .  
L e l i o , p . 195- The i n f l u e n c e o f . . M a r t e l l o ' s s t y l e (as seen i n 
I I Femia) on P a r i n i i n h i s masterpiece I I Giorno has heen 
noted; see T o f f a n i n , Rinascimento i n A r c a d i a , pp. 262-63; 
B i n n i , " I I S e t t e c e n t o , " p . 431. 
20 

"Eigh teen th -cen tu ry t ragedy m I t a l y , says Ber tana , begins 
w i t h M a r t e l l o ; he might w i t h equal r i g h t have added _ 
e igh teen th -cen tu ry theory o f t ragedy" (Robertson, p . 137)' 
21 

Croce , L e t t e r a t u r a i t a l i a n a d e l Se t t ecen to , p . 76; B i n n i , 
" I n t e r p r e t a z i o n i d e l l ' A r c a d i a , " i n L ' A r c a d i a e i l M e t a s t a s i o , 
p . 431; and h i s r ev iew o f Noce 's e d i t i o n o f M a r t e l l o , p . 360; 
P e r e l l a , r ev iew c i t e d , p . 213; F r a n c e s c h e t t i , p . 223. 
22 

I understand tha t P ro fe s so r Noce i s p r e p a r i n g a c r i t i c a l 
e d i t i o n o f M a r t e l l o ' s t h e a t r e . I t would he i n t e r e s t i n g and 
v a l u a b l e to have h i s o p i n i o n on M a r t e l l o and melodramma, 
s i n c e , f o r example, M a r t e l l o i s mentioned on ly b r i e f l y by a 
c r i t i c o f the s t a tu re o f Andrea D e l l a Corte ( S t o r i a d e l l a  
mus ica , I I , 82 ) , and i s omi t ted e n t i r e l y from the group o f 
e igh teen th -cen tu ry commentators regarded as fundamental by 
Gino R o n c a g l i a , I I melodioso Se t tecen to i t a l i a n o ( M i l a n o : 
H o e p l i , 1935), p . 25. 
2 ^ C f . M a r t e l l o * s l e t t e r to Antonio C o n t i p u b l i s h e d i n the 
1726 e d i t i o n o f C o n t i ' s t ragedy I I Cesare ( r p t . i n Le qua t t ro  
t r a g e d i e f F i r e n z e : Bonducc i , 1751], pp. 35-36). 
24 . . 

I I vero p a r i g m o i t a l i a n o , p . 320. Quota t ions are taken . 
from Noce 's e d i t i o n o f M a r t e l l o , S c r i t t i c r i t i c i e s a t i r i c i , 
pp. 317-88. 
25 

^However, i n the preface to the t r e a t i s e , M a r t e l l o i s c a r e f u l 
to p r o t e c t h i m s e l f from p o s s i b l e c r i t i c i s m by s t a t i n g unequ i 
v o c a l l y h i s r e spec t f o r the p h i l o s o p h e r A r i s t o t l e : "Intende 
q u i solamente d i toccare alcune d i f f e r e n z e f r a 1 ' a n t i c a e 
moderna t r a g e d i a , donde e i d e r i v a c u r i o s a occasione d i 
a l t e r c a r ragionando. A l qua l e f f e t t o in t roduce un impostore , 
i n c u i f i g u r a uno d i que i c i a r l a t a n i che t u t t o d i udiamo 
s p a c c i a r s i per c h i m i c i e p o s s e d i t o r i d e l decantato segreto 
d e l l ' u n i v e r s a l e r i m e d i o , chiamato per e s s i e l i s s i r e ; c o l l a 
quale invenz ione c o s t u i s i f inge A r i s t o t i l e , e r e c a i n campo 
v a r i e apparen t i r a g i o n i , a c u i non ben q u i e t a n d o s i i l nos t ro 
au tore , venera nondimeno g l ' i n s e g n a m e n t i d e l vero A r i s t o t i l e 
i n bocca sua. E c o s i <dileggia 1 ' impostore , ma r i v e r i s c e e 
r i s p e t t a i l f i l o s o f o " ( D e l l a t r a g e d i a a n t i c a e moderna, 
P . 189). 
26 

I n the remainder o f t h i s study o f D e l l a t r a g e d i a a n t i c a e  
moderna the name A r i s t o t l e w i l l r e f e r to M a r t e l l o ' s c r e a t i o n , 
un l e s s o therwise i n d i c a t e d . 
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27 "Io pretendo che i l mio esemplare i n f a l l i b i l e siano, non 
g i a i Greci s o l i , ma l a natura, e che siano i l mio fondamento 
non g i a i s o l i tuoi s c r i t t i [ i . e . , those of A r i s t o t l e ] , ne 
q u e l l i de'tuoi comentatori, ma l a ragione" (Della tragedia  
antica e moderna, p. 198). 

28 
D e l l a tragedia antica e moderna, pp. 256-58. 

29 
7 D e l l a tragedia antica e moderna, pp. 237-40. 

30 
On the merging of A r i s t o t e l i a n and Horatian ideas i n the 

c r i t i c i s m of the Renaissance, see Bernard Weinberg, "From 
A r i s t o t l e to Pseudo-Aristotle," Comparative Literature, 5 
(1953), 97-104. 

"[L]a'parleremo con l i b e r t a dell'opera i n musica, che ha 
qualche rassomiglianza con l a tragedia, e che secondo 
1 'opinion d i coloro che pensano tutto essersi cantato nelle 
greche tragedie, viene considerata come un'idea d e l l ' a n t i c a 
tragedia. E pero non e fuor di proposito i l favellarne, 
poich§ n u l l a tu vuoi trascurare d i cio che -differenzia 
1 'antica d a l l a moderna tragedia" (Della tragedia antica e  
moderna, p. 245). 
32 
J Letter dated 25 October, 1710 (Lettere di Martello, p. 
57). ~ 
33 
-^Della tragedia antica e moderna, p. 274. 

34 
II vero parigino i t a l i a n o , pp. 369-72. 

-^Della tragedia antica e moderna, p. 274. 
36 

" [ N ] § mi vergognerei tanto di me medesimo che bramo dai 
capo a l pie'dell'anno ascoltarne" (Della tragedia antica e  
moderna, p. 293). 
-^In his l e t t e r to Muratori p i May 1710), Martello states: 
"[L]a prima cosa che io soglio cercare n e l l e Opere mie, e l a 
Novita" (Lettere d i Martello, p. 47). 
o Q 

Unfortunately, the significance of t h i s point has been over
looked by other commentators on Martello and his contributions 
to the study of the eighteenth-century l i b r e t t o . In fact, i n 
quoting the passage from the 5th dialogue i n which Martello 
states his reasons f o r r e g r e t t i n g the time spent i n composing 
l i b r e t t i , Giazotto omits the words i n which Martello indicates 
his enjoyment of contemporary melodramma (Poesia  
melodrammatica, p. 29). 

-^?This i n sprite of the fact that i n a l e t t e r to Muratori (5 
February 17|6) he communicates his i n t e n t i o n of publishing i n 
the t h i r d part of his Teatro i t a l i a n o "tutte l e a l t r e Azioni 
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Drammatiche non t r a g i c h e rappresen ta te , e r a p p r e s e n t a b i l i i n 
Scena, e conseguentemente ancora l a Comedia" (Le t t e r e d i  
M a r t e l l o , pp. 62-63). The r e s u l t a n t Segui to d e l t e a t r o  
i t a l i a n o does i n f a c t c o n t a i n comedies, s a t i r i c h e and a 
b u r a t t i n a t a , but no l i b r e t t i . 
4o 

"Ho d e l i b e r a t o , o E c c e l s i R i f o r m a t o r i d e l l o S ta to d i L i b e r t a 
d e l l a Comune P a t r i a , ques to , secondo l e fo rze mie, 
pe r f ez iona to Teatro a v o i d e d i c a r e ! Cosa che per l a maggior 
pa r t e d e g l i S c r i t t o r i s u l b e l p r i n c i p i o de l l*Opere l o r o suo l 
f a r s i , e che n o i , f i n i t a g i a ques ta n o s t r a , sudor d i v e n t i 
A n n i , non senza maturo c o n s i g l i o ed esempio eseguiamo" 
(Segui to d e l t e a t ro i t a l i a n o : Pa r t e u l t i m a , pp. i - i i ) . 
4 l 

Even d u r i n g the years when he wrote fo r the mus i ca l drama, 
M a r t e l l o seems to have been a p o l o g e t i c about the q u a l i t y o f 
h i s l i b r e t t i . See f o r example h i s l e t t e r o f 10 J u l y 1697, 
w r i t t e n s h o r t l y a f t e r the compos i t i on o f I I Perseo , to h i s 
f r i e n d M u r a t o r i : " V i s i e t e posto n e l grande imbarazzo 
impegnandovi a r i spondere ad una gran C r i t i c a , che so 
p r e p a r a r s i a questo misero Perseo . C io sara. un e w i d e n t e 
esperimento d e l vos t ro v a l o r e , toccandovi l a d i f f e s a d i un 
debo l i s s imo drama censurato con salde r a g i o n i " (Le t t e r e d i  
M a r t e l l o , p . 19). 
42 

D e l l a t r a g e d i a a n t i c a e moderna, p . 280. On pp. 291-92 he 
w r i t e s : " [ i j l melodramma e ' u n ' i m p e r f e t t a i m i t a z i o n d e ' m i g l i o r i 
[ s i c ] [ t r a g e d i e ] , e, i n conseguenza, u n ' i m p e r f e t t a t r a g e d i a . " 

43 
^The p s e u d o - A r i s t o t l e c l a ims tha t melodramma d i f f e r s " 

" d e l l * a n t i c a t r a g e d i a , perche i n essa par te solamente • . 
c a n t a v a s i , i n ques ta t u t t o s i canta" ( D e l l a t r a g e d i a a n t i c a  
e moderna, p . 273). 
44 

D e l l a t r a g e d i a a n t i c a e moderna, p . 275-
45 

-^"Ricerchero dunque, se a l melodramma s i a neces sa r io , per 
d i l e t t a r e , l ' a i u t o d e l l e pa ro l e e d e l l a p o e s i a , e sostengo 
sinceramente che no. . . . E perche tanto p i u a l l e t t a 
q u e l l ' a u g e l l e t t o che can ta quanto e p i u l e g g i a d r o . . . c o s i 
c i l us inghera . maggiormente l a voce canora se . . . sara. 
secondata da un v i s o d i b e i c o l o r i . . . . Tanto p i u p o i 
goderemo che co tes to b e l corpo sorga d i v e s t i r i c c h e , vaghe, 
b i z z a r r e i n scena - abbi g l i a t o . . . . E c c o t i dunque i l nost ro 
spe t t a co lo gia. d i l e t t e v o l e per se s tesso , esser molto p i u 
per g l i a i u t i d e l l a scena, d e l l ' a v v e n e n z a , e d e ' v e s t i m e n t i . 

Ma i n c o n t e n t a b i l i che no i siamo, massime quando c i 
diamo a nuotar n e l p i a c e r e ! S'apendo no i come g l i u c c e l l i 
f i s c h i a n o , e come suonano g l i s t rumen t i , e come g l i uomini 
s o l i rag ionano, desideriamo a l t r e s i che a l i a d o l c e z z a d e l 
canto umano s i aggiunga q u e l l a d e l l e pa ro l e a t t e ad e s p r i m e r c i 
i sen t iment ! d e l l ' a n i m o " ( D e l l a t r a g e d i a a n t i c a e moderna, 
pp. 276-77). 
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e moderna, PP 

D e l l a t r a g e d i a a n t i c a e moderna, p, 

2 8 4 - 8 9 , 

275-

' " I n q u e l l e [ t r a g e d i a e commedia] t i ene i l posto p r i n c i p a l e , 
n e l melodramma t i e n e l ' i n f i m o ; l a comanda come p a d r o n a , . q u i 
serve come m i n i s t r a . ( D e l l a t r a g e d i a a n t i c a e moderna, p . 277). 
I n the c l o s i n g pages o f the f i f t h d i a logue , A r i s t o t l e c l a ims 
t ha t i t i s r i g h t and f i t t i n g t ha t poe t ry serve music, f o r 
music , "una d e l l e a r t i p i u m a r a v i g l i o s e e p e r f e t t e 
d e l l ' u n i v e r s o , " i s the o n ly a r t which can l e a d man to t h e 
pos se s s ion o f moral and i n t e l l e c t u a l bea t i tude (pp. 295-96) . 
Yet i n an e a r l i e r l e t t e r to M u r a t o r i (12 October 1695), 
M a r t e l l o had s t a t e d : "Cos i i o mi d i l e t t o d i P o e s i a , estimo 
che 1 ' u t i l e de r ivan te da questa a g l i A n i m i , quando non fosse , 
che i l s o l l i e v o , s i a p i u permanente d i q u e l l o che v i e n d a l l a 
Mus ica" ( L e t t e r e d i M a r t e l l o , pp. 16-17). 

49 

50 

51 

52 

' D e l i a t r a g e d i a a n t i c a e moderna 

' D e l i a t r a g e d i a a n t i c a e moderna 

' D e l i a t r a g e d i a a n t i c a e moderna 

' D e l i a t r a g e d i a a n t i c a e moderna 

PP 

277-

2 8 1 - 8 4 , 

2 7 8 . 

291. 

"Ma perche 
PP. 274-79-

purtroppo avviene 
in tendere i v e r s i , 

che i l 
note e 

On p . 279, 
che poch i 

non che 
poe tas t ro 
d i musica, 

A r i s t o t l e s t a t e s 
maes t r i d i c a p p e l l a sappiano 
f o r m a r l i , non sara. d i f f i c i l e almeno 
ve r segg i a to r e s ' i n t e n d a alquanto d i note e a i musica, per 
conformare, i l p i u che p o t r a , l a sua invenz ione e i suo i 
v e r s i a l l ' i d e a d e l compos i to re . " 
53 
- ^ D e l l a t r a g e d i a a n t i c a e moderna, p . 2 8 1 . Here we see 
M a r t e l l o * s r e a l i z a t i o n tha t there were two p u b l i c s f o r the 
t h e a t r e ; H i s pragmatism d i d not permi t him to share the 
i d e a l i z a t i o n s o f M u r a t o r i , nor the dreams o f h i s f r i e n d about 
a c u l t u r e d thea t re a c c e s s i b l e a l so to an uncu l tu r ed p u b l i c . 
Even though i n the f i r s t d ia logue M a r t e l l o ' s A r i s t o t l e repea ts 
the p r i n c i p l e tha t the on ly p u b l i c which does not e r r as judge 
i n the thea t re i s t ha t composed o f a mixture o f c u l t u r e d and 
uncu l tu r ed o f a l l ages, o f both sexes, and o f a l l s o c i a l 
p o s i t i o n s and p r o f e s s i o n s (p. 203) . When M a r t e l l o wrote h i s 
comedies, he opted to w r i t e on ly f o r l i t e r a t i , r e s igned to the 
f a c t t ha t h i s comic dramas would be read but not performed. 
See M a r t e l l o ' s l e t t e r to G. B. Recana t i p u b l i s h e d as preface 
to h i s comedy Che b e i p a z z i ( i n Segui to d e l t e a t ro i t a l i a n o : 
Pa r t e prima., V o l . IV o f Opere [Bologna: D a l l a Volpe , 1723J, 
pp. 156-63)• He adopted t h i s a t t i t u d e i n s p i t e o f the 
A r i s t o t e l i a n remarks i n h i s d ia logue to the e f f e c t t ha t the 
ends o f drama are not achieved un les s i t i s performed on the 
s tage . ( D e l l a t r a g e d i a a n t i c a e moderna, p . 253? On p'. 203 
A r i s t o t l e c l a i m s : "[Qjuando d i s s i r a p p r e s e n t a r l e , i n t e s i cosa 
a s s a i d i f f e r e n t e d a i l e g g e r l e i n una s tanza , ove non 
appariscono che per meta") . 
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D e l l a t r a g e d i a a n t i c a e moderna, p . 281. 
55 ^ D e l l a t r a g e d i a a n t i c a e moderna, pp. 282-83. "The d i v i s i o n 
i n t o f i v e a c t s , which so reminded Zeno 's gene ra t ion o f Greek 
t ragedy, was used i n some o f Zeno ' s Vene t i an and i n some o f 
h i s Viennese l i b r e t t i . . . , and by other l i b r e t t i s t s a c t i v e 
e a r l y i n the e igh teen th cen tu ry . But the f i v e - a c t d i v i s i o n 
was g e n e r a l l y thought to make an opera too l o n g , and i t seems 
to have d i e d out a l t o g e t h e r a f t e r 1730. The f u l l - l e n g t h 
l i b r e t t i o f Metas ta s io are a l l i n three ac t s " (Robert Freeman, 
"Apos to lo Zeno ' s Reform o f the l i b r e t t o , " J o u r n a l o f the  
American M u s i c o l o g i c a l S o c i e t y , 21 [1968] , 328n). 
56 

D e l l a t r a g e d i a a n t i c a e moderna, pp. 210-13. 
57 
^ ' Robe r t son c l a ims tha t on the q u e s t i o n o f the u n i t i e s , 
M a r t e l l o "deserves the c r e d i t f o r hav ing brought the whole • 
con t rove r sy to a c l e a r e r focus than any o f h i s p redecessors . 
T h i s was "hi's undeniable m e r i t . The l i b e r a t i n g tendency o f 
h i s views i s a t once n o t i c e a b l e , not merely i n I t a l i a n t r a g 
edy, but a l so i n I t a l i a n t h e o r i e s o f t ragedy; and, a l i t t l e 
l a t e r , they were to have . . . an i n t e r e s t i n g r e v e r b e r a t i o n 
i n France" (p. 133). Neve r the l e s s , Apos to lo Zeno, w r i t i n g 
to G r a v i s i on 30 November 1730 - - that i s , f i f t e e n years a f t e r 
the appearance o f M a r t e l l o ' s t r e a t i s e — , w h i l e c o n c u r r i n g i n 
the view tha t the u n i t y o f a c t i o n i s the impor tant one, would 
s t i l l p r e f e r to see a l l three u n i t i e s observed, as he i s 
proud to s t a t e tha t he has done i n h i s o r a t o r i o s . 

- ^ D e l l a t r a g e d i a a n t i c a e moderna, p p . c 2 7 9 -80. 

- ^ D e l l a t r a g e d i a a n t i c a e moderna, p . 283. 
6o 

D e l l a t r a g e d i a a n t i c a e moderna, p . 283-
^ I n h i s t r e a t i s e De l verso t r a g i c o (pp. 177-80) , ! ' M a r t e l l o ; 
advocates the use o f a language t ha t i s s imple , n a t u r a l , and 
s i m i l a r to the spoken language. I n t h i s r e spec t , G a l l e t t i 
s t a t e s tha t " i l M a r t e l l o ha dunque i n t o r n o a l i a n a t u r a l e z z a , 
a l r ea l i smo d e l verso drammatico l e o p i n i o n i d i un romant ico" 
(p. 70T. 

6 2 L e t t e r e d i M a r t e l l o , pp. 50-56. 
63 

J " [ c ] i 6 che percuote i s e n s i , p i u p i ace a l popolo , a s s i s o 
p i u per vedere che per pensare" ( D e l l a t r a g e d i a a n t i c a e  
moderna, p . 284). A few years l a t e r , Houdart de La Motte was 
to a t t ack French t ragedy f o r i t s l o n g d ia logues and n a r r a t i v e , 
which excluded a l l a c t i o n tha t was t r u l y dramatic as not 
be ing f i t f o r the s e n s i t i v e eyes o f the p u b l i c . La Motte 
demanded t ha t a l l the a c t i o n be p layed out before the a u d i 
ence: "Toute l a t r aged ie d o i t e t re a c t i o n , e t , s ' i l se peut , 
l a premiere scene a u s s i h i e n que l e s au t res" (D i scus s ions  
sur l a t r a g e d i e , i n Oeuvres completes , IV [Pa r i s - , 1754]• -
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156). For M a r t e l l o's i n f l u e n c e on L a Mot te , see Rober tson, 
pp. 211-14. 
64 r i 

"LCJhe mai non a r r i v i a l i a morte, non v o l e n d o s i l e m o r t i 
i n q u e s t i s p e t t a c o l i c r e a t i per r a l l e g r a r e , non per c o n t r i s t a r 
g l i a s c o l t a n t i " ( D e l l a t r a g e d i a a n t i c a e moderna, p . 284). 
6 ̂  

- ' D e l i a t r a g e d i a a n t i c a e moderna, p . 235-
66 

D e l l a t r a g e d i a a n t i c a e moderna, p . 283. 
5.7, 

' D e l i a t r a g e d i a a n t i c a e moderna, p . 206-7O7. , C f . h i s 
t r a g e d i e s . Of h i s dramas, Ar teaga was to state 1: "Lo s t i l e d e i 
drammi d i Jacopo M a r t e l l o e yago, r i c e r c a t o , e f i o r i t o , ma 
l ' a u t o r e d i segna bastevolmente i c a r a t t e r i , e l a v o r a qualche 
a r i a d i byon gusto" (Le r i v o l u z i o n i d e l t e a t ro musica le  
i t a l i a n o , I I , 68-69). 
68 

Rober tson s t a t e s : "And here M a r t e l l o l i g h t s on a thought 
which has been r i g h t l y c la imed as th rowing i t s shadow very 
f a r i n t o the f u t u r e . . . . Th i s may on ly be a deduc t ion from 
the a r t o f Rac ine ; but i t i s the f i r s t c l e a r exp re s s ion o f 
such a deduc t ion ; i t con t a in s the germ o f t ha t p s y c h o l o g i c a l 
drama which was not to a r r i v e at m a t u r i t y u n t i l the middle o f 
the n ine teen th cen tury" (p. 130). 
69 

' D e l i a t r a g e d i a a n t i c a e moderna, p . 289-90.' 
70 

I n I I vero p a r i g i n o i t a l i a n o (pp. 351-52), M a r t e l l o a s s e r t s 
t ha t e x c e l l e n t as i t may be, French l i t e r a t u r e i s not read 
w i t h as much p leasure as , f o r example, the Golden Ass o f 
A p u l e i u s and the Decameron o f B o c c a c c i o , "non per a l t r a 
rag ione se non perche ne i Franzeso manca que l g i r o musico d i 
per iodo e q u e l c o l o r d ' e loquenza che n e g l i s c r i t t o r i g r e c i , 
l a t i n i e i t a l i a n i l u s i n g a , per l a v i a d e g l i o r e c c h i , l o 
s p i r i t o . " On M a r t e l l o ' s concept o f the m u s i c a l i t y o f the 
language, see Par tengo, pp. 12-19. 

71 

72 

73 

74 

75 

76 

77 
' Y e t m the i n t r o d u c t i o n to the f i n a l volume o f h i s thea t re 

M a r t e l l o s t a t e s tha t he has p u b l i s h e d a l l o f h i s dramatic 
works, and adds: " F r a queste pero i l Dramma per Mus ica non e 
ammesso, siccome q u e l l o , che non a t a l e n t o d e g l i S c r i t t o r i , 

"De l l a t r a g e d i a a n t i c a e moderna, pp. 290 

' D e l i a t r a g e d i a a n t i c a e moderna, P . 293-

' i l vero p a r i g i n o i t a l i a n o , p . 348 • 

D e l l a t r a g e d i a a n t i c a e moderna, P . 294. 

' D e l i a t r a g e d i a a n t i c a e moderna, pp. 291 

' D e l i a t r a g e d i a a n t i c a e moderna, P- 296. 
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ma d e ' C a n t a n t i e composto, e non v u o l b r i g l i a , ne d i r a g i o n , 
ne d i esempio; i l che n e ' n o s t r i D i a l o g h i d e l l a Traged ia  
A n t i c a , e moderna estesamente abbiam d i v i s a t o : (Segui to d e l  
t e a t r o : Par te u l t i m a , p i i i ) . I t cou ld be perhaps tha t the 
s i t u a t i o n M a r t e l l o expresses through h i s f i c t i o n a l A r i s t o t l e 
was so r e v o l u t i o n a r y at the time tha t M a r t e l l o had not 
a s s i m i l a t e d i t comple t e ly . 

^ 8 0 n May 3 1 , 1710 he wrote to M u r a t o r i : "Ho misurato l o s t i l e 
d e l l a mia t r a g e d i a con q u e l l o d e ' G r e c i , e con q u e l l o d i 
Racine f r a t u t t i i F r a n z e s i , e ce r to e che, o i n c i o a f f a t t o 
m'inganno, o i C a r a t t e r i d e ' m i e i Personaggi non sono meno 
m e r a v i g l i o s i , o d i v e r s i , e l e P a s s i o n i men v i v e , o men f o r t i 
d i q u e l l e che pongono i n scena i F r a n z e s i " (Le t t e re d i 
M a r t e l l o , p . 48).. 
79 
' 7 " M u r a t o r i , Cresc imben i , Grav ina , M a f f e i , M a r t e l l i , e t c . , 
con l ' e l o g i a r e , e s inanco e s a l t a r e un s i n g o l o , non degnano 
d e l l o r o consenso c r i t i c o i l melodramma, i l genere, c i o e , n e l 
quale p r o p r i o que l s i n g o l o , s i e p r o c a c c i a t o fama" ( G i a z o t t o , 
P o e s i a melodrammatica, p . 3^) • 
R n 

F i l o s o f i a , p o e s i a , s t o r i a ( M i l a n o : R i c c i a r d i , 195Di p . 263 . 
81 

Max Fehr, Apos to lo Zeno (1668-1750) und seine Reform des  
Operntextes XZurich: Tschopp, 1912 ) , pp"i 18-19; Caramel l a , 
" L ' e s t e t i c a , " i n Momenti e p rob l emi , I I , 893 ; B i n n i , L ' A r c a d i a  
e i l M e t a s t a s i o , p"! 294; G i a z o t t o , P o e s i a melodrammatica, 
pp. 28-30 . G i a z o t t o r ecogn izes M a r t e l l o ' s c o n c l u s i o n tha t 
"per t a l e preminenza mus i ca l e , e assurdo p a r l a r e d i t r a g e d i a " 
(p. 2 9 ) . Yet he f a i l s to pursue the i m p l i c a t i o n s tha t t h i s 
statement ho lds f o r M a r t e l l o and fo r the h i s t o r y o f c r i t i c a l 
thought on opera . 
O p 

Freeman, "Opera wi thou t Drama," I , 6 9 - 7 2 . 
^ R e f e r e n c e s to M a r t e l l o ' s t r e a t i s e appear, f o r i n s t a n c e , i n 
a l e c t u r e g i v e n i n Venice on October 28, 1744 by Gian R ina ldo 
C a r l i (1720-1795)> C a r l i w e l l - v e r s e d i n the Greek language, 
had enjoyed cons ide rab l e success w i t h the performance o f h i s 
t ragedy I f i g e n i a ^ i n T a u r i i n 1744. H i s l e c t u r e , e n t i t l e d 
D e l l ' i n d o l e d a i I s i c 1 t e a t ro t r a g i c o : D i sco r so accademico dea l s w i t h the h i s t o r y o f t ragedy i n I t a l y . I t was l a t e r 
p u b l i s h e d i n the R a c c o l t a d ' o p u s c o l i s c i e n t i f i c ! e  
f i l o l o g i c i , ed. D. Angelo Ca logera XXXV (Venez ia : O c c h i , 
1 7 4 6 ) , 1 4 7 - 2 2 0 . The Di sco r so i s o f i n t e r e s t because o f i t s 
a t t ack on the a u t h o r i t y o f A r i s t o t l e , i t s l i v e l y defence 
o f the r i g h t s o f the moderns, and f o r i t s emphasis on 
sen t imenta l i sm as opposed to i n t e l l e c t u a l ! s m on the s tage . 

C a r l i ' s a t t i t u d e to A r i s t o t l e i s r e m i n i s c e n t o f 
M a r t e l l o ' s q u a l i f i e d r e s p e c t . Acco rd ing to C a r l i , the p r e 
cepts o f the Greek ph i l o sophe r and h i s commentators are by 
no means super f luous , and i n c e r t a i n aspect are even p r a i s e 
worthy. However, he admonishes: "Bisogna a v v e r t i r e , pero 
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che A r i s t o t i l e . . . g e n e r a l i r ego l e ha date, e r ego le t u t t e 
d a ' t r a g i c i G r e c i s t e s s i cavate ; l e q u a l i r ego le per questa 
ragione a l t r o scopo non hanno, che d i mostrare l a v i a , onde 
un an t i co Greco d i v e n i r possa un p e r f e t t o t r a g i c o " (P. 1 6 1 ) . 
These p recep t s , t h e r e f o r e , must be analyzed and modi f i ed 
acco rd ing to the i n d i v i d u a l case to which they are a p p l i e d . 
For as s o c i a l customs change, so should a r t , i f i t i s to 
a f f e c t i t s audience: "Ch i non vede o ra che t u t t e q u e l l e 
a z i o n i , l e q u a l i non incont rano l a d i s p o s i z i o n e d e l l ' a n i m o 
nos t ro , c i oe i l nos t ro costume, e l e c i r c o n s t a n z e d e ' n o s t r i 
tempi , e sono tanto lontane da n o i , quanto i l secolo d e ' G r e c i 
T r a g i c ! ; non possano o t t ene r s u l l e nos t re scene un e s i t o 
f o r t u n a t o ? " ' ( p . 1 8 2 ) . 

I n h i s j u s t i f i c a t i o n o f the a r t o f the moderns, C a r l i 
a t t a cks the i n s i s t e n c e on the observance o f the u n i t i e s o f 
t ime and p l a c e . Whi le d i s c u s s i n g the f e a s i b i l i t y o f changes 
o f scene, he dec l a r e s h i m s e l f to be i n agreement w i t h 
M a r t e l l o ' s t reatment o f the sub jec t , adding however: " i o 
come v o i ben sapete, avea det to appresso poco l e s tesse cose, 
pr ima ancora d i l e g g e r l o " (p. 2 1 1 ) . 

A p a r t i c u l a r l y i n t e r e s t i n g aspect o f C a r l i * s paper i s 
the emphasis he p l a c e s on s e n t i m e n t a l i t y as an i n d i s p e n s a b l e 
q u a l i t y o f contemporay t h e a t r e . Tragedy must appeal to the 
hea r t . I f i t i s d i r e c t e d towards the i n t e l l e c t , i t w i l l f a i l , 
as G r a v i n a ' s t r aged i e s f a i l e d . The death o f t ragedy i n the 
s i x t e e n t h century was due to the f a c t tha t I t a l i a n poets 
thought o n l y o f composing sonorous ve r se s , and neg lec ted to 
touch the hea r t . However, acco rd ing to C a r l i ' : " c o s i siccome 
i l popolo non e prevenuto, e l a s c i a fa re a l i a na tu ra , e a l 
cuore , c i o che e g l i v u o l e ; q u e l l ' a z i o n e f a r a i n l u i sempre 
piu. commozione, che s i c o n s i g l i e r a piu. con l a na tu ra medesima. 
Perche l e p a s s i o n i a l i a v i s t a d i t e a t r a l e rappresen taz ione 
prendino i n no i qualche d i r e z i o n e , non e bisogno ne d i . 
s c i e n z e , ne d i f i l o s o f i e : bas t a esser uomini" (p.. 1 6 0 ) . 
C a r l i * s words f r e q u e n t l y convey a sugges t ion o f romantic 
s e n s i b i l i t y : "Una ben apparecch ia ta s i t u a z i o n e impegna t u t t i 
g l i a f f e t t i ; e t u t t a l ' a t t e n z i o n e r i s c u o t e . . . . I I Poeta 
deve. a l l o r a p a r t i c o l armente esser a t t o r e ; e deve p iangere , ed 
a d i r a r s i come se fosse s u l f a t t o . L ' e s p r e s s i o n i devono cader 
d a l l a penna, e ' l so lo u r to d e l l a pass ione conv ien che s i a 
1 ' A r i s t o t i l e d e l l ' a z i o n e . . . . Lunge adunque l o s forzo d i 
mente, quando l a pass ione e i n a t t o " (p. 188). 

The pragmatism o f M a r t e l l o i s ev iden t i n C a r l i ' s 
acceptance o f the cha rac t e r f i n d o l e ] o f contemporary thea t re 
p u b l i c : "Non serve i l d i r e che i l gusto e c o r r o t t o ; che g l i 
uomini s i sono c a n g i a t i . I I Teatro ch ' e luogo d i s p e t t a c o l o , 
e s t a b i l i t o appunto per g l * i g n o r a n t i . . . . Lo s t r i d e r e c o n t r a 
i . drammi, e c o n t r a alcune t r aged ie F r a n c e s i , e I t a l i a n e , 
perche non v i s i t r o v a l a pe r f ez ione d e l l ' i m m a g i n a r i a (per 
o r a mi s i permetta ques ta espress ione) a r t e t r a g i c a , non 
serve a n u l l a ; perche a l popolo bas ta un s o l t r a t t o perche 
s i commuova: e m o l t i s o f f r i r a n n o un 'ope ra i n t e r a per gus ta r 
solamente una scena" (pp. 1 5 9 - 6 0 ) . ' C a r l i ' s s rep ly to the-
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p r o p o s i t i o n tha t p u b l i c t a s t e ought to he changed i s : "Ma 
c h i e-capace d i tan to? E r i t m i h i magnus A p o l l o " (p. 218). 

Al though he does not d w e l l to any extent on the ques
t i o n o f melodramma, C a r l i ' s c o n c l u s i o n s concern ing the cha r 
ac t e r o f e igh teen th -cen tu ry I t a l i a n thea t re and i t s p u b l i c 
j u s t i f y the t a s t e f o r mus i ca l drama, w i t h i t s appeal" t o . 
the sent iments . Furthermore, he c i t e s examples from anc ien t 
a u t h o r i t i e s to s t rengthen h i s c l a i m tha t Greek drama was 
sung throughout , as he s t a t e s Francesco P a t r i z i had a l ready 
concluded. Whi l e r e p e a t i n g the commonplace on the r e s p o n s i 
b i l i t y o f the m u s i c a l drama f o r the d e c l i n e o f I t a l i a n 
t ragedy i n the seventeenth cen tury , C a r l i expresses the 
c u r i o u s o p i n i o n tha t Zeno was r e s p o n s i b l e fo r the r e b i r t h o f 
t ragedy i n the e igh teen th cen tu ry . A c c o r d i n g to C a r l i , i t 
was Zeno who f i r s t banished improbable s i t u a t i o n s from the 
s tage, r e p l a c i n g them w i t h decorous, h e r o i c and i n s t r u c t i v e 
a c t i o n s . Thus C a r l i c a l l s Zeno ' s dramas " p i c c o l e Tragedie" , 
and laments the f a c t tha t the Vene t i an l i b r e t t i s t d i d not 
apply h i m s e l f to the compos i t ion o f " i n t e r e Traged ie" . H i s 
example, however, l e d o thers to undertake the t a sk , w i t h the 
r e s u l t a n t resurgence o f I t a l i a n t ragedy (pp. 155-57). 

Although i n C a r l i ' s d i s c u s s i o n o f Zeno ' s dramatic 
works we c a t c h a gl impse o f M a r t e l l o ' s d i s t i n c t i o n between 
m u s i c a l and spoken t ragedy, C a r l i has not f u l l y d iges t ed the 
concept . He s t i l l regards melodramma as a type o f t ragedy, 
and as such, i t forms p a r t o f a genera l d i s c u s s i o n o f the 
t r a g i c genre, wi thou t r e q u i r i n g separate t reatment . However, 
he saw m u s i c a l drama as an acceptable form, once i t f reed 
i t s e l f from i t s baroque excesses , because i t appealed to the 
sent iments , and hence to. the p u b l i c . C a r l i ' s D i sco r so has 
r e c e i v e d l i t t l e a t t e n t i o n ; see Giuseppe O r t o l a n i , L a r i f o r m a  
d e l t e a t r o n e l Se t tecen to e a l t r i s c r i t t i , ed. Gino Damerino 
(Venez ia : I s t i t u t o per l a c o l l a b o r a z i o n e c u l t u r a l e , 1962), > 
PP. 33-37; N a t a l i , I I Se t t ecen to , I , 472. 
84 

M a r t e l l o p a r t i c i p a t e d i n the Roman Academy from 1708 to 
1718. Crescimbeni i n c l u d e d M a r t e l l o ' s poe t ry i n the second 
volume o f h i s nine-volume e d i t i o n o f Rime d e g l i A r c a d i , and 
he gave M a r t e l l o an impor tant p a r t i n the d ia logues o f h i s 
L a b e l l e z z a d e l l a v o l g a r p o e s i a (1700). 

^ M a r t e l l o g e n t l y s a t i r i z e s G r a v i n a ' s t r aged i e s i n h i s d i a - . 
logue w i t h A r i s t o t l e ( D e l l a t r a g e d i a a n t i c a e moderna, pp. 
200-03, 262-67). On p . 202 M a r t e l l o w r i t e s tha t Grav ina 
" invece d ' e l e v a r e i l p r o p r i o s p i r i t o a r i t r a r c i i l c a r a t t e r e 
d e g l i e r o i per esso i m i t a t i , ha f a t t o descendere g l i e r o i 
medesimi a r i t r a r c i i l d i l u i so lo c a r a t t e r e , dimodoche invece 
d i veder q u e l l i d e l l a t r a g e d i a c i v e d i unicamente l ' a u t o r e , 
ed i n c i o fo rse i l popolo non t r a v e d e . " Thus, M a r t e l l o had 
a l r eady seen the a u t o b i o g r a p h i c a l element i n G r a v i n a ' s t r a g 
ed ies tha t B i n n i p o i n t e d out to modern s c h o l a r s , and which has 
been developed i n c r i t i c a l s t u d i e s by Quondam. 
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^ M a r t e l l o doubt less f e l t a c e r t a i n j ea lousy towards M a f f e i , 
whose s i n g l e t ragedy Merope enjoyed such immense success t ha t 
i t over-shadowed M a r t e l l o ' s own works, and seemed to accom
p l i s h the t h e a t r i c a l reform sought a f t e r so d i l i g e n t l y by 
M a r t e l l o h i m s e l f . C f . the l e t t e r i n I I Cesare, pp. 38-39. 
I n h i s Femia sen tenz ia to M a r t e l l o wrote a w i t t y s a t i r e o f 
M a f f e i and h i s t ragedy, which i n f u r i a t e d the author o f Merope. 
M a r t e l l o * s eventua l attempt to r e c t i f y the damage i s de-, 
s c r i b e d i n the I869 e d i t i o n o f I I Femia sen tenz ia to ( r p t . 
1968). On the M a r t e l l o - M a f f e i po lemic , see Rober tson, pp. 
124-26; M o n c a l l e r o , L ' A r c a d i a , p . 216. 

^ S e e h i s l e t t e r to M u r a t o r i o f 25 October 1710: "Gia. mandai 
1'opere mie i n dono a l S ignor Apos to lo Zeno per mezzo d e l 
S ignor Marchese M a f f e i . . . . Io mo, che v o r r e i da Vo l? 
V o r r e i che siccome cola, a v v i s a s t e l e qua t t ro prime [ t r a g e d i e ] , 
c o s i a v v i s a s t e l e u l t i m e due, e con ques ta occasione mandando 
cola, un p i c c o l o esame d i t u t t e s e i , come se appunto non l e 
avessero vedute E s s i , l i met tes te i n qualche soggezione d i 
non d i r b a i e , perche se ne diranno sopra g l i O c c h i , sopra i 
D i a l o g h i . . . non r e p l i c h e r o certamente; ma l e Traged ia 
[ s i c ] sono da me p r e d i l e t t e con t a l pass ione , che se l e vedro 
tocca te i n que l che non mer i tano , non v ' a s s i c u r o d i t u t t a l a 
mia conna tura le per a l t r o moderazione; e per d i r l a , non 
v o r r e i guerre c i v i l i f r a n o i a l t r i I t a l i a n i " ( L e t t e r e d i  
M a r t e l l o , p . 57)- See the a r t i c l e on M a r t e l l o , " E l o g i o d i 
P i e r - J a c o p o M a r t e l l o , " G i o r n a l e d e ' l e t t e r a t i d ' I t a l i a , 38:2 
(1733), 14-9-99. 
Qp 

S t o r i a c r i t i c a d e ' t e a t r i a n t i c h i e moderni , 'VI ( N a p o l i , 
I79O}., - 2 6 0 . V Manfredi c o l l a b o r a t e d i n the compos i t ion of , 
among o the r s , M a r t e l l o ' s La n i n f a cos tante (1697), D e l l ' a r t e  
d i amar Dio (1698), and I I Parad i so (I698). 
89 

' M u r a t o r i gave h i s o p i n i o n on M a r t e l l o ' s works i n a l e t t e r 
to Zeno dated 6 November 1710: "Spero, che i n questo mentre 
v o i r i f e r i t e g l i Occhi d i Gesu, l ' A r t e p o e t i c a , e l e Tragedie 
mandatevi ; e c i o facendo, v o r r e i ben p r e g a r v i d 'usa re t u t t a 
l a p o s s i b i l e bonta. verso d i un valentuomo d i ques ta f a t t a , 
senza pero mancare a l i a v e r i t a . P o c h i s s i m i , e d i r o anche 
niuno d i s i m i l i p o e t i ha presentemente 1 ' I t a l i a , e pero 
m e r i t a che ne d i c i a t e a s s a i bene; perche quantunque i o non 
o s a s s i sos tenere , che a lcuna d e l l e sue f a t i c h e n e l t u t t o 
fosse p e r f e t t a e super io re a l i a censura , nul ladimeno ha d e l l e 
v i r t u ' e d e l l e p a r t i i n c o m p a r a b i l i . E d i s s i p o e t i s i m i l i , 
intendendo n e l l a vaghezza d e l l e i n v e n z i o n i , che s i leggono 
n e l suo poema, n e l l ' i n c r e d i b i l e f a c i l i t a . d i d i s p o r r e e 
d ip inge re i n v e r s i cose d i f f i c i l i s s i m e , possedendo e g l i 
veramente q u e l l a r a r a v i r t u , c h ' i o chamai ene rg i a ed ev idenza 
n e l mio T r a t t a t o . D i q u e s t i m i r a b i l i p e z z i v o i ne t r o v e r e t e 
p a r e c c h i i n esso poema. A l u i pero sopra d ' o g n i a l t r a cosa 
i o so che son care l e Traged ie . La maniera d e ' v e r s i a t u t t a 
pr ima pud essere che non s o d d i s f a c c i a ; ma credetemi che, 
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avvezzato che v i s i e l ' o r e c c h i o , r i e s c e heniss imo, e f a un 
ot t imo e f f e t t o , benche i o tema che poch i abbiano da i m i t a r l a , 
costando essa probabi lmente mol t a f a t i c a . S i puo l a s c i a r e 
a i l e t t o r i e a l tempo l a cu ra d i g iud ' icare accertatamente 
d e l v a l o r e e d e l mer i to d 'esse Tragedie , ma i n t a n t o s i puo 
d i r e , senza p e r i c o l o d ' e r r a r e , c h ' e l l e contengono d e l l e r a r e 
v i r t u , avendo i l s i g . M a r t e l l i , veramente sch iva to l o s t i l e 
l i r i c o , e a l z a t o l o s t i l e a t u t t o que l magn i f i co , che s i 
conviene a l i a T raged ia con t a l i r i s a l t i d ' ingegno bene spesso, 
che i l e t t o r i non possono non ammirare l ' i n t e l l e t t o suo 
v i v a c i s s i m o , e i l suo f e l i c e t a l e n t o , e non r i s e n t i r e gran 
d i l e t t o da una s i f a t t a l e t t u r a " ( E p i s t o l a r i o d i M u r a t o r i , 
I I I , 1210-11). 

? ° M a f f e i , Teatro i t a l i a n o (1723); A l g a r o t t i , Saggio sopra  
1'opera i n musica (1762); B e t t i n e l l i , D i a l o g h i d'Amore 
(1796). 
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Notes to M a r c e l l o 

"Published, w i t h the f o l l o w i n g t i t l e page: " I L TEATRO ALLA 
MODA, o s i a Metodo s i c u r o , e f a c i l e per hen comporre, & 
eseguire 1 'OPERE; I t a l i a n e i n Mus ica a i l ' u s o moderno, Nel  
quale s i danno A v v e r t i m e n t i u t i l i , e hecessar j a. P o e t i , 
Compos i to r i d i Mus i ca , M u s i c i d e l l ' u n o , e d e l l ' a l t r o sesso, 
Impresar j , S u o n a t o r i , Ingegner i , e P i t t o r i d i Scene, P a r t i 
buf fe , S a r t i , P a g g i , Comparse, S u g g e r i t o r i , C o p i s t i , 
P r o t t e t o r i , e MADRI d i V i r t u o s e , & a l t r e Persone appar tenent i 
a l Tea t ro . DEDICATO DALL* AUTORE DEL LIBRO AL COMPOSITORE DI 
ESSO. Stampato ne'BORGHI d i BELISANIA per ALDIVIVA LICANTE, 
a l l ' I n s e g n a d e l l ' O r s o i n PEATA. S i vende n e l l a STRADA d e l 
CORALLO a l i a PORTA d e l PALAZZO d'ORLANDO. E s i r i s t ampe ra 
ogn'anno con nuova a g g i u n t a . " For an e x p l a n a t i o n o f the 
enigmat ic l i n e s t ha t f o l l o w the ded i ca to ry sentence, see Gian 
Francesco M a l i p i e r o , "Un f r o n t e s p i z i o e n i g m a t i c a , " B o l l e t t i n o  
b i b l i o g r a f i c o mu s i ca l e , 5 (1930), 16-19; Reinhard G. Pau ly , 
"Benedetto M a r c e l l o ' s S a t i r e on E a r l y E igh teen th -Century 
Opera ," M u s i c a l Q u a r t e r l y , 34 (1948), 230; Andrea D e l l a Cor t e , 
S a t i r e e g r o t t e s c h i d i musiche e d i m u s i c i s t i d ' o g n i tempo 
(Tor ino : U . T . E . T . , 1946), pp. 284-87; B ianca M. B a r o n c e l l i 
Da Ros, " S u l 'Tea t ro a l i a Moda* d i Benedetto M a r c e l l o , " 
Human!tas ( B r e s c i a ) , 8 (1953), 298-301; Ar iodan te Mar i ann i* s 
i n t r o d u c t i o n to h i s e d i t i o n o f I I Teatro a l i a Moda (Mi l ano : 
T a l l a , 1959), p- 9- For a l i s t o f e d i t i o n s and t r a n s l a t i o n s , 
see Pau ly , " M a r c e l l o ' s S a t i r e , " pp. 228-29. To t h i s l i s t 
should be added.the f o l l o w i n g more recen t e d i t i o n s : Andrea 
D ' A n g e l i ' s we l l - anno ta t ed t e x t ( M i l a n o : R i c o r d i , 1959); see 
B i n n i ' s r ev iew, Rassegna d e l l a L e t t e r a t u r a I t a l i a n a , 
6l(1957;)i 301-03; M a r i a n n i ' s e d i t i o n o f 1959 ( c i t e d above); 
Giacomo Alessandro Caula*s unannotated e d i t i o n (Tor ino : 
Cau l a , 1965). The s a t i r e was t r a n s l a t e d i n t o E n g l i s h and 
annotated by P a u l y ; i t appeared i n two p a r t s i n M u s i c a l  
Q u a r t e r l y , 34 (1948), 371-403 and 35 (1949), 85-105. There 
are two e a r l y undated e d i t i o n s . o f I I Teatro ex tant , and i t 
has proved d i f f i c u l t to a s c e r t a i n which o f the two i s the 
o r i g i n a l . Both t e x t s are v i r t u a l l y i d e n t i c a l i n t h e i r con
t en t , though the p a g i n a t i o n i s d i f f e r e n t (64 pages and 7 2 
pages) . A. T e s s i e r , i n h i s e d i t i o n o f I I Teatro (Venez ia , 
I 8 8 7 ) , chose the shor t e r t e x t as the p r i n c e p s , c l a i m i n g t ha t 
the e x t r a e igh t pages o f the l onge r v e r s i o n were s imply the 
p u b l i s h e r ' s way o f j u s t i f y i n g the u n f u l f i l l e d promise an
nounced i n the f i r s t e d i t i o n , namely that- i t was to be r e 
p r i n t e d annua l ly w i t h up- to-da te a d d i t i o n s . E n r i c o Fondi 
a l so chose the sho r t e r v e r s i o n as the b a s i s f o r h i s e d i t i o n 
o f I I Teatro (Lanciano: Carabba, 1913). A l f r e d E i n s t e i n , on 
the o ther hand, i n h i s German t r a n s l a t i o n Das Theater nach  
der Mode (Munich, 1917), c la imed tha t some o f the m i s p r i n t s 
o f the 72-page e d i t i o n were c o r r e c t e d i n the l a t e r e d i t i o n 
o f 64 pages. D ' A n g e l i e d i t e d the 72-page v e r s i o n , as d i d 
M a r i a n n i . The l a t t e r j u s t i f i e s h i s d e c i s i o n c h i e f l y by the 
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f a c t t ha t the few V a r i a n t s i n the 64-page e d i t i o n have mod
e r n i z e d the orthography o f the 72-page, v e r s i o n (pp. 15n-l6n). 
For fu r t he r evidence i n support o f the 72-page v e r s i o n , see 
B a r o n c e l l i Da Ros, p . 301. Quota t ions from I I Teatro a l i a  
Moda are t aken from M a r i a n n i ' s e d i t i o n which i s the most 
f a i t h f u l to the 72-page v e r s i o n . 
p 
See F o n d i ' s i n t r o d u c t i o n to h i s e d i t i o n o f I I Tea t ro , p . 9; 

Pau ly , " M a r c e l l o * s S a t i r e , " p . 228; M a r i a n n i , e d . , p . 8. 
Ins t rumenta l i n the i d e n t i f i c a t i o n o f t h i s work was the l e t t e r 
w r i t t e n by Apos to lo Zeno from Vienna to Antonio Francesco 
Marmi i n F lo rence (2 A p r i l 1721), i n which he a l l u d e s to the 
au thorsh ip as though i t were an accepted f a c t : "Quel Teatro 
a l i a moda d e l S i g . Benedetto M a r c e l l o , che e f r a t e l l o d e l 
S i g . A les sandro , e una s a t i r a g e n t i l i s s i m a " ( L e t t e r e d i  
Apos to lo Zeno, I I I , 257). The .noted e igh teen th -cen tu ry h i s 
t o r i a n o f music , Padre G i a m b a t t i s t a ; M a r t i n i , f i x e d the date 
o f p u b l i c a t i o n at 1720 (as r epo r t ed ,by Ernes t David i n h i s 
t r a n s l a t i o n Le Theatre a l a mode au X V I I I . e s i e c l e [ P a r i s : 
F i schbacher , 1890J, p . 5). See a l so " I I 'Tea t ro a l i a Moda' 
d i B. M a r c e l l o , " Ateneo veneto, 2 (1935), 156. 
3 
•^Andrea D e l i a C o r t e , " I I 'Tea t ro a l i a Moda' o s s i a L a morale 
d i una s a t i r a , " I I p i a n o f o r t e , 2(1921), 200. On o p e r a t i c 
a c t i v i t y i n Venice i n the e igh teen th cen tury , see Taddeo W i e l , 
I t e a t r i m u s i c a l i v e n e z i a n i d e l Se t t ecen to : Catalogo d e l l e 
opere i n musica rappresen ta te n e l seco lo X V I I I i n Venez i a  
T1701-1800) (Venez ia : V i s e n t i n i , 1897); Antonio Zardo, 
Teatro veneziano d e l Se t tecento (Bologna: Z a n i c h e l l i , 1925); 
V i t t o r i o Malamani, " I I t e a t ro l i r i c o • a Venez ia n e l secolo 
X V I I I , " A r c h i v i o veneto, 5 t h , S e r . , 1 (1927),' 192-220; Ludovico 
Z o r z i et a l . , I t e a t r i p u b b l i c i d i Venez ia ( s e c o l i X V I I - 
X V I I I ) : Mos t ra documentaria e ca ta logo (Venez ia : Nuova 
E d i t o r i a l e , 1971)• 

^Benedetto M a r c e l l o (1686-1739) was born i n t o an i l l u s t r i o u s 
Vene t i an f a m i l y , pa t rons o f music and the a r t s . Al though as 
a p a t r i c i a n he was deeply i n v o l v e d i n the p o l i t i c s o f the 
R e p u b l i c , he had from an e a r l y age r e c e i v e d an e x c e l l e n t 
m u s i c a l educa t ion , and i n l a t e r l i f e became wel l -known and 
respec ted throughout Europe as a composer. H i s most impor
t an t compos i t ion i s the E s t r o poe t ico-a rmonico o f 1724-26, 
about which Grove wrote: " [ I j t i s h a r d l y too much to say 
t ha t as a whole they c o n s t i t u t e one o f the f i n e s t p roduc t ions 
o f mus i ca l l i t e r a t u r e " (Grove ' s D i c t i o n a r y o f Music and M u s i 
c i a n s , ed. E r i c Blom, 5"th ed. [1954 j ) . On M a r c e l l o ' s educa-
t i o n , see Andrea D ' A n g e l i , Benedetto M a r c e l l o : V i t a e opere 
( M i l a n o : Bocca, 19^0), pp. 7, 9n, 86-87; a l so E n r i c o F o n d i , 
L a v i t a e 1'opera l e t t e r a r i a d e l m u s i c i s t a Benedetto M a r c e l l o 
(Roma: Modes, 1909), p . 1. 

•̂ On M a r c e l l o ' s l i t e r a r y works, see D ' A n g e l i , M a r c e l l o : V i t a  
e opere; G i u l i o F e r r o n i , "L*opera l e t t e r a r i a d i Benedetto 



- k 5 3 -

M a r c e l l o e l ' i n e d i t a ' F a n t a s i a d i t i r a m b i c a e r o i c o m i c a , ' " 
Rassegna d e l l a L e t t e r a t u r a I t a l i a n a , 74 (1970), 333-93. 

^Severa l m u s i c a l dramatic works have been a t t r i b u t e d to 
M a r c e l l o . See F . J . F e t i s , " M a r c e l l o , B e n o i t , " B iograph ie  
u n i v e r s e l l e des mus ic iens et b i b l i o g r a p h i e generale de l a  
musique, V ( P a r i s : F i r m i n - D i d o t , 1867), 440-44; Robert 
E i t n e r , "Benedetto M a r c e l l o , " Monatshefte fu r Mus ikgesch i ch t e , 
23 (1891), I87. There i s , however, some disagreement among 
s cho l a r s as to which o f the works a t t r i b u t e d to M a r c e l l o were 
a c t u a l l y w r i t t e n or composed by him. See Pau ly , "Marce l lo - ' s 
S a t i r e , " pp. 226-27; D ' A n g e l i , M a r c e l l o : V i t a e opere, • 
pp. 27I-74. Among those works tha t are undoubtedly h i s are: 
1) L ' A r i a n n a , i n t r e c c i o mus i ca l e , l i b r e t t o by Vincenzo Cassani ; 
i i ) La P s i c h e , i n t r e c c i o mus ica l e , l i b r e t t o by Vincenzo 
Cas san i ; i i i ) two i n t e r m e z z i and choruses f o r h i s own t ragedy 
L u c i o Commodo; i v ) G i u d i t t a , o r a t o r i o , l i b r e t t o and music by 
M a r c e l l o ; v) G ioaz , o r a t o r i o , l i b r e t t o by Zeno; v i ) Timoteo, 
can ta t a , l i b r e t t o by Antonio C o n t i . 
7 
Stefano Ar teaga , Le r i v o l u z i o n i de l t e a t ro mus ica le i t a l i a n o , 

I (Bologna: T r e n t i , 178377 311-12. 
g 

B a r o n c e l l i Da Ros, p . 305; F o n d i , e d . , Teatro a l i a Moda, 
p . 9. 
9 
' " Q u e l Teatro a l i a moda . . . e una s a t i r a g e n t i l i s s i m a : ma 
a l t r e t t a n t o e i n s u l s a e p i ena d i e r r o r i q u e l l a Poggiana d i 
M. 1'Enfant, i l quale con essa s i e s c r e d i t a t o mol to" 
( L e t t e r e d i Apos to lo Zeno, I I I , 257-58). Zeno i s r e f e r r i n g 
here to the work on Poggio B r a c c i o l i n i by Jacques Lenfant 
e n t i t l e d Poggiana, ou L a V i e , l e c a r a c t e r e , l e s sentences et  
l e s bons mots de Pogge f l o r e n t i n , 2 v o l s . CAmsterdam, 
1720). 
10 

O r i g i n a l l y p u b l i s h e d i n 1583, the work can be found i n 
P a o l i C h e r c h i ' s e d i t i o n o f T. G a r z o n i , Opere ( N a p o l i : R o s s i , 
1972), pp. 39-235. 
11 

I I S e g r e t a r i o C l i t e r n a t e a l Baron d i Corvara d i S a t i r e  
L i b r o (1717), i n Noce 's E d i t i o n o f M a r t e l l o , S c r i t t i c r i t i c i  
e s a t i r i c i , pp. 71-110. M a r t e l l o * s s a t i r e had a l so appeared 
anonymously. 
12 

E.g". , C a m i l l e B e l l a i g u e , " T r o i s ma i t r e s d ' l t a l i e : I I . 
M a r c e l l o , " Revue des Deux Mondes, 1 A p r i l , 1895, P- 6 4 l ; 
Fehr , Zeno und se ine Reform, p . 20. 
13 

^ E . g. , G i a z o t t o , P o e s i a melodrammatica, p . 3 k« 
14 

F e r r o n i , pp. 335, 3^0-41; B i n n i , " I I S e t t e c e n t o , " p . 457; 
Mario A p o l l o n i o , S t o r i a d e l t e a t ro i t a l i a n o ( F i r e n z e : 
Sanson i , 195*0, I I , 18"0~; 



Teatro a l i a Moda, PP . 4 l 

'Teatro a l i a Moda, P- 51. 

Teatro a l i a Moda, P- 27. 

'Teatro a l i a Moda, P- 58-

'Teatro a l i a Moda, P- 24. 

-^Teatro a l i a Moda, p . 23. 

Es t ro poe t i co -a rmon ico : P a r a f r a s i sopra l i p r i m i [ s econd i ] 
v e n t i c i n q u e s a l m i , 8 v o l s . (Venez ia , 1724-28; r p t . i n 4 v o l s . , 
Farnborough, H a n t s . : Gregg, 1967). Quota t ions i n t h i s study 
are taken from the I967 e d i t i o n . Telemann's l e t t e r 
(6 October 1726) i s reproduced i n the preface to V o l . V I I I , 
pp. i i i - i v . Matheson's l e t t e r o f 6 October 1725 can be found 
i n the preface to V o l . V I , pp. 2 -3 . 

"^See Francesco C a f f i , S t o r i a d e l l a musica s ac ra n e l l a g i a  
C a p p e l l a Ducale d i San Marco i n V e n e z i a d a i 1318 a l 1797 
(1854-55, r p t . M i l a n o : B o l l e t t i n o b i b l i o g r a f i c o mus ica l e , 
1931), I I , 192. 
1 R 

Preface to V o l . I o f E s t r o poe t i co -a rmonico , p . 2. 

19 

20 

21 

22 

24 , Es t ro poe t i co -a rmon ico , I , 4-5. 
25 

^The poet w i l l v i s i t the. composer, "e g l ' i n c a r i c h e r a p o i 
n e l l ' A r i e b r e v i s s i m i R i t o r n e l l i e Passaggi (ma p i u t t o s t o 
molte r e p l i c h e i n t e r e d e l l e p a r o l e j , perche megl io s i goda 
l a P o e s i a " (Teatro a l i a Moda, p . 29). 

Teatro a l i a Moda, pp. 34-35. 
27 

Teatro a l i a Moda, p . 22. D ' A n g e l i c i t e s the example o f the 
melodramma Veremonda, performed i n 1652 i n Venice to the music 
of C a v a l l i . The l i b r e t t i s t , Count M a i o l i n i B i s a n l o n i , had the 
o u t l i n e o f the drama (which u s u a l l y appeared at the beg inn ing 
o f the t e x t ) p r i n t e d at the end o f h i s l i b r e t t o bea r ing the 
i n d i c a t i o n : "Argomento d e l l ' o p e r a per c o l o r o che i n u d i r l a o 
l e g g e r l a non l ' a v e s s e r o bene i n t e s a " (Teatro a l i a Moda, ed. 
D ' A n g e l i , p . 93n). 
28 

Teatro a l i a Moda, p . 26. Here M a r c e l l o i s r i d i c u l i n g the 
"comparison a r i a , " a convent ion tha t was very popular at the 
time o f Zeno and throughout the cen tury . M a r t e l l o ' s A r i s t o t l e 
suggests the use o f such charming comparisons and s i m i l e s 
( D e l l a t r a g e d i a a n t i c a e moderna, pp. 289-90), and Metas ta s io 
a l so r i d i c u l e s them i n h i s in termezzo L ' i m p r e s a r i o d e l l e  
Canar ie ( i n Tut te l e opere d i P i e t r o Me tas t a s io , . ed. Bruno 
B r u n e l l i , I "[Milano: Mondadori , 195377 55-56. 
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2 9 T e a t r o a l i a Moda, p . 3^-

[A]vvertendo sopra ogni cosa d i non in t ende r punto i l 
sentimento d e l l e p a r o l e , ne ce rca re tampoco che g l i e l o > 
s p i e g h i " CTea t ro a l i a Moda, p . 4 5 ) . 
J "Non a lzera . mai l ' o c c h i o a l i a P a r t e , sapra. poco l egge re , 
non dovendosi punto r e g o l a r e ne a l l e Note n§ a l l e Pa ro l e d e l 
Musico (Teatro a l i a Moda, p . 63). 
32 
J The modern poet w i l l always have at hand "qualche c e n t m a i o  
d ' a r i e t t e per po te r camhiare, aggiungere, e t c . , non ' , 
t rascurando d i r i e m p i r e i l L i h r o d e ' s o l i t i V e r s i o z i o s i 
segna t i con v i r g o l e t t e " (Teatro a l i a Moda, p~! 27) • 

- ^ E s t r o poe t i co -a rmon ico , I , 4 . 
34 

E s t r o poe t i co -a rmon ico , I , 2. 
35 
- ^ C i t e d i n D ' A n g e l i , M a r c e l l o : V i t a e opere, p . 59• Among 
those who a t t r i b u t e the l e t t e r to M a r c e l l o , see D e l l a Cor t e , 
" I I 'Tea t ro a l i a Moda,*" p . 199; B a r o n c e l l i Da Ros, p . 304. 
For the d i spu ted a t t r i b u t i o n to M a r c e l l o , see C a f f i , I I , 
212-14; D ' A n g e l i , M a r c e l l o : V i t a e opere, pp. 49-62. Al though, 
f o r v a r i o u s reasons , both doubt M a r c e l l o ' s au tho r sh ip , i t i s 
neve r the le s s t rue tha t the passage quoted expresses M a r c e l l o ' s 
views to the l e t t e r . 
- ^ C i t e d i n D e l i a C o r t e , S a t i r e e g r o t t e s c h i , p . 331-
37 
^ ' C i t e d m D e l i a Cor t e , S a t i r e e g r o t t e s c h i , p . 330. 
•^The prologue and sonnet are p u b l i s h e d i n an appendix to 
F o n d i ' s e d i t i o n o f I I Teatro a l i a Moda, pp. 101-09• 
39L'Arianna (I727), ed. Oscar C h i l e s o t t i (1885; r p t . Bologna: 
F o r n i , 1969); Gioaz (1726), ed. Giacomo Benvenuti ( M i l a n o : 
C l a s s i c i m u s i c a l i ; i t a l i a n i , 1942); Timoteo, o s s i a G l i e f f e t t i  
d e l l a musica . I n t h i s can ta ta , acco rd ing to D ' A n g e l i , 
M a r c e l l o se t s out to show the power o f music which c o u l d push 
man to the excesses o f two opposed pas s ions , e . g . , f ronrha te 
to l o v e , from anger to p i t y ( D ' A n g e l i , e d . , Teatro a l i a Moda, 
p . x ) . Al though the a t t r i b u t i o n o f the m u s i c a l p a s t o r a l 
C a l i s t o i n Orsa to M a r c e l l o has been d i spu ted (see C a f f i , I I , 
189; F o n d i , L a v i t a e 1'opera, p . 93; D ' A n g e l i , M a r c e l l o : 
V i t a e opere, p . 272), the work i s an attempt, C a f f i s t a t e s , 
to " r ende rc i s e n s i b i l e e poco men che v i s i b i l e i l 
tramutamento d i donna i n be lva" ( C a f f i , I I , I89). A' .further 
i n s t ance o f M a r c e l l o ' s p r eoccupa t ion w i t h the p o t e n t i a l o f 
music and poe t ry can be seen i n h i s unpubl i shed o r a t o r i o 
I I t r i o n f o d e l l a P o e s i a e d e l l a Mus ica n e l c e l e b r a r s i l a  
morte, l a e s a l t a z i o n e e l a incoronaz ione d i M a r i a Sempre  
Vergine Assunta i n C i e l o . . On t h i s o r a t o r i o , see D ' A n g e l i , 
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M a r c e l l o : V i t a e opere, pp. 149 f f . ; D e l i a Cor t e , S a t i r e e  
g r o t t e s c h i , pp. 332 f f . 

Teatro a l i a Moda, p . 31. 
41 

Teatro a l i a Moda, pp. 25-26. 
Lo 

A study o f the l i h r e t t i he set to music might shed some 
l i g h t on h i s preferences i n so f a r as dramatic poe t ry was 
concerned. 
43 

-^Teatro a l i a Moda, p . 33. 
44 

Teatro a l i a Moda, p . 33. D e l l a Corte w r i t e s : "Ma t u t t i , 
M a r c e l l o ed i suo i p l a g i a r i , ebbero i l t o r t o d i non 
cons idera re che a l l * i n d e g n i t a d e i p r e s u n t i a r t i s t i , a l i a 
l o r o mancanza d i c o s c i e n z a , a l mercan t i l i smo t r i o n f a n t e a l i a 
r i b a l t a , facevano r i s c o n t r o a l t r e t t a n t i v i z i e d i f i c i e n z e i n 
c o l o r o che con indu lgenze , f a v o r i , app l aus i e d u c a t i , 
a l imentavano, incoragg iavano , lus ingavano i l mondo c r o l l a n t e 
d e l l ' o p e r a secentesca e con t r i bu ivano a l i a m i s e r i a c u l t u r a l e 
d e l tempo" ( " I I 'Tea t ro a l i a Moda,* -oss ia La morale d 'una 
s a t i r a , " p . 204). 
^ B e l l a i g u e , " T r o i s m a i t r e s , " p . 6 4 l . 
46 

Although L ' A r i a n n a was not performed on stage du r ing 
M a r c e l l o ' s l i f e t i m e (see A l f r e d Loewenberg, Annals o f Opera 
1597-1940 [Geneva: S o c i e t a s B i b l i o g r a p h i c a , 1955], I , c o l s . 
1322-23)» i t has been cons idered "come una tappa n e l cammino 
melodrammatico da Monteverd i , a P e r g o l e s i , a Gluck" ( D ' A n g e l i , 
M a r c e l l o : V i t a e opere, p . 121). On L ' A r i a n n a , see a l so 
B a r o n c e l l i Da Ros, pp. 3I8-I9. • 
47 

' F o n d i , La v i t a e 1'opera, and the i n t r o d u c t i o n to h i s e d i 
t i o n o f I I Teatro a l i a Moda; P a u l y , "Marce l lo* s S a t i r e ' ; " 
D ' A n g e l i , e d . , Teatro a l i a Moda (see a l s o B i n n i ' s r ev i ew o f 
the e d i t i o n and s t u d y ) . 
48 

One o f the cha rac t e r s i n the fa rce desc r ibes the 
convenienze i n the f o l l o w i n g words: "Le convenienze t e a t r a l i 
sono i d r i t t i [ s i c ] p r e s u n t i , o v e r i , che c iaschedun 
personaggio pretende d i sostenere r igorosamente i n t e a t r o , 
per i q u a l i bene spesso non p i a c c i o n o l e opere o i b a l l i , 
s ' i r r i t a i l p u b b l i c o , vanno i n r o v i n a g l ' i m p r e s a r i , e s i 
rendono r i d i c o l i i v i r t u o s i " (Convenienze, scene 21, i n Le 
convenienze e Le incohvenienze t e a t r a l i , ed. Gian Francesco 
M a l i p i e r o [ F i r e n z e : Le Monnier , 1972], p . 84). W e l l i n t o 
the n ine teen th century and the Romantic opera , D o n i z e t t i 
composed bo th l i b r e t t o and score f o r the opera b u f f a , Le 
convenienze ed inconvenienze t e a t r a l i , based on S o g r a f i ' s 
p l a y Le convenienze t e a t r a l i (179*0 and i t s sequel Le 
inconvenienze t e a t r a l i (1800). O r i g i n a l l y composed i n 1827, 
D o n i z e t t i ' s opera b u f f a was r e v i s e d and performed i n 1831 
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w i t h great success . Near the end o f h i s ca ree r , D o n i z e t t i 
thought o f r e v i s i n g i t aga in , hut h i s h e a l t h gave out . See 
W i l l i a m Ashhrook, D o n i z e t t i (London: C a s s e l l , 1965), 
•PP. 95-96. 
Lo 

' D e l i a C o r t e , " I I 'Tea t ro a l i a Moda' o s s i a La morale d i una 
s a t i r a ; " M a r i a n n i , i n t r o d u c t o r y study to ; h i s e d i t i o n o f I I 
Teatro a l i a Moda, pp. 13-15-

^ Q P o e s i a melodrammatica, pp. 32-35-

^ " S u l 'Tea t ro a l i a Moda' d i Benedetto M a r c e l l o , " p . 306. 

52 
D ' A n g e l i , e d . , Teatro a l i a Moda, pp. x v i i i - x i x . 

53 
^ S e e Freeman, "Opera wi thout Drama," I , 1-79-
54 

See h i s r ev iew o f D ' A n g e l i * s e d i t i o n o f I I Teatro a l i a 
Moda, pp. 302-03..--
-5-%'opera l e t t e r a r i a d i M a r c e l l o , " pp. 333 -44 . 

- ^ F e r r o n i , p . 3 4 4 . The reference to the l o t t e r y i s i n 
Teatro a l i a Moda, p . 8 6 . 
57 . . 
- " F e r r o m l i m i t s h i m s e l f to M a r c e l l o ' s i n f l u e n c e on l a t e r 
c r i t i c s and reformers o f the melodramma (pp. 335n and 3^1)-
-^Bes ides the works a l r eady mentioned, M a r c e l l o a l so p u b l i s h e d 
volumes o f ve r se : S o n e t t i d i Benedetto M a r c e l l o n o b i l e  
veneziano t r a g l i a r c a d i Dr i an t e Sacreo TVenezia: H e r t z , 
1718), a volume o f sonnets A Dip (173D» r e i s s u e d i n an en
l a r g e d e d i t i o n i n 1732, and the F a n t a s i a d i t i r a m b i c a  
e ro i comica p u b l i s h e d f o r the f i r s t time by F e r r o n i , " L ' o p e r a 
l e t t e r a r i a d i M a r c e l l o , " pp. 363-93. 

--^Marcel lo was made a member o f the Accademia F i l a r m o n i c a d i 
Bologna i n 1711- For h i s r e l a t i o n s w i t h Bologna, see Al fonso 
M o r s e l l i , "Una fonte d ' i s p i r a z i o n e per i l 'Tea t ro a l i a Moda' 
d i Benedetto M a r c e l l o , " i n A t t i e memorie d e l l ' A c c a d e m i a d i  
S c i e n z e , L e t t e r e ed A r t i i n Modena, 14 (1956), 151. The 
t e x t o f the s a t i r i c a l l e t t e r to V i t t o r i a T e s i , a t t r i b u t e d to 
M a r c e l l o , r e f e r s to the Marquis O r s i : "Mi sono s t a t e 
raccomandate da gran s i g n o r i t u t t e l e C a n t a t r i c i che dovranno 
r e c i t a r e questo carnavale qu i i n Bologna. . . . I n s ino l a 
Bombasara e a r r i v a t a da Modena con l e t t e r e d e l l a Cor te d e l 
Marchese O r s i , a cc io i o l ' a s s i s t a , e per Dio ( t e r ) g l i ho 
saputo r i spondere ( b i s ) un b e l l i s s i m o no . " (Text p u b l i s h e d 
by D ' A n g e l i i n appendix to h i s e d i t i o n o f I I Teatro a l i a Moda, 
p . 8 1 ) . 

6 ° S e e M a r c e l l o ' s l e t t e r to M u r a t o r i (20 September 1730), ed. 
A l b e r t o V e c c h i : "Intorno ad alcune l e t t e r e i n e d i t e d i 
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Benedetto M a r c e l l o , " R i v i s t a mus ica le i t a l i a n a , 52 (1950), 
34-3-44. Echoes o f D e l l a p e r f e t t a poes i a can he found i n the 
Teatro a l i a Moda, f o r example on pp. 22 and 25. 
6 1 

Teatro a l i a Moda, pp. 22 and 26. Furthermore, M a r c e l l o was 
was undoubtedly aware o f M a r t e l l o ' s use o f the technique o f 
s a t i r i c a l p recep ts i n I I S e g r e t a r i o C l i t e r n a t e . 
62 

P o e s i a melodrammatica, pp. 32-33-
^ D ' A n g e l i , Benedetto M a r c e l l o : V i t a e opere, p . 22. 
64 

G i a z o t t o , V i v a l d i (Mi l ano : Nuova Accademia E d i t r i c e , 1965), 
p . 115-
6 5 

Benvenut i , e d . , G i o a z , p . 2 4 5 . 
6 6 G r o u t , Shor t H i s t o r y o f Opera, I , 192. 
67 

' F o r M a r t e l l o ' s d i s p o s i t i o n to s a t i r e and parody, see B i n m , 
r ev iew o f D ' A n g e l i ' s e d i t i o n , pp. 301^02; C a r o l i n e S i t e s , "More 
on M a r c e l l o ' s S a t i r e , " J o u r n a l o f the American M u s i c o l o g i c a l 
S o c i e t y , 11 (1958), l4l^4~8\ 
68 

Marc P i n c h e r l e , Antonio V i v a l d i et l a musique ins t rumenta le 
( P a r i s : F l o u r y , 1948), p . 21; G i a z o t t o , V i v a l d i , pp. 117-20, 
161-174 et passim; Wal t e r Kolneder , Antonio V i v a l d i (1678-
1741): Lehen und Werke (Wiesbaden: B r e i t k o p f & H a r t e l , 1965), 
pp. 199-202. 
"^Lorenzo Da Ponte, Memorie e a l t r i s c r i t t i , ed. Cesare 
P a g n i n i ( M i l a n o : Longanes i , 1971), pp. 146-56 et pass im. 
70 
' D e l l a C o r t e , " I I 'Tea t ro a l i a Moda'' o s s i a La morale d 'una 
s a t i r a , " pp. 201, 270. I n h i s e d i t i o n o f I I Teatro a l i a Moda, 
D ' A n g e l i c l a ims tha t M a r c e l l o ' s o b s e r v a t i o n o f contemporary 
melodramma took p lace between 1706 and 1720 (p. x v i i i ) . 
7 1 
' On M a r c e l l o ' s s t y l e i n I I Teatro a l i a Moda, see B i n m , 
r ev iew of D ' A n g e l i ' s e d i t i o n , pp. 302-03; F e r r o n i , " L ' o p e r a 
l e t t e r a r i a d i M a r c e l l o , " pp. 338 and 537 et pass im. 
72 
' "Non dovra i l moderno Compositore d i Mus ica possedere 
n o t i z i a . . . , " "sapra poco leggere . . . " ; "o rd inere . . . " ; 
" d i v i d e r a . . . " , e t c . 
"^Teatro a l i a Moda, p . 36 

^ " S I ' g i o c o s a Prosa i n a s s a i v o l g a r Frase (perche ben 
s ' i n t enda ) i o d e t t a i " (Teatro a l i a Moda, p . 19). 

^ T e a t r o a l i a Moda, p . 21. 
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Carducc i had a l ready noted i n M a r c e l l o a precedent to the 
d e s c r i p t i v e i r o n y found i n P a r i n i ' s I I G io rno . 
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Notes to M a f f e i 

For a b iography o f M a f f e i (1675-1755), see Giuseppe S i l v e s t r i , 
Un europeo d e l Se t t ecen to : S c i p i o n e M a f f e i ( T r e v i s o : Canova, 

""On Maf f e i 1 s humanism and a n t i q u a r i a n s c h o l a r s h i p , see 
T o f f a n i n , L ' e r e d i t a , pp. 159-68; A t t i l i o Momigl iano, " G l i 
s t u d i c l a s s i c i d i S c i p i o n e M a f f e i , " G io rna l e ' S t o r i c o d e l l a  
L e t t e r a t u r a I t a l i a n a , 133 (1956), 363-.'8'3'; C e l e s t i n o : 
G a r i b o t t o , "L'umanesimo d i S c i p i o n e M a f f e i , " A t t i e memorie  
d e l l a Deputazione d i S t o r i a P a t r i a per l e an t iche p rov ince  
modenesi, 8:8 (1956), 245-59. 

•^Toffanin, L ' e r e d i t a , p . 155. I n h i s "Eloge de M. l e Marquis 
S c i p i o n M a f f e i , " d i a r i e s Le^Beau c h a r a c t e r i z e s the I t a l i a n 
i n the f o l l o w i n g manner: "Poete, C r i t i q u e , A n t i q u a i r e , 
H i s t o r i e n , P h v s i c i e n , Casu i s t e meme & Theologien , autant 
q u ' o n peut I ' e t r e quand on es t t an t d ' a u t r e s choses" 
( L ' H i s t o i r e de 1 'Academie Royale des I n s c r i p t i o n s e t B e l l e s - 
L e t t r e s , XXVII [ P a r i s , 1761J, 229). 
4 

On t h e - r e l a t i o n s between M a f f e i and R i c c o b o n i , see Rober tson, 
pp. 155-61; C o u r v i l l e , R i ccobon i pp. 145-78, 197-234 et 
pass im. 

- 'Teatro i t a l i a n o , o s s i a S c e l t a d i t r aged ie per uso d e l l a 
scena, 3 v o l s . (Verona: V a l l a r ' s i , 1723-25). A l l quo ta t i ons 
are taken from t h i s e d i t i o n . 

Goldsmi th , An Enqu i ry i n t o the Present S ta te o f P o l i t e  
L e a r n i n g i n Europe (1759; r p t . i n the 1854 e d i t i o n o f h i s 
Works, I I , 20n, and I I I , 270). S i l v e s t r i r ecords M a f f e i ' s 
c l a i m tha t when v i s i t i n g Pope, he found the E n g l i s h poet 
working on a t r a n s l a t i o n o f Merope (p. 165). V o l t a i r e p r a i s e d 
M a f f e i ' s t ragedy i n the d e d i c a t i o n o f h i s own Merope (Oeuvres  
completes [ P a r i s : G a r n i e r , I877], IV , 185-89). L e s s i n g p r e 
f e r r e d M a f f e i ' s t ragedy to V o l t a i r e ' s . See h i s c r i t i q u e i n 
i s s u e s no. 36 to 50 (1 September to 20 October 1767) o f h i s 
Hamburgische Dramaturgje ( i n Werke, ed. Wa l t e r Hoyer 
[ L e i p z i g : VEB, 1956J, I I , 341-98) . On the con t rove r sy , see 
Max Guble r , Merope: M a f f e i , V o l t a i r e , L e s s i n g ( Z u r i c h : J u r i s , 
1955); V . P l a c e l l a , " L a po lemica se t t ecen tesca d e l l a Merope," 
F i l o l o g i a e l e t t e r a t u r a , 13 (1967), 309-36 and 394-447. 
7 
'Tea t ro i t a l i a n o , I , v . The t ragedy remained f a i t h f u l to 
c l a s s i c a l t r a d i t i o n , ye t at the same time corresponded to the 
e x i g e n c i e s and t a s t e o f h i s own era (see G a l l e t t i , p . 192; 
B i n n i , " I I S e t t e c e n t o , " pp. 424-25). 
g 

On M a f f e i ' s b r i e f ca ree r as i m p r e s a r i o , see S i l v e s t r i , 
pp. 225-28 and 98-99- La f i d a n i n f a i s r e p r i n t e d i n S c i p i o n e 
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M a f f e i , Opere drammatiche e poes ie v a r i e , ed. Antonio Arena 
( B a r i : L a t e r z a , 1928J, pp. 226-68. 

^ G a l l e t t i , p . 198; G i a z o t t o , pp. 30, 34; Freeman, "Opera 
wi thou t Drama," I , 74-78; C laud io Varese, "Appunti s u l 
l i n g u a g g i o t e a t r a l e d e l S e t t e c e n t o , " Rassegna d e l l a  
L e t t e r a t u r a I t a l i a n a , 57 (1953), 133-
10 

Teatro i t a l i a n o , I , v n . 
11 

Teatro i t a l i a n o , I , v i i i . 
12 

Teatro i t a l i a n o , I , x x x v i i . 
13 

-^De' t e a t r i a n t i c h i e moderni (Verona: C a r a t t o n i , 1753), 
p. 57. 
14 

"Quando c i s 'e p r e s e n t i , I ' i n c a n t o d e l l a Mus ica f a s o f f r i r 
t u t t o . . . . Ma leggendo, come s i pud mai gustare c h i e 
c o s t r e t t o a p a r l a r per c o n c i s i , e con sens i r o t t i , con che 
ne i m i t a r s i pud i l ve ro , ne rappresen ta r l a na tura ; e dove 
i l p reg io s t a n e l l e a r i e t t e , che son pa ro le non neces sa r i e , 
ma quas i app i cca t e , e p o s t i c c i e , onde n e l f o r t e d e l negozio , 
o d e l l a pass ione v i e n f u o r i l a n u v o l e t t a , o l a t o r t o r e l l a " 
( D e ' t e a t r i , pp. 9-10). 
15 

^Robertson, pp. 90 and 158. 
•^Wi th the p o s s i b l e excep t ion o f M a f f e i ' s r e a l i z a t i o n tha t 
the a r i a s des t royed not on ly the i n t e g r i t y o f poe t ry , but a l so 
tha t o f music (Teatro i t a l i a n o , I , x x x v i i ) . I n a note f o l l o w 
i n g the d e d i c a t i o n o f the second volume o f h i s Teatro i t a l i a n o , 
M a f f e i r e v e a l s tha t he planned a d i s s e r t a t i o n on anc ien t 
drama, apparen t ly never w r i t t e n : " A l t r a se ne dara forse 
ancora per d i s c u t e r e l ' o s c u r o punto, se s i can tassero , o no 
g l i A n t i c h i Drammi" ( I I , 7)• 
17 

' A study o f anc ien t t ragedy and i t s v a l i d i t y i n modern t imes 
was undertaken by G i u l i o Cesare B e c e l l i i n h i s t r e a t i s e D e l l a  
n o v e l l a p o e s i a c ioe d e l vero genere e p a r t i c o l a r i b e l l e z z e  
d e l l a p o e s i a i t a l i a n a (Verona: Romanzini , 1732). A f r i e n d 
and c o l l a b o r a t o r o f M a f f e i , and a fe rven t p a r t i s a n of the 
modernes, B e c e l l i c la imed f o r I t a l i a n poe t ry ( l a n o v e l l a  
poes ia ) e q u a l i t y w i t h Greek and L a t i n l i t e r a t u r e . On the 
b a s i s o f h i s b e l i e f ( a l r eady found i n the w r i t i n g s o f Du Bos) 
tha t poe t ry i s nur tured by the p a r t i c u l a r c l i m a t e and customs 
o f a p a r t i c u l a r people , B e c e l l i ques t ioned the emula t ion o f 
Greek and L a t i n poe ts , the submiss ion to precepts and the 
s t r i c t adherence to t r a d i t i o n a l genres. He proposed a new 
thea t re un fe t t e r ed by c l a s s i c a l models, but wrought from 
contemporary themes and techniques o f s t a g i n g . I n the d i s 
c u s s i o n on tragedy i n D e l l a n o v e l l a p o e s i a he expressed h i s 
b e l i e f t ha t anc ien t drama was sung i n i t s e n t i r e t y (p. 384). 
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However, he admitted, t ha t contemporary s cho l a r s l a c k e d an 
exact comprehension o f the music o f the a n c i e n t s . A l l t ha t 
remained o f anc ien t t ragedy was the p o e t i c t e x t . B e c e l l i 
made use o f t h i s argument to oppose such proponents o f t ragedy 
i n prose as the c o n t r o v e r s i a l Houdart de L a Mot te . F o l l o w i n g 
a c l a s s i c i s t t r a d i t i o n , B e c e l l i turned to such c r i t i c s as 
Min tu rno , V e t t o r i and P a t r i z i to support h i s p o s i t i o n i n f a 
vour o f t r agedy i n v e r s e . He concluded tha t t ragedy i n verse 
corresponded to the sung tragedy o f the anc ien t Greeks, f o r 
verse and song are s i m i l a r . " [ l ] l verso § armonia, come i l 
canto e a rmonia ," B e c e l l i wrote , and aga in , " i l so lo verso 
cont iene suono e armonia" (p. 386). We note here the a f f i n 
i t y w i t h the motive concept o f M e t a s t a s i o ' s m e l i c a r t . How
ever , B e c e l l i does not d i s c u s s the mus i ca l drama as a separate 
form. S ince he a s se r t s the r e l a t i o n s h i p between music and 
poe t ry ( " l a musica . . . e d e l l a p o e s i a membro, o con l a 
p o e s i a analoga qua l i t a . " [p . 3H j ) > i n theory melodramma i s 
s imply drama. B e c e l l i makes no attempt to study m u s i c a l 
thea t re i n depth, n e i t h e r c o n s i d e r i n g i t a d i s t o r t e d or 
i l l e g i t i m a t e l i t e r a r y form, nor sens ing i t s emergence as a 
new a r t i s t i c c r e a t i o n . Therefore, , wh i l e he h i m s e l f does not 
d w e l l on melodramma, B e c e l l i r ep resen t s an i n t e l l e c t u a l ambi
ence favourable to M e t a s t a s i o ' s t h e o r i e s . On B e c e l l i , see 
Robertson, pp. 161-63; T o f f a n i n , L ' e r e d i t a , pp. 267-8O; 
F u b i n i , Da l M u r a t o r i a l B a r e t t i , pp. 169-82; M. V i t a l e , 
"Conservatorismo c l a s s i c i s t i c o e tens ione i n n o v a t r i c e i n un 
L e t t e r a t o Veronese d e l primo Se t t ecen to : G. C. B e c e l l i , " 
F i l o l o g i a e l e t t e r a t u r a , 15 (I969), 1-48. 
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Notes to Zeno 

"'"For a "biography o f Zeno. (1668-1750) see F . N e g r i , La v i t a  
d i Apos to lo Zeno (Venice , 1816); L u i g i P i s t o r e l l i , I 
melodrammi d i Apos to lo Zeno (Padova: Sa lmin , 1894). 

2 B i n n i , " I I S e t t e c e n t o , " pp. 458-59; Mario F u b i n i , "Zeno," 
E n c i c l o p e d i a i t a l i a n a Treccan i (1949); G i a z o t t o , L a p o e s i a  
melodrammatica, pp. 30-31; Benedetto Croce , I t e a t r i d i N a p o l i 
( B a r i : L a t e r z a , 1916); D e l l a Cor te and Pannain , S t o r i a d e l l a  
Mus ica , I I , 100; Franco A b b i a t i , I I Se icen to e i l Se t t ecen to , 
V o l . I I o f S t o r i a d e l l a musica ( M i l a n o : G a r z a n t i , 1967), 
pp. 326-27. For the e igh teen th century , see Jean Jacques 
Rousseau, '"Opera," i n D i c t i o n n a i r e de musique ( P a r i s : Duchesne, 
1768), p . 350; Cha r l e s Burney, A General H i s t o r y o f Mus ic , 
ed. F . Mercer (New York : Harcour t , Brace & C o . , 1935), I I , 
546; Ar teaga , Le r i v o l u z i o n i d e l t e a t ro musica le (1785), I I , 
69-76; R a n i e r i d e ' C a l z a b i g i R i s p o s t a d i Don S a n t i g l i a n o 
Venez i a : C u r t i , 1790). 

3 A member o f A r c a d i a , Zeno was co-founder w i t h S c i p i o n e 
M a f f e i and Antonio V a l l i s n i e r i o f the p r e s t i g i o u s G i o r n a l e  
d e ' l e t t e r a t i d ' I t a l i a , and fo r some years c a r r i e d the respon
s i b i l i t y f o r i t s p u b l i c a t i o n . The dual aim o f the j o u r n a l 
was to "promovere i buoni s tudj i n I t a l i a , e ad animare i 
m i g l i o r i i n g e g n i a l i a p u b b l i c a z i o n e d e l l e l o r o f a t i c h e " ( L e t t e r 
to . T Piet ro C a n n e t t i , 25 December 1710, i n L e t t e r e d i Apos to lo 
Zeno, I I , 103-04). Zeno hoped tha t the j o u r n a l would become 
"un 1 opera,* che c o l . tempo avven i re potrebbe esser r i g u a r d a t a 
senza d i sp rezzo anco d i la . da 'mon t i , e f a r cola, concepi re 
u n ' i d e a p i u van tagg iosa d e l buon gusto, che per a l t r o 
comunemente co r re i n I t a l i a " ( l e t t e r to Antonfrancesco .Marmi, 
29 March 1710, i n L e t t e r e d i Apos to lo Zeno, I I , 47). On 
Zeno 's a c t i v i t i e s as a j o u r n a l i s t , see Marino Berengo 's 
i n t r o d u c t i o n to h i s G i o r n a l i v e n e z i a n i d e l Se t tecento (Mi l ano : 
F e l t r i n e l l i , 1962). I n the preface to h i s e d i t i o n o f G. 
F o n t a n i n i , B i b l i o t e c a d e l l ' e l o q u e n z e i t a l i a n a , Zeno s t a t e s 
h i s s c h o l a r l y credo: "Io so lo i n t e s i d ' a f f a t i c a r m i i n onore 
d e l l a nazione i t a l i a n a , e a b e n e f i z i o comune d e g l i s t u d i o s i , 
a l qua l f i n e ho i n d i r i z z a t o t u t t a l a mia v i t a , t u t t e l e mie 
f a t i c h e " (quoted i n A n d r e o l i , Nel mondo d i L . A . M u r a t o r i , 
p . 215n). Zeno was assiduous i n m a i n t a i n i n g r e l a t i o n s w i t h 
the major s c h o l a r s o f h i s t ime, such as M u r a t o r i , C resc imben i , 
Antonio C o n t i , M a f f e i and Antonio V a l l i s n i e r i . 
4 

The f i r s t e d i t i o n o f Zeno 's l e t t e r s appeared i n 3 volumes 
two years a f t e r h i s death (Ven ice , 1752). A second e d i t i o n , 
c o r r e c t e d and enlarged by Jacopo M o r e l l i was p u b l i s h e d by 
Sansoni o f Venice i n 6 volumes i n 1785• A l l quo ta t ions are 
t aken from the 1785 e d i t i o n , and w i l l be c i t e d as Zeno, 
L e t t e r e . 
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On Zeno 's l i b r e t t i , see P i s t o r e l l i , I melodrammi d i Zeno; 
Fehr , Zeno und seine Reform; A. V u l l o , Confronto f r a i  
melodrammi d i Zeno e d i Metas t a s io (Agr igen to : Dima, 1935)» 
G. L . L u z z a t o , "Aposto lo Zeno e l a sua ' I f i g e n i a i n A u l i d e , ' " 
D i o n i s i o , 22 (1959), 235-46; Freeman, "Opera wi thout Drama;" 
Donald J . Grout , "La ' G r i s e l d a ' d i Zeno e i l l i b r e t t o -
d e l l ' o p e r a d i S c a r l a t t i , " t r a n s . L u i g i B e l l i n g a r d i , Nuova  
r i v i s t a mus ica le i t a l i a n a , 2 (I968), 207-25; B e a t r i c e C o r r i g a n , 
"Reform and I n n o v a t i o n : The L i b r e t t i o f Apos to lo Zeno," 
I t a l i c a , 5h (1977), 3-11. 

^Antonio Z a r d i , "Apos to lo Zeno e l e sue Poes ie drammatiche," 
Nuova A n t o l o g i a , 16 A p r i l 1927, pp.. ^59-^7. 
7 
' G i a z o t t o , P o e s i a melodrammatica, pp. 13-25* 
p 

Freeman, "Opera wi thou t Drama," I , 23-46 et pass im; and h i s 
a r t i c l e "Aposto lo Zeno ' s Reform o f the L i b r e t t o . " 

^ L e t t e r to F o n t a n i n i , 8 August 1699 (Zeno, L e t t e r e , I , 88). 

10 
L e t t e r to M u r a t o r i , 12 March 1701 (Zeno, L e t t e r e , I , 

106-07). 
1 : I"Zeno, L e t t e r e , I , 121. 
1 2 

L e t t e r to M u r a t o r i , 30 September 1701 (Zeno, L e t t e r e , 
I , 126). 

^ L e t t e r to Marmi, 24 February 1702, M. V. (Zeno, L e t t e r e , 
I , 143). M o r e l l i p l a c e s t h i s l e t t e r among Zeno 's 1703 c o r 
respondence. S e v e r a l l e t t e r s apparen t ly bear the i n c o r r e c t 
year and I f o l l o w M o r e l l i ' s p r a c t i c e i n i d e n t i f y i n g them w i t h 
the n o t a t i o n M. V. I n a l l such cases the l e t t e r s should be 
dated a year l a t e r than i n d i c a t e d . 
14 

Freeman, "Zeno's Reform," p . 327• 
^Drammaturg ia d i L ione A l l a c c i a c c r e s c i u t a e c o n t i n u a t a f i n o 
a l l ' a n n o MDCCLV (1755; r p t . T o r i n o : Erasmo, 1961), c o l . 428. 

1 D " S p e r e r e i che fAminta] fosse adat ta to a l gusto d i c o t e s t a 
n o b i l e C i t t a . . . . Se l a r i u s c i t a l e paresse f a c i l e , potrebbe 
a ' S i g g . Impressar.j p r o p o r l a , a l c u i gusto l o a g g i u s t e r e i 
occorrendo" ( L e t t e r to Marmi, 14 A p r i l , 1703 [Ze'no, L e t t e r e , 
I , 148]) . — 
17 

' D e l i a p e r f e t t a p o e s i a , I I , 586. 

L e t t e r dated 29 January 1706, M. V. (Zeno, L e t t e r e , 
I , L13). 
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19 ^ L e t t e r to Uberto B e n v o g l i e n t i , 23 February 1?07, M. V . 
(Zeno, L e t t e r e , I , 440) . Zeno repeats t h i s sentiment i n o ther 
l e t t e r s , f o r example, to Marmi, 30 March 1709 Z e n o , . L e t t e r e , 
I I , .12-14. 
2 0 

L e t t e r to S a l v i n o S a l v i n i , 11 March 1713 (Zeno, L e t t e r e , 
I I , 213). 
21 

L e t t e r to the Count o f Sava l l a . , 17 November 1717 (Zeno, 
L e t t e r e , I I , 391-92). 
22 

L e t t e r to the Marquis Giovanni P o l e n i , 15 October 1718 
(Zeno, L e t t e r e , I I , 441) . Yet Zeno d e s i r e d the p o s i t i o n o f 
Court Poet to Char l e s V I . . I n a l e t t e r to M u r a t o r i dated 10 
A p r i l 1705, t h i r t e e n years before h i s appointment, Zeno 
expressed h i s d i s p l e a s u r e t ha t , i n s p i t e o f the support o f 
the incumbent Berna rdon i , he was passed over f o r the p o s i t i o n 
i n favour o f S t a m p i g l i a (Zeno, L e t t e r e , I , 316-17)-
2 3 Z e n o , L e t t e r e , I I , 443-46. 
24 

L e t t e r to h i s b ro the r , P i e r Ca te r ino .(Zeno, L e t t e r e , 
I I I , 198). 
2 ^ L e t t e r dated 17 September 1729 (Zeno, L e t t e r e , IV , 265). 
Here Zeno i s r e f e r r i n g to the e igh teen th -cen tu ry p r a c t i c e o f 
p l a c i n g w i t h i n q u o t a t i o n marks i n the p r i n t e d t e x t a l l l i n e s 
o f the l i b r e t t o which were omi t ted from a p a r t i c u l a r p r o 
d u c t i o n . 
2 6 Z e n o , L e t t e r e . I V , 276-77-
27 

'Zeno concludes the l e t t e r as f o l l o w s : "Ma e g l i e ormai 
tempo che i o ch iuda questa d i c e r i a , p i u lunga d i q u e l l o che 
da p r i n c i p i o i o m 'e ra p ropos to . L 'ho s c r i t t a can poca 
r i f l e s s i o n e , e i n un s o l t r a t t o d i penna; onde V. S. I l l m a 
ne compat isca l a r o z z e z z a " (Zeno, L e t t e r e , I V , 277). 
2 8 Z e n o , L e t t e r e , I V , 278. 
29 

7 Near to the end o f h i s career as l i b r e t t i s t , Zeno prefaces 
h i s drama Ca.jo F a b b r i z i o (1729) w i t h the f o l l o w i n g attempt 
a t j u s t i f i c a t i o n : " I I personaggio d i . . . S e s t i n a , f i g l i u o l a 
d i F a b b r i z i o . . . e i n t r o d o t t o per dar qualche motivo 
d ' i n t r e c c i o a g l i amor i , senza i q u a l i pare o g g i d i che un 
Dramma non sarebbe p l a u s i b i l e " (Drammi per musica d a i  
R i n u c c i n i a l i o Zeno, ed. Andrea D e l l a C o r t e , |_Torino: 
U . T. E . T . , 1958], I I , 626). 
30 
y The l e t t e r o f d e d i c a t i o n i s i n c l u d e d i n an appendix i n Max 
F e h r ' s e d i t i o n o f Zeno, Drammi s c e l t i ( B a r i : L a t e r z a , 1929), 
pp. 278-81. 
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31 ^ On Zeno ' s o r a t o r x o s , see Armando M i c h i e l i , "Le poes ie sacre 
drammatiche d i Apos to lo Zeno," G i o r n a l e S t o r i c o d e l l a  
L e t t e r a t u r a I t a l i a n a , 95 (1930), 1-33. 
32 
J The C o n s i d e r a z i o n i were p u b l i s h e d i n Venice i n 1735 under 
the pseudonym o f Evandro Edesimo. For an i n t e r p r e t a t i o n o f 
t h i s pamphlet and the r e a c t i o n s o f Zeno and M e t a s t a s i o , see 
G i a z o t t o , P o e s i a melodrammatica, pp. 4-9-59. For Zeno ' s and 
M e t a s t a s i o ' s a t t i t u d e toward each o ther , see G i a z o t t o , 
P o e s i a melodrammatica, pp. 36-46. 
3 3 L e t t e r dated 27 September 1735 (Zeno, L e t t e r e , V, 152-53). 

^ L e t t e r dated 14 January 1735i M. V. (Zeno, L e t t e r e , -. 

V, 191). 
• ^ L e t t e r dated 30:December 1740 (Zeno, Let te re ; - V I , 94). 
^ L e t t e r dated 13 January 1740, M. V . (Zeno, L e t t e r e , 
V I , 100). 
3 7 Z e n o , L e t t e r e , V I , 288. The l e t t e r i s dated 27 February 
1744, M., V . 

-^Gasparo. G o z z i , e d . , Poes ie drammatiche d i Apos to lo Zeno, 
IV (Venez ia : P a s q u a l i , 1744), x i - x i i i . The preface was to 
appear i n the f i r s t volume, but Zeno had opposed i t s i n c l u s i o n 
i n the e d i t i o n . I n the preface Gozz i g i v e s a shor t h i s t o r y 
o f opera i n I t a l y , b laming the decay o f melodramma on the ex
cesses o f the seventeenth century which r e l i e d on music and 
spec tac le to a t t r a c t audiences . L i k e Zeno, Gozz i does not 
q u e s t i o n the f e a s i b i l i t y o f the un ion o f music and poe t ry i n 
melodramma. I n f a c t , he poses the r h e t o r i c a l q u e s t i o n : "Ch i 
potrebbe negare, che l a musica , l a quale e l a maggior 
g e n t i l e z z a d e l mondo, se fosse s t a t a adoperata, quando s i 
comincio i n I t a l i a a rappresentare opere sceniche cantando, 
i n componimenti ben o r d i n a t i , essa non avesse a c c r e s c i u t o 
l ' o n o r e d i q u e l l i , e i l p i a c e r e d i c o l o r o , che asco l tavano?" 
But he c l a i m s tha t i n s t e a d music was used on ly w i t h the aim 
o f p l e a s u r e , so t r a n s p o r t i n g the audience tha t few p a i d a t t e n 
t i o n to the poe t ry . Thus the p o e t i c . t e x t was r e l e g a t e d to 
an i n f e r i o r p o s i t i o n , and the poet l i k e w i s e became subjugated 
to the o ther a r t i s t s and a r t i s a n s o f the t hea t r e . Gozz i adds 
tha t the s i t u a t i o n had not changed i n h i s day, and would not 
change u n t i l the poet aga in became the master i n the a s s o c i 
a t i o n o f d i v e r s e a r t s (pp. i v - v ) . G o z z i then pauses to p r a i s e 
Zeno 's reforms which , i n h i s o p i n i o n , c o n s i s t e d o f Zeno 's 
"adherence to the r u l e s " as f a r as p o s s i b l e i n such a form o f 
t h e a t r i c a l performance, the e l i m i n a t i o n o f improbable i nc i - - ' . 
dents , the appropr ia teness o f c h a r a c t e r i z a t i o n , the use o f 
h i s t o r i c a l themes, and the e l i m i n a t i o n o f comic c h a r a c t e r s . 
Furthermore, Gozz i a t t r i b u t e d to Zeno the observance o f the 
p r i n c i p l e o f u t i l e - d u l c i . This p r i n c i p l e i s o f the utmost 
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importance f o r G o z z i , who i n s i s t s on the educa t iona l f u n c t i o n 
o f the thea t re on the uncu l tu red p u b l i c . I n h i s o p i n i o n , 
Zeno i s unsurpassed i n h i s r e s p e c t : "ne f o r s e . e luogo 
n e ' p r e s e n t i drammi, ove s i g i u d i z i o s o avvedimento non s i 
r i t r o v i ; e non s i scopra l a huona v o l o n t a d i pascere g l i animi 
d i c i o che a p p o r t i l o r o s a n i t a , e robus tezza , ' come d e ' c i h i , 
che pascono i l c o r p o . " Gozz i s t a t e s tha t most l i b r e t t i s t s 
before Zeno ignored t h i s p r i n c i p l e , ye t i t i s not i ncompa t ib l e 
w i t h melodramma. On the c o n t r a r y , " l a p o e s i a a j u t a t a , e 
r i n v i g o r i t a d a i soccorso d e l l a sua d o l c i s s i m a S o r e l l a [ M u s i c a l , 
puo tanto bene ad u t i l i t a d e g l i uomini a d o p r a r s i " (pp. v i i i T i i g . 
While Zeno does not d i s c u s s the ends o f a r t to any extent , one 
can deduce (as Gozz i does) h i s concern f o r i t s e d u c a t i o n a l 
f u n c t i o n from the d e d i c a t i o n o f h i s Poes ie sacre i n which he 
se ts down h i s reasons f o r choos ing magnanimous heroes from 
h i s t o r y . 

G o z z i ' s h i s t o r y o f the melodramma, as w e l l as the back
ground to the genes is o f the e d i t i o n , r e v e a l s the i n f l u e n c e 
o f Zeno. I t i s thus a d i f f i c u l t task to a s c e r t a i n the exact 
measure o f G o z z i ' s own ideas on opera . H i s b ro the r Ca r lo 
lampooned the m u s i c a l drama i n the preface to h i s Eco e  
N a r c i s o , " f a v o l a p a s t o r a l e s e r i o - f a c e t a per m u s i c a . " A f t e r 
commiserat ing w i t h the unfor tunate fa te o f l i b r e t t i s t s , who 
are the l a s t persons to be p r a i s e d when the work i s a success , 
and the r e p o s i t o r y o f a l l blame when the p r o d u c t i o n f a i l s , 
C a r l o goes on to s a t i r i z e the use o f the dance i n opera. 
Whi le he cons ide r s fabulous themes to be more appropr ia te 
to opera than o the r s , he ques t ions the c a p a b i l i t y o f the u n i o n 
o f words and music to reproduce dramatic a c t i o n tha t w i l l 
a f f e c t an audience: "Aggiungo, c h ' i o non ebbi giammai 
i n c l i n a z i o n e a c o t e s t a P o e s i a Drammatica per l a musica , 
sembrandomi tanto r i s t r e t t a , e s c o r t i c a t a , da non po te r mai 
con ques ta ben •apparecchiare un ' a z ione s c e n i c a , che impegni , 
e da non po t e r mai s v i l u p p a r e come s i vorrebbe, un sentimento" 
(ed. M a l i p i e r o , i n I p r o f e t i d i B a b i l o n i a [ M i l a n o : Bot tega d i 
P o e s i a , 1924], pp. 53-56TT" 

- ^ C i t e d i n Zardo, "Zeno e l e sue Poes ie drammatiche," p . 460. 
Freeman observes t h a t i t was c h a r a c t e r i s t i c o'f the e a r l y 
e igh teen th century l i t e r a r y - m i n d e d l i b r e t t i s t s to have t h e i r 
l i b r e t t i p u b l i s h e d i n complete e d i t i o n s . A f t e r M e t a s t a s i o , 
c l a ims Freeman, l i b r e t t i s t s r e a l i z e d t ha t t h e i r works should 
not be cons idered apar t from the music , and there are no more 
p u b l i c a t i o n s o f c o l l e c t e d l i b r e t t i ("Opera wi thout Drama," 
I , 3*0- Freeman appears to have over looked M a r t e l l o who, a 
decade before Me tas t a s io began h i s ca ree r , and some f o r t y 
years before C a l z a h i g i ' s e d i t i o n o f M e t a s t a s i o ' s l i b r e t t i , had 
a l r eady reached the r e a l i z a t i o n of the. i n s e p a r a b i l i t y o f music 
and poe t ry i n melodramma. 
40 

L e t t e r to P i e r Ca t e r ino Zeno (Zeno, L e t t e r e , I I I , 92). 
L e t t e r dated 3 November 1730 (Zeno, L e t t e r e , IV, 278). 
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4 2 

L e t t e r dated 30 September 1701 (Zeno, L e t t e r e , I , 126). 
4 3 

^ P a t r i c k J . Smith c a l l s Zeno "perhaps the most admi t t ed ly 
nonmusical o f the major l i b r e t t i s t s " (The Tenth Muse, New 
York : Knopf, 1970, p . 68). 
44 1 1 Zeno, L e t t e r e , I I , 443. 
L< 

• 'Le t te r to Andrea Cornaro, 8 November 1721 (Zeno, L e t t e r e , 
I I I , 293). 
4 6 

Catone i n U t i c a , i n Tutte l e Opere d i P i e t r o M e t a s t a s i o , I , 
1 2 8 . Me tas t a s io was a c u t e l y consc ious o f the sound o f names. 
On 10 June 1751 he wrote to Tommaso F i l i p p o n i : "La mia nuova 
opera ha per t i t o l o i l Re pa s to r e . . . . C o s t u i avea un nome 
i p o c o n d r i a c o , che mi avrebbe sporcato i l f r o n t e s p i z i o . C h i 
avrebbe potuto s o f f r i r e un*opera i n t i t o l a t a 1 'Abdolonimo? Ho 
procura to d i nominarlo i l meno che m'e s ta to p o s s i b i l e , perche 
f r a t a n t i non avesse i l mio l a v o r o ancor questo d i f e t t o " 
(Opere, I I I , 6 4 6 ) . Ar teaga , a l s o s e n s i t i v e to the m u s i c a l i t y 
o f words, wrote o f Zeno: "Non e ra nemmeno dotato d ' o r e c c h i o 
bastevolmente d i l i c a t o . . . . Anche n e l l a s c e l t a de'nomi fu 
poco avveduto . . . [ i nomi] sono p i u acconc i a m e t t e r s i i n 
una d i c h i a r a z i o n e d i guer ra V a n d a l i c a , che i n un melodramma" 
( R i v o l u z i o n i d e l t e a t ro mus ica le (1785), I I , 74-76). 
4 7 

'Zeno adds: "Ho preso i l nome d i R u t i l i a non a f f a t t o 
s t r a n i e r o n e l l a gente F a b i a , s tante i l cognome R u t i l i a n o che' 
aveva i l f r a t e l l o per l e c a g i o n i , che v o i sapete" ( l e t t e r 
to P i e r C a t e r i n o Zeno, 6 January 1720 [ L e t t e r e , I I I , 9 l ] ) . 
4 8 

L e t t e r to G r a v i s i , 3 November 1730 (Zeno, L e t t e r e , 
I V , 278). 
k ? I t i s the re fo re on ly w i t h cons ide rab l e r e s e r v a t i o n tha t one 
can accept statements such as tha t made by Antonio C a s s i 
R a m e l l i to the e f f e c t tha t Zeno was "eosc ien te d ' a v e r t r a l e 
mani una forma d ' a r t e nuova che non e ra p i u l a t r a g e d i a a n t i c a " 
( L i b r e t t i e l i b r e t t i s t i [ M i l a n o : Cesch ina , 1973], P- 72). 

5 ° L e t t e r dated 29 October 1706 (Zeno, L e t t e r e , I , 396). 

D Alessandro Severo (1716), i n Zeno, Drammi s c e l t i , ed. 
Fehr , p . 113. 

5 2Andromaca (1724), i n Zeno, Drammi s c e l t i , p . 193-

-^Ca.iq F a b b r i z i o , i n Drammi per musica , ed. D e l l a Cor t e , 
p . 626. 

^ L e t t e r dated January 1740, M. V. (Zeno, L e t t e r e , V I , 
100-101). 
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^ I n a l e t t e r to L u i s a B e r g a l l i , 9 October 1?23, Zeno c o m p l i 
ments her on her drama Agide , and adds: "Lodovi p o i sommamente, 
che l a s c i a t i i s o g g e t t i f a v o l o s i e comuni, v i s i a t e a p p i g l i a t a 
a g l i e r o i c i , i q u a l i p i u d e g l i a l t r i portano l a f a n t a s i a a 
d i r eose g rand i e s u b b l i m i , e dove megl io s ' i n t r e c c i a c o l 
n o b i l e 1'amoroso" (Zeno, L e t t e r e , I I I , 389-90). 

^ I n the famous l e t t e r o f August 1701, to M u r a t o r i , Zeno 
c l a ims the f i r s t end o f the m u s i c a l drama to be p l e a s u r e : 
"dove non s i da i n m o l t i a b u s i , s i perde i l primo f i n e d i 
t a l i componimenti, c h ' e i l d i l e t t o " (Zeno, L e t t e r e , I , 121). 

57 
-"See R o l a n d i , I I l i b r e t t o per musica , p . 77-
- ^ L e t t e r to Angelo F a b r o n i , dated 7 December 1767 ( M e t a s t a s i o , 
Opere, I V , 585). 

^ ' I n h i s l e t t e r o f 3 November 1730 to G r a v i s i , he i s p leased 
to r e p o r t M u r a t o r i ' s sugges t ion tha t Zeno p u b l i s h h i s dramas 
"che potrebbono essere u t i l i i n qualche conto a l p u b b l i c o , e 
a p r i r qualche s t r ada a l regolamento d e i Drammi m u s i c a l i " 
(Zeno, L e t t e r e , I V , 278). 
fid 

The c o n c l u s i o n s drawn by David Burrows i n an essay on 
s t y l i s t i c consensus i n c u l t u r e , support Freeman's t h e s i s . 
Burrows* study shows tha t the h i s t o r y o f the l i b r e t t o from 
Zeno 's predecessors through to Metas ta s io i s p a r t o f a s i n g l e 
long-range t r end , begun i n the seventeenth century , towards 
" s i m p l i f y i n g , sharpening d i s t i n c t i o n s , and s t a n d a r d i z i n g " 
( rvSi:yle i n C u l t u r e : V i v a l d i , Zeno and R i c c i , " J o u r n a l o f I n t e r  
d i s c i p l i n a r y H i s t o r y , 4 [1973], 19)-
61 

Freeman, "Zeno's Reform," p . 335- I n h i s d i s s e r t a t i o n , 
"Opera wi thout Drama," Freeman o f f e r s as e x p l a n a t i o n f o r -
Zeno 's r e p u t a t i o n among contemporary c r i t i c s and h i s popu
l a r i t y w i t h opera audiences " h i s a b i l i t y to f a b r i c a t e p l o t s 
t ha t s a t i s f i e d both the e v o l v i n g requirements o f the o p e r a t i c 
stage and the r a t i o n a l i s t i c wishes o f p a t r i o t i c l i t t e r a t e u r s " 
( I , 167). 
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Notes to R o l l i 

For a "biography o f R o l l i (I687-I765), see Fabio Russo, L a 
f i g u r a e 1'opera d i Paolo R o l l i (Udine: De l Bianco , I967T; 
George E . D o r r i s , Paolo R o l l i and the I t a l i a n C i r c l e i n L o n 
don 1715-1744 ( P a r i s : Mouton, 1967). pp. 124-61; see a l so 
Hanniba l S. Noce ' s r ev iew o f D o r r i s ' book i n Modern P h i l o l o g y , 
67 (1969-70), 92-94. 

2 
On R o l l i ' s so journ m England, see Ta rqu in io V a l l e s e , Paolo  

R o l l i i n I n g h i l t e r r a (Mi l ano : A l b r i g h i S e g a t i , 1938); D o r r i s , 
pp. 132-203. 

-^Martello wrote: "ingegnuo, franco e penetrante e R o l l i , / 
che d e l C h i a b r e r a appena i n v i d i a i l vanto" ( I I S e g r e t a r i o  
C l i t e r n a t e , ed. Noce, p . 88). 
4 

For R o l l i ' s poe t ry , see C a r l o C a l c a t e r r a ' s e d i t i o n o f R o l l i , 
L i r i c h e : con un saggio su l a m e l i c a i t a l i a n a d e l l a seconda  
meta d e l Cinquecento a l R o l l i e a l Metas tas io (Tor ino : 
U . T. E . T . , 1926")7 C a l c a t e r r a ' s essay was l a t e r r e p r i n t e d 
i n h i s volume P o e s i a e canto (Bologna: Z a n i c h e l l i , 1951). 
pp. 99-I89. See a l s o . B i n n i ' s essay "Paolo R o l l i e l o sv i l uppo 
d e l c l a s s i c i s m o a r c a d i c o - r o c o c o , " i n C l a s s i c i s m o e  
n e o c l a s s i c i s m o , pp. 35-50. 

- ' D o r r i s , pp. 149-51. R o l l i 1 s t r a n s l a t i o n soon gained European 
r e c o g n i t i o n , M u r a t o r i , whose knowledge o f E n g l i s h was extreme
l y s l i g h t , was p a r t i c u l a r l y anxious to r e c e i v e a copy ( l e t t e r 
dated 5 December 1726 i n E p i s t o l a r i o , V I , 2599). Metas ta s io 
a l so expressed the same eagerness ( l e t t e r to R i v a , 26 June 
1735 i n Opere d i P i e t r o M e t a s t a s i o , ed. B r u n e l l i , I I I , 129). 

The f i r s t opera sung comple te ly i n I t a l i a n was performed i n 
1710. See The Spec t a to r , 21 March 1711. The Royal Academy 
o f Music and the Opera o f the N o b i l i t y were s o c i e t i e s es tab
l i s h e d f o r the s p e c i f i c purpose o f p roduc ing I t a l i a n opera 
i n London i n the second and t h i r d decades o f the e igh teen th 
cen tu ry . On e a r l y e igh teen th -cen tu ry I t a l i a n opera i n England, 
see Char l e s Burney, A General H i s t o r y o f Mus ic , I I , 651-850; 
Sesto F a s s i n i , I I melodramma i t a l i a n o a Londra n e l l a pr ima  
meta d e l Se t tecento (To r ino : Bocca, 1914); R. A. S t r e a t f i e l d , 
"Handel , R o l l i , and I t a l i a n Opera i n London i n the E i g h t 
eenth Cen tu ry , " M u s i c a l Q u a r t e r l y , 3 (1917), 
428-45; A l l a r d y c e N i c o l l , A H i s t o r y o f E a r l y ^ E i g h t e e n t h 
Century Drama: 1700-1750 (Cambridge: U n i v e r s i t y P re s s , 1929), 
pp. 225-37 and 387-400; E r i c .Walter White, . • The ..Rise-, o f  
E n g l i s h Opera, (London: Lehmann, 1951), pp. 47-63,. Dennis 
Arunde l , The C r i t i c at the Opera (London: Benn, 1957), 
pp. 157-252: Haro ld Rosen tha l , Two Cen tu r i e s o f Opera at  
Covent Garden (London: Putnam, 1958); P h i l l i p L o r d , "The 
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E n g l i s h - I t a l i a n Opera Companies 1732-3," Music and. L e t t e r s , 
45 (1964), 239-51; D o r r i s , pp. 37-123; Roger F i s k e , E n g l i s h  
Theatre Music i n the E igh teen th Century (London: Oxford 
U n i v e r s i t y P ress , 1973)7 PP- 31-66. 
7 
'See Otto E r i c h Deutsch, Handel : A Documentary Biography 
(London: Adam and Char les B l a c k , 1955), P- 313n-
g 

D o r r i s , p . I67. R i v a , f o r example, wrote to M u r a t o r i lamen
t i n g tha t the operas i n England "are so much hackwork as 
regards the v e r s e s . " Ye t he goes on to comment on R o l l i i n 
these terms: "Our f r i e n d R o l l i , who was commissioned to 
compose them when the Royal Academy was f i r s t formed, wrote 
r e a l l y good operas" ( l e t t e r dated Hanover, 7 September 1725, 
t r a n s . Leonardo P e t t o e l l o i n Deutsch, Handel , pp. 185-86). 
9 

I n the Dune1ad Pope i n c l u d e s R o l l i among the poet 
" d e d i c a t o r s " . A c c o r d i n g to him, the p a t t e r n o f E n g l i s h 
t a s t e i n opera i s se t through R o l l i ' s s ucces s fu l f l a t t e r y o f 
h i s pa t rons : " R o l l i the fea ther to h i s [ p a t r o n ' s ] ear 
conveys, / Then h i s n i ce t a s t e d i r e c t s our Operas" (The 
Dunciad, I n Four Books [17^3], Book I I , 11. 203-04). Pope, 
appended the f o l l o w i n g note to l i n e 203: "Paolo Antonio R o l l i , 
an I t a l i a n Poet , and w r i t e r o f many Operas i n tha t language, 
which, p a r t l y hy the he lp o f h i s genius , p r e v a i l ' d i n England 
near twenty yea r s . He taught I t a l i a n to some f i n e Gentlemen 
who a f f ec t ed to d i r e c t the O p e r a ' s . " The quo ta t ions are 
taken from the Twickenham E d i t i o n o f the Poems.of Alexander  
Pope, v o l . V, ed. James Su the r l and , 3rd ecL (1934; r p t . 
London: Methuen, 19.65), PP- 305 and 124n. 
10 

R o l l i , M a r z i a l e i n A l b i o n , p u b l i s h e d posthumously ( F i r e n z e , 
1776). The epigrams on music dea l main ly w i t h the mores o f 
performers , composers and l i b r e t t i s t s . On R o l l i ' s epigrams 
on mus i ca l l i f e i n London, see D e l l a Cor t e , S a t i r e e 

\ g r o t t e s c h i , p p . 3^0. f f . 
11 

There i s no complete e d i t i o n o f R o l l i ' s correspondence, and 
u n f o r t u n a t e l y I have been unable to. c o n s u l t the manuscr ipt 
l e t t e r s preserved i n the A r c h i v e s o f the B i b l i o t e c a Estense 
i n Modena, nor the D o d i c i l e t t e r e i n e d i t e d i Paolo R o l l i , 
ed. Sesto F a s s i n i (Tor ino , 1911)- However, those l e t t e r s 
reproduced i n F a s s i n i , Melodramma i t a l i a n o , i n Giuseppe 
Z u c c h e t t i , "Paolo R o l l i e l a sua a t t i v i t a l e t t e r a r i a n e g l i 
u l t i m i v e n t i anni d i v i t a , " Convivium, 2 (1930), 519-604, and 
t r a n s l a t e d by Leonardo P e t t o e l l o i n Deutsch, Handel , serve 
to i l l u s t r a t e R o l l i ' s a t t i t u d e towards opera. 
12 

Giuseppe R i v a ( l685?-1737?) , d i p l o m a t i c agent f o r the cour t 
at Modena, i s bes t known f o r h i s correspondence- w i t h s e v e r a l 
wel l -known f i g u r e s o f the e igh teen th cen tury , i n c l u d i n g 
M u r a t o r i and M e t a s t a s i o . I n h i s l e t t e r s to R i v a , the former 
o f t en expressed a d e s i r e f o r news o f the "va loroso s i g . 
R o l l i " who, acco rd ing to M u r a t o r i , " f a onore a l i a n o s t r a 
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l i n g u a " ( l e t t e r dated 24 October 1726, i n M u r a t o r i , 
E p i s t o l a r i o , V I , 2585). 
1 3 L e t t e r dated 18 October 1720, t r an s , i n Deutsch, p . 114. 
M a r g h e r i t a D u r a s t a n t i and Senesino (Francesco Berna rd i ) were 
s inge r s i n Hande l ' s company. The l i b r e t t o o f Amore e Maesta 
was by Antonio S a l v i , and had been o r i g i n a l l y performed i n 
F lorence i n 1715 w i t h the music o f Giuseppe M a r i a O r l a n d i n i . 
R o l l i adapted i t ( w i t h the t i t l e Arsace) f o r the 1721 pe r 
formance at the Haymarket, w i t h a d d i t i o n a l music by F i l i p p o 
Amadei. 
14 

L e t t e r dated 3 October 1726, t r a n s , m Deutsch, p . 197-
15 
-^The Spec t a to r , 6 March 1711 (ed. and r p t . Gregory Smith 

[London: Dent, 1958], I , 17-19). The same sentiments are 
a l so expressed by S i r R icha rd S t ee l e (The Spec t a to r , 16 March 
1711 [ed. Smi th , I , 45-46]). 
1 6 

L e t t e r dated 9 November 173^» t r an s , i n Deutsch, 
P. 37*1-. 

"^Letter dated 12 June 1730, t r a n s , i n Deutsch, p . 255-
18 

L e t t e r dated 6 November 1729, t r an s , i n Deutsch, p . 246. 
19 

7 B i n n i , C l a s s i c i s m o e n e o c l a s s i c i s m o , p . 36; C a r l o 
C a l c a t e r r a , "Paolo R o l l i , " E n c i c l o p e d i a i t a l i a n a Treccan i 
(1949). I n a l e t t e r to P r i n c e s s P i g n a t e l l i , R o l l i s t a t e s : 
" d i e d i a l i a scena p i u che 24 d r a m a t i c i s c h e l e t r i : s c h e l e t r i 
d i c o , perche l a n e c e s s i t a t a b r e v i t a d i que l t u t t o , e l a .non 
v o l u t a i n verun conto lunghezza , benche d i s c r e t a , 
d e ' r e c i t a t i v i , me g l i [ s i c ] f a nominare c o s i , e pur anche 
a s s e r i r l i d i f f i c i l i a s s a i " ( l e t t e r dated 9 May 1750, pub
l i s h e d i n F a s s i n i , Melodramma i t a l i a n o , p . 1.79). 
20 

Twelve l i b r e t t i were p u b l i s h e d i n Verona i n the f i r s t 
volume o f h i s Componimenti p o e t i c i i n v a r i o genere. Another 
twelve ' l i b r e t t i were to appear i n the second volume, which 
was never p u b l i s h e d . See F a s s i n i , Melodramma i t a l i a n o , 
p . 44. 
21 

L e t t e r dated 11 October 1749, p u b l i s h e d i n F a s s i n i , 
Melodramma i t a l i a n o , pp. 175-76. 
22 

L e t t e r dated 9 May 1750, i n F a s s i n i , Melodramma i t a l i a n o , 
pp. 178-80. See a l so R o l l i ' s defence o f h i s dramatic s t y l e 
aga ins t comparison to M e t a s t a s i o , i n h i s r e p l y t o - a l e t t e r 
o f Frugoni (30 September 1749). Frugoni had r epor t ed tha t a 
p r o s p e c t i v e c l i e n t f o r a l i b r e t t o by R o l l i wished to know 
whether the drama would c o n t a i n " l a d o l c e z z a e l a l u s i n g a 
d e ' r e c i t a t i v i d i Metas ta s io e 1 ' a n a c r e o n t i c a vaghezza d e l l e 
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sue a m m i r a b i l i a r i e t t e . " Bes ides s a t i r i z i n g the excesses o f 
anachreont ic ve r se , R o l l i defends what Frugoni c a l l s h i s 
rohus t style!" " I n f a t t o melodramatico i o son d i parere che 
i l sostenere ben spesso l a v e r s i f i c a z i o n e ene rg ica s i a 
neces sa r i o , s i perche l a Mus ica a l l u n g a t r i c e d e l l ' e s p r e s s i o n i . 
non l a s n e r v i , e s i perche l a d o l c e z z a d i t e n e r i a f f e t t i 
cohsecu t iva a l i a precedente f o r z a , s i a p i u commovente: i l 
che i F r a n c e s i dicono touchant" ( F r u g o n i ' s l e t t e r and R o l l i ' s 
r e p l y . o f 1 1 October 1749 are p u b l i s h e d i n F a s s i n i , Melodramma  
i t a l i a n o , pp. 173 and 175 r e s p e c t i v e l y ) . On November 9 , 
1734, i n a l e t t e r to R i v a , R o l l i had a l r eady compared h i m s e l f 
as a poet to M e t a s t a s i o : "He [ F a r i n e l l i ] has made me a p resen t 
which I much d e s i r e d and which w i l l he lp me pass many p l e a s 
ant hours , d i r e c t i n g my thoughts to our c o u n t r y ' s and our 
common mas t e r ' s fame [ G r a v i n a ] , which perhaps we two alone 
have f u r t h e r i nc r ea sed i n p o e t i c a l honour ." The present 
r e f e r r e d to was a copy o f the Works o f Metas t a s io ( l e t t e r 
t r a n s l a t e d i n Deutsch, p . 3 7 4 ) . 

"^Undated l e t t e r t e n t a t i v e l y a s c r i b e d to the year 1 7 k 5 by 
F a s s i n i and p u b l i s h e d i n h i s Melodramma i t a l i a n o , p . 170. 
24 . . . 

R o l l i added the Preambulo to the Odi d 'argoment i amorevol i 
i n the 1753 e d i t i o n . The q u o t a t i o n i s t aken from C a l c a t e r r a ' s 
e d i t i o n o f R o l l i , L i r i c h e , p . 65. 
25 

^ C i t e d by C a l c a t e r r a m h i s e d i t i o n o f R o l l i , L i r i c h e , p . 
62. Both C a l c a t e r r a and B i n n i , who a l so quotes the l i n e s i n 
h i s a r t i c l e ( i n C l a s s i c i s m o e n e o c l a s s i c i s m o , p . 3 5 ) i have 
f a i l e d to note a p o i n t tha t had not escaped Burney (A General  
H i s t o r y o f M u s i c , I I , 707)» namely, tha t the l i n e s are R o l l i ' s 
t r a n s l a t i o n o f M i l t o n , Parad ise L o s t , Book I , 1 1 . 5 5 6 - 6 8 , i n 
which the E n g l i s h poet speaks o f the power o f music "to 
m i t i g a t e and swage / Wi th solemn touches, t r o u b l e d thoughts , 
and chase / Anguish and doubt and fea r and sorrow and p a i n / 
From mor t a l or immorta l minds . " ( I quote from the e d i t i o n by 
S c o t t E l l e d g e [New York : Nor ton , 1 9 7 5 ] , P- 22). 
2 6 L e t t e r dated 9 May 1750. The e d i t o r ' s note to the 1 7 4 4 
e d i t i o n o f R o l l i ' s l i b r e t t i s t a t e s : "Non s i l i m i t o e g l i 
[ R o l l i ] a ' s o l i S o g g e t t i i s t o r i c i , come t roppo, a suo pare re , 
ne 'e i n v a l s o i l costume i n I t a l i a , ma scorse ancora 
n e ' f a v o l o s i e i n q u e l l i s t e s s i Argoment i , su i q u a l i perche 
un ingegno d i qualche e c c e l l e n z a s c r i s s e per i l Teatro 
mus ica le i n F r a n c i a , fece che q u e l l a Nazione . . . abb ia 
d i s p r e z z a t o l a n o s t r a su questo p a r t i c o l a r e ancora" ( c i t e d 
by F a s s i n i , Melodramma i t a l i a n o , p . 4 4 ) . 

" ^ S t e e l e , The Conscious Lovers (1722). The q u o t a t i o n i s 
t aken from the e d i t i o n by S h i r l e y Strum Kenny ( L i n c o l n : The 
U n i v e r s i t y o f Nebraska Press , 1 9 6 8 ) , I I . i i . 119-203. S t e e l e 
had a l r eady expressed the same o p i n i o n o f opera i n 1 7 0 9 i n 
an a r t i c l e i n The T a t l e r i n which a f t e r r e c o r d i n g tha t the 
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t w e n t y - t h i r d performance o f the b i l i n g u a l opera Pyrrhus had 
been greeted w i t h grea t applause, he then made the f o l l o w i n g 
comment: "Th i s i n t e l l i g e n c e i s not very acceptable to us 
F r i ends o f the Theatre; f o r the Stage be ing an Enter ta inment 
o f the Reason and a l l our F a c u l t i e s , t h i s Way o f be ing 
p leased w i t h the Suspence [ s i c ] o f them f o r three Hours t o 
gether , and be ing g i v e n up to the sha l low S a t i s f a c t i o n o f 
the Eyes and Ears o n l y , seems to a r i s e r a t h e r from the 
Degeneracy o f our Unders tanding , than an Improvement o f our 
D i v e r s i o n s . " The w r i t e r d i d n o t doubt tha t unders tanding 
cou ld have no p a r t i n the p leasure a f forded by opera, f o r "a 
grea t P a r t o f the Performance was done i n I t a l i a n " (The 
T a t l e r , 18 A p r i l 1709 [ r p t . i n The Lucubra t ions o f Isaac  
B i c k e r s t a f f , E s q . , London, 1723, I , 21-22J). L i k e many o f 
h i s contemporar ies , S t ee l e objec ted to the performance o f 
opera i n a f o r e i g n tongue, incomprehensible to i t s audience. 
I n The Spec t a to r , he s a t i r i c a l l y compared a performance o f 
Hande l ' s f i r s t opera f o r London (R ina ldo ) w i t h M a r t i n P o w e l l ' s 
puppet show W h i t t i n g t o n and h i s Cat , and concluded: "as the 
Wi t i n both P i ece s i s equa l , I must p r e f e r the Performance o f 
Mr. P o w e l l , because i t i s i n our own Language" (The S p e c t a t o r , 
16 March 1?11 [ed. Smi th , I , 4-5-46]). 
28 

The Conscious L o v e r s . G l i amanti i n t e r n i : commedia i n g l e s e  
d e l Cav. Riccardo S t e e l e , t r a n s . Paolo R o l l i (London, n . p . 
1724), pp. 162-63. I n the s h o r t - l i v e d j o u r n a l The Theatre , 
S t e e l e had a t t acked the r e c e n t l y formed Royal Academy of 
Music f o r r e v i v i n g the performances o f opera i n I t a l i a n i n 
which "the D e l i g h t o f Sound has p r e v a i l ' d over the P a i n o f 
Sense ." He r a i l s aga ins t the "no-sense or Nonsense o f Reason" 
and the "No-sense or Nonsense o f Conscience" i n the under
t a k i n g , r a i s i n g the a c c u s a t i o n tha t there i s on ly one form 
o f sense l e f t , "the Sense o f P r o f i t . " Thus the opera company 
has "a Stock l a i d i n to impose upon the S t u p i d i t y o f t h e i r 
Admirers ; and i t i s expected tha t there w i l l be a n i g h t l y 
Succes s ion o f Bubbles i n Numbers l a r g e enough, who w i l l p a r t 
w i t h t h e i r Cash, as w e l l as t h e i r Unders tanding, to support 
a mechanick and mean P r o f i t r a i s ' d by Gentlemen o f Honour and 
Q u a l i t y , upon ingenuous A r t s . " (The Theatre, 1 March 1720 
[ed . and r p t . John L o f t i s , Oxford: The Clarendon P r e s s , 1962, 
pp. 79-82]) . As we s h a l l see, some years e a r l i e r Addison 
had a l so a p p l i e d the term "Nonsense" to opera (The Spec t a to r , 
21 March 1711 [ed. Smi th , I , 56]). 
29 

' D o r r i s ' i n t e r p r e t a t i o n o f R o l l i ' s note on opera i s f a u l t y , 
and r e v e a l s a l a c k o f comprehension o f R o l l i ' s language and 
i r o n i c tone . I n the note R o l l i defends melodramma by 
s t a t i n g t h a t the contemporary operas are "un con t inua to 
nonsenso" due to what he i r o n i c a l l y cons ide r s " l a somma 
Gene ros i t a e G i u s t e z z a d i Mente d i q u e l l i che anno l a 
D i r e z z i o n e [ s i c ] d e l l e Opere, e , pa r t i co l a rmen te a l l o r quando 
poch i f r a l o r o possono per un so lo voto d i p i u v i n c e r p a r t i t o 
e p r eva l e r e sopra l a g i u s t a ed onorevole volonta. d ' a l t r i 
p o c h i , e sopra l ' i n d o l e n t e Negl igenza d e l maggior Numero 
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assen te . " I n order to economize, he con t inues , the d i r e c t o r s 
"sono f o r z a t i d a l l a s o l a meccanica n e c e s s i t a a f a r s i s e r v i r e 
da I d i o t i e Guas t ames t i e r i , inesaus te f o n t i d i Nonsenso" 
( G l i amanti i n t e r n i , pp. 163-64). A c c o r d i n g to D o r r i s , i n 
the passage c i t e d above R o l l i "answers the i m p l i e d i n s u l t 
[found i n The Conscious L o v e r s ] ; he defends the l o n g and 
honorable t r a d i t i o n o f the I t a l i a n dramma i n mus ica- -which , he 
adds, owes so much to the ' g e n e r o s i t y and i n t e l l e c t u a l d e l i 
cacy ' o f the d i r e c t o r s o f the London ope ra - -aga ins t the o l d 
and f a m i l i a r charge o f be ing ' a n i n e x h a u s t i b l e font o f Non
sense ' " ( D o r r i s , p . 180). „ 

30 
I n an epigram aga ins t Angelo C o r i , r i v a l l i b r e t t i s t and 

teacher o f I t a l i a n , R o l l i p l ace s the f o l l o w i n g i r o n i c a l c l a ims 
i n C o r i ' s mouth: " P e l t e a t ro s i g n o r i l e / v e c c h i drammi a 
tenue pa t to / r a c c o n c i a i con nuo'vo s t i l e / . . . Se perdero i 
d i r e t t o r i / n e l l ' i m p r e s a a l l o r r i s o r t a , / fu i l d i f e t t o 
n e * c a n t o r i , / perche i l l i b r o non i m p o r t a . " M a r z i a l e i n  
A l b i o n , ed. C a r l o C a l c a t e r r a i n R o l l i , L i r i c h e , p . 255' 
31 

G l i amanti i n t e r n i , p . 164. Support f o r R o l l i ' s c l a i m con
c e r n i n g t r a n s l a t o r s o f l i b r e t t i i s p rov ided by a p e r c e p t i v e 
a r t i c l e i n The Spec ta to r o f March 21, 1711. I n t h i s i s s u e , 
Addison se t s out an account o f I t a l i a n opera on the E n g l i s h 
s tage, s i n c e , as he w i t t i l y comments on a phenomenon which 
was s t i l l new, "there i s no q u e s t i o n but our great Grand
c h i l d r e n w i l l be very cu r ious to know the Reason why t h e i r 
Forefathers- used to s i t together l i k e an Audience o f 
Fo re igne r s i n t h e i r own Country , and to hear whole P l a y s 
acted before them i n a Tongue which they d i d not unders tand ." 
Addison begins by c r i t i c i z i n g the e a r l y p r a c t i c e o f p r e s e n t i n g 
I t a l i a n opera i n t r a n s l a t i o n . He f e e l s the r e s u l t s were 
e i t h e r not f a i t h f u l to the o r i g i n a l i n t h e i r meaning i n order 
to f i t the E n g l i s h words to the music , o r the f a i t h f u l r e n 
d i t i o n o f the t e x t i n t o E n g l i s h l e d to the t r a n s p o s i t i o n o f 
words which des t royed the n a t u r a l r e l a t i o n s h i p between words 
and music . N e i t h e r d i d Addison approve o f the next stage i n 
the es tab l i shment o f I t a l i a n opera i n England, namely, the 
b i l i n g u a l performance, f o r i t presented the improbable spec
t a c l e o f two or more cha rac t e r s conve r s ing w i t h one another 
i n d i f f e r e n t languages. Addison tu rns h i s a t t e n t i o n to the 
next stage w i t h the f o l l o w i n g f a c e t i o u s remark: "At l e n g t h 
the Audience grew t i r e d o f unders tanding H a l f the Opera, and 
the re fo re to ease themselves i n t i r e l y o f the Fa t igue o f 
T h i n k i n g , have so ordered i t at p resen t , tha t the whole Opera 
i s performed i n an unknown Tongue." While Addison a l l o w s 
tha t music i s "a ve ry agreeable En te r t a inmen t , " he i n s i s t s 
t ha t i f i t "would take the e n t i r e Pos se s s ion o f our E a r s , i f 
i t would make us incapab le o f h e a r i n g Sense ," then he would 
ban i sh i t from the Commonwealth as P l a t o had done. For he 
a s s e r t s tha t the e s t a b l i s h e d r u l e o f opera i s tha t "no th ing 
i s capable o f be ing w e l l se t to Mus ick , t h a t i s not Nonsense" 
(The Spec t a to r , ed. Smith,, I , 55-58). I n the a r t i c l e mentioned 
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above, Addison promised to set f o r t h h i s ideas on music* a 
promise he kept i n The Spec ta to r o f A p r i l 3, 1711• I n t h i s 
second a r t i c l e , Addison defends the format o f I t a l i a n opera, 
namely the use o f a r i a s and r e c i t a t i v e , which he f i n d s b e t t e r 
s u i t e d than the a l t e r n a t i o n o f song and spoken word, as was 
the p r a c t i c e o f e a r l y E n g l i s h opera (the work o f P u r c e l l 
be ing a good example). However, he ob jec t s to the per form
ance o f I t a l i a n music accompanied by E n g l i s h words, on the 
grounds t ha t v o c a l music should r e f l e c t the tone or accent 
o f the language i n which the t e x t i s w r i t t e n . For d i f f e r e n t 
na t ions do not express the same pass ions by the same sounds. 
We are d e a l i n g here w i t h the p e r e n n i a l problem o f music as 
exp re s s ion o f the word, and the r i s i n g e igh teen th -cen tu ry 
consciousness o f the d i f f e r e n t genius o f d i f f e r e n t na t ions 
and p e r i o d s . Thus, acco rd ing to Addison , a "Composer should 
f i t h i s Music to the Genius o f the P e o p l e ; " music, as w e l l 
as poe t ry and the o ther a r t s "are to deduce t h e i r Laws and 
Rules from the genera l Sense and Taste o f Mankind, and not 
from the P r i n c i p l e s o f those A r t s themselves; or i n o ther 
Words, the Taste i s not to conform to the A r t , but the A r t 
to the Taste" (The Spec t a to r , ed. Smi th , I , 86-89). I n 
1707 Addison had a l r eady attempted to put h i s ideas i n t o 
p r a c t i c e by w r i t i n g the l i b r e t t o f o r an E n g l i s h opera con
c e i v e d i n conformi ty w i t h E n g l i s h t a s t e . The opera, Rosamond, 
met w i t h no success , nor d i d i t b r i n g about a r e v i v a l o f 
E n g l i s h opera, a l though t w e n t y - s i x years l a t e r , w i t h a new 
m u s i c a l s e t t i n g , i t was much more favourab ly r e c e i v e d (see 
L o r d , "The E n g l i s h - I t a l i a n Opera Companies," p . 247). 
Addison would agree w i t h S t e e l e ' s cha rac te r Ind iana on the 
p leasure granted by opera: " i t s on ly Des ign i s to g r a t i f y 
the Senses, and keep up an i n d o l e n t A t t e n t i o n i n the 
Audience" (The Spec t a to r , 6 March 1711 [ed . Smith , I , 
173). 

On R o l l i ' s l i b r e t t i , see F a s s i n i , Melodramma i t a l i a n o , 
pp. 43-81, 95-100, 107-12, 145-61;. Val le . se , p p . ^ - T ^ 
D o r r i s , pp. 129, 142-43, and 166-68. 

http://Valle.se
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Notes to Me tas t a s io 

1 F o r the l i f e and for tune o f P i e t r o Metas tas io (I698-I782), 
see N a t a l i , I I Se t tecen to , I I , 782-825; L u i g i Russo, M e t a s t a s i o ; 
C laud io Varese, Saggio s u l Metas ta s io ( F i r e n z e : La Nuova I t a l i a , 
1950), reviewed by M. M a n c i o t t i i n La Rassegna d e l l a L e t t e r a t u r a  
I t a l i a n a , 58 (195*0. 264-6?. For M e t a s t a s i o ' s fo r tune o u t s i d e 
I t a l y , see V. G i a n , L ' I t a l i a e Spagna n e l secolo X V I I I (To r ino , 
I895); David J . Walsh, " M e t a s t a s i o 1 s Recept ion i n 18. Century 
Poland and R u s s i a , " I t a l i c a , 46 (1964), 41-46; N . Jonard, 
"La for tune de M § t a s t a s e en France au X V I I I . s i e c l e , " i n 
Revue de L i t e r a t u r e Compar§e, 40. (1966), 552-66; Hans Kramer, 
" P i e t r o Metas tas io i n Wien , " A r c h i v fu r K u l t u r g e s c h i c h t e , 52 
(1970), 49-64. For the h i s t o r y o f c r i t i c i s m on M e t a s t a s i o , see 
Serg io Romagnoli , " P i e t r o M e t a s t a s i o , " i n I c l a s s i c i i t a l i a n i  
n e l l a s t o r i a d e l l a c r i t i c a , ed. Wal ter B i n n i ( F i r e n z e : La Nuova 
I t a l i a , 1964), I I , 45-88; G i a z o t t o , P o e s i a melodrammatica. For 
a d d i t i o n a l b i h l i o g r a p h y on M e t a s t a s i o , see Guido N i c a s t r o , 
Metas t a s io e i l t e a t ro d e l primo Set tecento ( B a r i : L a t e r z a , 
1973)• 
2 

See E z i o Raimondi, "Ragione e s e n s i b i l i t a n e l t ea t ro d e l 
M e t a s t a s i o , " i n S e n s i b i l i t a e r a z i o n a l i t a , ed. Branca, I , 249-
67. 

-^Letter to Clemente S i b i l i a t o , 19 December 1776, i n Tut te l e  
opere d i P i e t r o M e t a s t a s i o , ed. Bruno B r u n e l l i , V ( M i l a n o : 
Mondadori , 1954), 427. The correspondence o f Metas tas io i s 
quoted here from v o l . I l l (1951), v o l s . IV and V (1954) o f the 
above e d i t i o n , un l e s s o therwise s t a t e d . 

4 
E s t r a t t o d e l l ' A r t e p o e t i c a d ' A r i s t o t i l e e c o n s i d e r a z i o n i su  

l a medesima, i n Tut te l e opere, ed. B r u n e l l i , I I :(1947), 1072. 
A l l quo ta t ions from t h i s work, he rea f t e r c i t e d as E s t r a t t o , are 
taken from t h i s e d i t i o n . 

- 'Le t t e r to Alessandro Y p s i l a n t i , P r i n c e o f Walachia , 28 March 
1777, Opere, V, 447-

^ L e t t e r to Francesco A l g a r o t t i , 1 December 1746, Opere, I I I , 282. 

7 
' D e d i c a t o r y l e t t e r to A u r e l i a Gambacorta d ' E s t e , 1 August 1716, 
Opere, I I I , 14. He speaks o f h i s t ragedy I I G i u s t i n o : " i n c u i 
non mi sono curato d i recedere d a l comune uso d e l l e mu taz ion i 
d i scene per serbar 1 ' u n i t a d i luogo , parendomi i n c i o 
i m p o s s i b i l e l ' i m i t a z i o n e d e g l i a n t i c h i a c h i v o g l i a comporre 
per i l t e a t ro presente e non per l a s o l a sua g l o r i a . " 

L e t t e r to S t e l i o Mas t raca , 28 February 1739, Opere, I I I , 181. 
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"^Speaking o f the P a s t o r F i d o , Me tas t a s io s t a t e s tha t G u a r i n i 
"ha saputo formarne un magico composto, che, a d i s p e t t o d i 
t a n t i canoni p o e t i c i da l u i ardi tamente v i o l a t i , ha r a p i t i 
i v o t i t u t t i d e ' p i u c o l t i p o p o l i d e l l ' E u r o p a , non che q u e l l i 
d e l l a sua naz ione , ed e g iunto a sedurre a s s a i spesso i l 
r i g o r e d i q u e g l 1 i s t e s s i g i u d i c i i n e s o r a b i l i che l o esaminavano 
per condannarlo" ( L e t t e r to Giovann i C laud io P a s q u i n i , 27 
January 1748, Opere, I I I , 3 3 4 ) . N a t u r a l l y , M e t a s t a s i o ' s defence 
o f G u a r i n i ' s appeal f o r freedom from a s t r i c t observance o f 
the r u l e s i s not new. Renaissance c r i t i c s such as Paolo Ben i 
( R i s p o s t a a l l e C o n s i d e r a t i o n i d e l M a l a c r e t a , 1600) and Orlando 
P e s c e t t i ( D i f e s a d e l Pas to r F i d o , 1601), had mainta ined tha t 
i n v e n t i o n and n o v e l t y were the p r e r o g a t i v e o f the poet . How
ever, these c r i t i c s , l i k e Metas t a s io and G u a r i n i h i m s e l f , d i d 
not d i smi s s a l l c l a s s i c a l r u l e s out o f hand; r a t h e r they upheld 
on ly those they regarded as consonant w i t h the laws o f na ture 
and v e r i s i m i l i t u d e . See Weinberg, A H i s t o r y o f L i t e r a r y  
C r i t i c i s m i n the I t a l i a n Renaissance"! TT~, 1074-1105 ; N i c o l a s 
J . P e r e l l a , The C r i t i c a l Fortune o f B a t t i s t a G u a r i n i ' s " I I  
P a s t o r F i d o " ( F i r e n z e : O l s c h k i , 1 9 7 3 ) , PP. 9 - 7 9 . 

1"1"In a l e t t e r to h i s b ro the r Leopoldo , 5 March 1735 (Opere, I I I , 
126), Metas ta s io denied having i m i t a t e d R a c i n e ' s A t h a l i a i n the 
compos i t ion o f h i s Gioas re d i G i u d a : " I I mio maggior impegno 
e s ta to d i non i n c o n t r a r m i i n cosa a lcuna con l u i : questo mi 
e r i u s c i t o . " S i m i l a r sentiments can be found i n h i s l e t t e r to 
A. P . L . d'Ormont Buyre t t e de B e l l o y , 30 A p r i l I76I (Opere, IV , 
I96): '[l]o non mer i to l ' a l t r a lode che cortesemente mi date 
d ' a v e r saputo con des t ro e m i r a b i l e a r t i f i z i o r a p i r e a l v o s t r o 
e a d a t t a r e ' a l t e a t ro i t a l i a n o l e t r aged i e f r a n c e s i : almeno i o 
posso a s s e r i r v i candidamente che non me l o sono mai p ropos to . " 

12 
I t i s i n t e r e s t i n g to read M e t a s t a s i o ' s own words on t h i s 

p o i n t : "Ora a seconda d e l l a p i u recente l e t t u r a pud ben d a r s i 
che t a l v o l t a s i r i c o n o s c a i n a l cuna d e l l e mie opere i l c ibo d i 
c u i a t tualmente mi n u t r i v a ; ma e grande i n g i u s t i z i a i l non 
r i c o n o s c e r v i se non se i l c ibo f rancese , e chiamar fu r to q u e l l a 
r i p r o d u z i o n e che s i forma n e l mio t e r r eno , de ' semi c o ' q u a l i ho 
creduto l o d e v o l e e n e c e s s a r i a cu ra i l f e c o n d a r l o . Hanno bisogno 
d i questa c o l t u r a non meno i l grasso che l ' a r i d o t e r r e n o : i n 
questo secondo s i conserva lungo tempo senza cambiar forma i l 
seme che v i s i nasconde ma non produce; n e l primo a l l ' i n c o n t r o 
s i corrompe, cambia f i g u r a e fermenta, ma rende a l i a sua 
s tag ione v e n t i q u a t t r o per uno. In queste d i f f e r e n z e e f a c i l e 
i l r i c o n o s c e r e q u e l l a che s i t r o v a f r a i l c o p i s t a e l ' a u t o r e " 
( L e t t e r to R a n i e r i C a l z a b i g i , 16 February 175^. Opere, I I I , 
899). 

•^Letter to C a l z a b i g i , 15 October 1754, Opere, I I I , 956-57. 
For M e t a s t a s i o ' s o p i n i o n o f C o r n e i l l e and Racine , see h i s 
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l e t t e r to Giuseppe A u r e l i o Morano, 11 January 1770, Opere, IV , 
790, and the E s t r a t t o , pass im. See a l s o Aurora T r i g i a n i , I I  
t ea t ro r a c i n i a n o e i melodrammi d i P i e t r o Metas ta s io ( T o r i n o : 
U n i v e r s i t a d i T o r i n o , 1951)• 
14 

See h i s commentary on verses 31 and 309 o f L ' A r t e p o e t i c a  
d ' O r a z i o , i n Opere, ed. B r u n e l l i , I I , 1257 and 1273. 

•'"•^Speaking o f Edward Young, Metas t a s io s t a t e s : "Quanto s i a 
grande i l mer i to d i questo e c c e l l e n t e s c r i t t o r e s i prova c o i 
s u o i d i f e t t i medesime, po ichS , malgrado 1 ' o r d i n e n e g l e t t o , l e 
f r e q u e n t i r i p e t i z i o n i , l ' o s t i n a t o costume d i m o s t r a r c i sempre 
g l i o g g e t t i d a i l a t o l o r p i u funesto e d i non v o l e r c i condurre 
mai a l i a v i r t u per a l t r a v i a che per q u e l l a d i s p e r a z i o n e , ma l 
grado, d i c o , t u t t e co tes te c o s i r i n c r e s c e v o l i c i r c o s t a n z e , e i 
sa r e n d e r s i assolutamente padrone d e l suo l e t t o r e e t r a s p o r t a r l o 
seco dove g l i aggrada" ( L e t t e r to Giuseppe B o t t o n i , 23 May 1771, 
Opere, V, 85). B r u n e l l i notes tha t M e t a s t a s i o ' s l e t t e r was 
used as a preface to B o t t o n i ' s t r a n s l a t i o n o f Young's The Nigh t  
Thoughts, pub l i shed as Le N o t t i i n 1797 (Opere, V, 767T 
Fur the r remarks made by Metas t a s io on these " n u v o l o s i s c r i t t o r i " 
can be found i n the l e t t e r to A u r e l i o de G i o r g i B e r t o l a , the 
e igh teen th-cen tury poet and c r i t i c , and admirer o f M e t a s t a s i o . 
B e r t o l a p u b l i s h e d a c r i t i c a l study o f Metas t a s io and h i s melo 
drammi e n t i t l e d O s s e r v a z i o n i sopra Metas tas io (Bassano: 
Remondini, 1?84) . The l e t t e r to B e r t o l a i s dated 18 March 1776 
(Opere, V, 379). 

" ^ F o r M e t a s t a s i o ' s thoughts on the Enl ightenment , see h i s l e t t e r s 
to h i s b ro the r Leopoldo (7 J u l y 1766 and 14 J u l y 1766, Opere, 
IV , 477-79); to Sigismondo C h i g i (27 June 1768, Opere, IV , 
632); and aga in to Leopoldo (16 A p r i l 1770, Opere, IV , 825-26). 
17 

'Me ta s t a s io had contemplated w r i t i n g a t r e a t i s e on the I t a l i a n 
thea t re ( l e t t e r to the p u b l i s h e r Giuseppe B e t t i n e l l i , 14 June 
1732, Opere, I I I , 67). On 26 February 1735 he wrote o f h i s 
d e s i r e to w r i t e such a t r e a t i s e "perche mi pare che s i . s i a f i n 
o ra sempre scorso i l segno n e l p ronunc ia r g i u d i z i o i n questa 
ma te r i a " ( L e t t e r to M a t t i a Damiani , Opere, I I I , 123). Four 
years l a t e r he wrote o f the genera l l i n e s h i s t r e a t i s e would 
f o l l o w : "Non pretendo i o gia. d i fondar r ego l e su l e opere mie, 
ma a v v e r t i r g l i a l t r i d i una quant i ta . d i s c o g l i che, sc r ivendo 
q u e l l e o vedendole rappresen ta re , ho dovuto per n e c e s s i t a 
conoscere; osservare se g l i a n t i c h i v i abbiano inciampato mai 
e veder se A r i s t o t i l e g l i abb ia t u t t i n o t a t i n e l l a sua c a r t a 
n a u t i c a . S ' i o debbo comunicar l e mie o s s e r v a z i o n i , convien , 
d i c o , l e s c r i v a , e, s c r i t t e che sono, e f a t t o i l t r a t t a t o " 
( L e t t e r to Mas t raca , 28 February 1739, Opere, I I I , 182) . The 
t r e a t i s e was never w r i t t e n . Metas ta s io wrote i n s t e a d the 
O s s e r v a z i o n i s u l t e a t ro greco and the commentaries on the 
P o e t i c s o f A r i s t o t l e and Horace. 
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18 Two thousand s i x hundred and f i f t y - f o u r l e t t e r s were p u b l i s h 
ed by B r u n e l l i i n v o l s . I l l , IV and V o f h i s e d i t i o n o f the 
complete works. Joseph G. F u c i l l a p u b l i s h e d another f i f t e e n 
i n h i s a r t i c l e "Nuove l e t t e r e i n e d i t e d e l M e t a s t a s i o , " 
Convivium, 26 (1958), 586-93 (and see the favourab le r ev iew 
by Antonio d i P r e t a i n La Rassegna d e l l a L e t t e r a t u r a I t a l i a n a , 
62 [1958], 4-50-51). A f u r t h e r t en l e t t e r s were pub l i shed by 
Mate Z o r i c , " D i e c i l e t t e r e i n e d i t e d i P i e t r o M e t a s t a s i o , " 
S t u d i a Romanica et A n g l i c a Z a g r a b i e n s i a , 21-22 (1966), 321-36"' 

19 
' M e t a s t a s i o , t r a n s . , D e l l ' A r t e p o e t i c a ; E p i s t o l a d i Q. Oraz io  

F l acco a ' P i s o n i . Quota t ions are taken from the B r u n e l l i e d i t i o n 
o f M e t a s t a s i o ' s works, I I , 1229-78, and c i t e d he rea f t e r as 
O r a z i o . 

20 
The O s s e r v a z i o n i s u l t ea t ro greco were w r i t t e n f o r the p o e t ' s 

own use , and p u b l i s h e d posthumously i n the d ' A y a l a e d i t i o n o f 
M e t a s t a s i o ' s works (1785). References i n t h i s study are made 
to B r u n e l l i ' s e d i t i o n o f Tut te l e opere, I I , 1118-61. 

2 1 0 n l y 164 o f the 2654 l e t t e r s pub l i shed by B r u n e l l i p re-da te 
1740, the middle year o f Metas ta s io '.s l i f e . 

22 
See M e t a s t a s i o ' s l e t t e r s to A l g a r o t t i , 16 September 1747 

(Opere, I I I , 322); to F - J . C h a s t e l l u x , 29 January 1766 (Opere, 
I V , 439) ; and to Save r io M a t t e i , 11 March 1773 (Opere, V, 219). 
In the Preface to the E s t r a t t o , he w r i t e s : " G l . ' i n d i s p e n s a b i l i 
d o v e r i d e l l ' i m p i e g o a l quale mi r i t r o v o da t a n t i ann i f o r t u n a t a -
mente des t i na to non mi avean mai l a s c i a t o f i n ora t u t t o l ' o z i o 
che b i sogna a l i a compiuta esecuzione [ d e l l ' E s t r a t t o ] . . . ma 
non ho mai p e r c i o t r a s c u r a t o f r a t t a n t o d i m e d i t a r l o , ed i n t u t t i 
i quantunque b r e v i i n t e r v a l l i che s i sono d i t r a t t o i n t r a t t o 
f r a p p o s t i a l l e a l t r e mie neces sa r i e o c c u p a z i o n i , d i andar sempre 
e r accog l i endo e notando t u t t o c i o che potesse s e r v i r e un g iorno 
d i m a t e r i a l e a l l ' i d e a t o e d i f i c i o " (p. 959)-

2 3 S e e h i s l e t t e r s to A l g a r o t t i , 7 May 1?46 (Opere, I I I , 270); 
to Damiani , 10 May 1773 (Opere, V, 234); and to Morano, 28 
February 177^ (Opere, V, 284) . 

24 1 . -
On August 14, 1773 he wrote to Damiani tha t the two works 

"han s e r v i t o per impiegar non r ep re sens ib i lmen te l ' o z i o mio, 
ma non l e ho, s c r i v e n d o , d e s t i n a t e a l i a p u b b l i c a l u c e " (Opere, 
V, 250). While M e t a s t a s i o ' s avowed r e l u c t a n c e to p u b l i s h these 
c r i t i c a l works i s g e n e r a l l y emphasized by modern s c h o l a r s , i t 
should be noted t ha t a l r eady a t the g e n e t i c a l stage o f the 
commentary on Horace, Metas ta s io was c o n s i d e r i n g a p o s s i b l e 
p u b l i c . On 16 September 1747 he wrote to A l g a r o t t i : " l ' o c c a -
s ione d i t r adu r r e l a l e t t e r a Ad Pisones mi fece g i a sovven i re 
a lcune mie r i f l e s s i o n i non d e l t u t t o l e p i u comuni, che l a 
lunga p r a t i c a d e l poe t i co mes t ie re mi ha d i quando i n quando 
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s u g g e r i t e . Ho incominc i a to a s c r i v e r l e come non a f f a t t o i n -
u t i l i a ' c a n d i d a t i d i Parnaso" (Opere, I I I , 322). 

2 ^ L e t t e r to D i o d a t i , 30 J u l y 1778, Opere, V, 520. F u b i n i i s 
t he re fo re i n a c c u r a t e i n h i s o p i n i o n t ha t Metas tas io "non s i 
dec i se mai a render pubb l i che" h i s obse rva t ions on the P o e t i c s 
(see F u b i n i ' s I n t r o d u c t i o n to h i s e d i t i o n o f M e t a s t a s i o , Opere 
[ M i l a n o : R i c c i a r d i , 1968], pp. 17 and 23). 

26 
" [ l ] n q u e s t i due l i h r e t t i i o combatto i s o f i s m i p o e t i c i che 

m o l t i d o t t i s s i m i ma i n e s p e r t i c r i t i c i haino f a t t o p a s s a r e . n e l l o 
scorso secolo per canoni i n d i s p e n s a b i l i d e l coturno, che 0 non 
han mai o sfortunatamente c a l z a t o " ( L e t t e r to Damiani , 3 January 
177*+, Opere, V, 275-76). 

2 ^ " [ E ] q u e s t i due u l t i m i l a v o r i mi spiacerebbe so lo che 
r imanessero o s c u r i " ( L e t t e r to Damiani , 1 May 1775, Opere, V, 
337). 

op 
L e t t e r to Giuseppe Pezzana, 10 November 1781, Opere, V, 693. 

2 ^ I n the Preface to the E s t r a t t o he wrote : " I I C i e l mi gua rd i 
d a l l ' a r d i t a p re tens ione d ' a v e r formata i n questo Es t ra t to- una 
spec ie d i nuova P o e t i c a : l a s e d u t t r i c e graduazione d i maestro 
ne ha t an te f i n o r a p rodo t t e , che i l numero d i queste ha g i a 
d i gran lungo superato q u e l l o d e ' b i s o g n o s i d ' e r u d i r s i ; e ve 
n ' h a pur troppo p i u d i q u e l l o che bas ta per confondere, d i s -
animare, e rendere a r i d i a f f a t t o ed i n f e c o n d i i p i u f e l i c i , 
i p i u c o r a g g i o s i ed i p i u f e r t i l i i ngegn i che sappia l a 
bene f i ca na tu ra produr re" (pp. 959-60). 

-^The e a r l y study by Paolo A r c a r i , L ' a r t e p o e t i c a d i P i e t r o  
Metas t a s io ( M i l a n o : L i b r e r i a E d i t r i c e N a z i o n a l e , 1902) i s 
l a c k i n g i n c r i t i c a l c o n c l u s i o n s . More- s u p e r f i c i a l i s the 
a r t i c l e by Baldo P e r o n i , " I melodrammi e l e t e o r i e drammatiche 
d i P i e t r o M e t a s t a s i o , " R i v i s t a t e a t r a l e i t a l i a n a , 4 (1902), 
305-19. More i n t e l l i g e n t conc lu s ions were drawn by L . Russo 
i n h i s monograph, M e t a s t a s i o , pp. 216-34, and by Varese, Saggio  
s u l M e t a s t a s i o , pp. 30-37- Of too l i m i t e d scope are the s t u d i e s 
by U l r i c o P a n n u t i , " I I Metas ta s io e l e t r e u n i t a , " G i o r n a l e  
i t a l i a n o d i f i l o l o g i a , 9 (1956), 356-60, and Ermanno S c u d e r i , 
"Metas tas io t e o r i c o d i p o e s i a , " Auson ia , 12 (1957), 45-48 (see 
the r e s p e c t i v e rev iews by B i n n i i n Rassegna d e l l a L e t t e r a t u r a  
I t a l i a n a , 6 l [1957], 142-43; and 301). F u b i n i ' s r a p i d g lance 
i n the I n t r o d u c t i o n to h i s e d i t i o n o f the Opere i s n e c e s s a r i l y 
l i m i t e d by the na ture o f the work (pp. 17-19)• Recogn iz ing 
t h e i r importance f o r an unders tanding o f the p o e t - l i b r e t t i s t , 
B i n n i makes some use o f the two c r i t i c a l works i n h i s r e -
e v a l u a t i o n o f the f i g u r e o f Metas ta s io and h i s dramas ( " I I 
M e t a s t a s i o , " i n L ' A r c a d i a e i l M e t a s t a s i o , pp. 283-300). 
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31 y Dondoni, " D e l l a f o r t u n a d ' O r a z i o : L ' A r t e p o e t i c a t r a d o t t a e 
commentata d a i M e t a s t a s i o : I . - P r i n c i p i c r i t i c i , " I s t i t u t o  
Lombardo: •Rendicont i l e t t e r a r i , 95 (1961), 453-80, and " I I . -
P r i n c i p i s t r u t t u r a l i , " i b i d . , 96 (1962), 293-309, reviewed i n 
Rassegna d e l l a L e t t e r a t u r a I t a l i a n a , 67 (1963), 360; Gavazzen i , 
"Metas t a s io , l i n g u a p o e t i c a e i m i t a z i o n e , " i n h i s S t u d i  
m e t a s t a s i a n i (Padova: L i v i a n a , 1964), pp. 143-179' See a l s o 
the I n t r o d u c t i o n to G a v a z z e n i ' s e d i t i o n o f M e t a s t a s i o , Opere  
s c e l t e (1968; r p t . T o r i n o : U . T . E . T . , 1971). 

32 
Russo, M e t a s t a s i o , p . 221; Mario A p o l l o n i o , Me tas t a s io 

( B r e s c i a : L a S c u o l a , 1950), p . 142; Varese, Saggio s u l  
M e t a s t a s i o , pp. 15 and 33; Gavazzen i , S t u d i m e t a s t a s i a n i , p . 
162; B i n n i , L ' A r c a d i a e i l M e t a s t a s i o , p . 292; F u b i n i , e d . , 
Opere d i M e t a s t a s i o , p . 18 . 

3 3 E s t r a t t o , p . 960. 

34 
I t xs i n t e r e s t i n g to read M e t a s t a s i o ' s words on h i s i n t e n t i o n 

to t r a n s l a t e the P o e t i c s w i t h " c h i a r e z z a " and " f e d e l t a " , and so 
tha t "n§ su l e orme d e l l ' e r u d i t o D a c i e r s i fosse c o s t r e t t o 
A r i s t o t i l e a d i r e c i6 che a n o i fosse paruto bene c h ' e i d i c e s s e : 
n§ su q u e l l e per l ' o p p o s t o d e l d o t t i s s i m o C a s t e l v e t r o s i fosse 
p resen ta t a a l pubb l i co una e spos iz ione p i u tenebrosa d e l t e s t o " 
( L e t t e r to A l g a r o t t i , 16 September 1747, i n Opere, I I I , 322). 
While much has been made by modern c r i t i c s about M e t a s t a s i o ' s 
r e l u c t a n c e to i n v o l v e h i m s e l f i n polemics (Russo, M e t a s t a s i o , 
pp. 73-74; F u b i n i , I n t r o d u c t i o n to M e t a s t a s i o , Opere, pp. 17 
and 230), one cannot over look the f a c t tha t i n the E s t r a t t o , 
M e t a s t a s i o ' s tone i s q u i t e p o l e m i c a l and d e l i b e r a t e l y so. 

^ E s t r a t t o , p . 1022. 

^ D i s c u s s i n g a d i v e r s e i n t e r p r e t a t i o n o f C o r n e i l l e and D a c i e r 
on a passage o f A r i s t o t l e , Metas ta s io conc ludes : "Ma f ina lmen te , 
f r a d i s p a r e r i c o s i a u t o r e v o l i e c o n t r a d i t t o r i i , i o non veggo a 
c h i p i u sicuramente r i c o r r e r e che a l l e d e c i s i o n i d e l l a 
esper ienza" ( E s t r a t t o , p . 1072). 

3 7 
- ' ' "Tu t te l e a r t i son f i g l i e d e l l ' e spe r i enza , e t u t t e , molto p i u 
d e l l a madre, son -sottoposte a g l i e r r o r i , quando da l e i s i 
scompagnano; poiche 1 ' e s p e r i e n z a , operando, u r t a n e c e s s a r i a -
mente n e g l ' i n c o n v e n i e n t i ; e non potendo proceder o l t r e c o l suo 
l a v o r o , s i t r o v a c o s t r e t t a a c o r r e g g e r s i . Ma l e a r t i che, 
n u l l a operando, a l so lo r a z i o c i n i o s i f i dano , sono esposte a 
t r a v i a r d a i buon cammino, d i e t r o l a s c o r t a d e g l ' i n f i n i t i pa ra -
l o g i s m i a ' q u a l i i l r a z i o c i n i o e sogget to : e non han mai c h i 
l e avve r t a " (Es t ra t to , - pp. 1022-23) . 
3 8 0 r a z i o , p . 1257 (1. 3 D -
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3 9 0 r a z i o , pp. 1275-77 ( 1 . 408) . 

^ E s t r a t t o , p . 9 6 7 . 

4 l . 
Therefore Metas t a s io condemns the attempts (such as Houdart 

de.'La Motte'-s) to make prose an acceptab le medium of poe t ry 
( E s t r a t t o , p . 1046). 

4 ? 

E s t r a t t o , p . 9 6 3 . 

^ E s t r a t t o , p . 9 7 0 . 

^ E s t r a t t o , p . 9 7 6 . 
LK . 

- 'Metastasio would have found a precedent m Grav ina ( e . g . , 
D e l l a t r a g e d i a , pp. 5 4 3 - 4 4 , 557 f f . ) f o r c i t i n g C a s t e l v e t r o 
to r e i n f o r c e h i s own p o s i t i o n on poe t ry and music , but he goes 
beyond Grav ina i n a s s i m i l a t i n g C a s t e l v e t r o i n t o h i s own system, 
46 

C a s t e l v e t r o , P o e t i c a d ' A r i s t o t i l e , p . 3 5 a . On C a s t e l v e t r o ' s 
n a t u r a l i s m , see Bernard Weinberg, " C a s t e l v e t r o ' s Theory o f 
P o e t i c s , " pp. 3 4 9 - 7 1 ; and A H i s t o r y o f L i t e r a r y C r i t i c i s m  
i n the I t a l i a n Renaissance, I , 5 0 2 - 1 3 ; G. Morpugo Tagl iabue , 
"La r e t o r i c a a r i s t o t e l i c a e i l ba rocco , " R e t o r i c a e barocco, 
A t t i d e l I I I .Congres so I n t e r n a z i o n a l e d i S t u d i U m a n i s t i c i , ed. 
E . C a s t e l l i (Roma, 1 9 5 5 ) , PP- 1 1 9 - 9 5 ; Franco Croce , "Le 
poe t i che d e l barocco i n I t a l i a , " Momenti e problemi d i s t o r i a  
d e l l ' e s t e t i c a , I ( 1 9 5 9 ) , 5L7-75i P i e t r o Mazzamuto, "Lodovico 
C a s t e l v e t r o , " i n L e t t e r a t u r a i t a l i a n a : I M i n o r i , I I ( I 9 6 I ) , 
1 2 2 1 - 3 5 ; A g u z z i - B a r b a g l i , "Ingegno, acu tezza and m e r a v i g l i a , " 
pp. 8 3 - 8 7 ; R iccardo S c r i v a n o , " I I r a z i o n a l i s m o c r i t i c o d i 
Ludovico C a s t e l v e t r o , " i n C u l t u r a e l e t t e r a t u r a n e l Cinque- 
cento (Roma: Ateneo, I 9 6 6 ) , pp. I 6 9 - 7 8 . 
k ? E s t r a t t o , p . 977-

48 
Metas tas io a l s o i n t e r p r e t s 1 . 277 o f Horace ' s A r t e p o e t i c a 

"per mostrare ad evidenza che i drammi g r e c i e l a t i n i s i 
cantavano in t i e ramen te" ( O r a z i o , p . 1 2 7 3 ) • 

^ ^ A r i s t o t l e , P o e t i c s , 1450 b , t r a n s . Bywater, p . 1 4 6 2 . 

- ^ C a s t e l v e t r o , P o e t i c a d ' A r i s t o t e l e , pp. 8 3 a - 8 5 a . 

• -^Es t ra t to , p . 1029 • The u n d e r l i n i n g reproduces the i t a l i c s 
i n the t e x t . 

5 2 E s t r a t t o , p . 983, 



- 484 -

- ^ E s t r a t t o , p . 970. 

54-™ 
P a r t o f t h i s embell ishment , a cco rd ing to M e t a s t a s i o , i s the 

use o f rhyme which , i n h i s v iew, added to the a t t r a c t i o n and 
m u s i c a l i t y o f the language. Metas t a s io defended the use o f 
rhyme aga in s t the proponents o f blank verse ( E s t r a t t o , p . 1109). 
In one o f h i s l a s t l e t t e r s addressed to Ca r lo Castone d e l l a 
Torre d i Rezzonico , he wrote : "Io sono c o s i persuaso d e l l a 
n e c e s s i t a d e l l a r ima per render p i u f i s i camen te a l l e t t a t r i c e 
l a n o s t r a p o e s i a , che non credo p r a t i c a b i l e i l verso s c i o l t o . 
. . . Assuefa t to n e l l a mia lunga v i t a a conoscermi d e b i t o r e 
a l i a r ima d 'una gran pa r te d e l l a t o l l e r a n z a che l e mie f a n -
fa luche canore hanno e sa t t a d a i p u h b l i c o , non p o t r e i aver 
1 ' i n g r a t i t u d i n e d i p e r s e g u i t a r l a " ( L e t t e r o f 18 February 1782, 
Opere, V, 709)' The c o m p a t i b i l i t y o f blank verse, and poe t ry 
(a l ready attempted by Gian G i o r g i o T r i s s i n o i n h i s t ragedy 
Sofon i sba , w r i t t e n i n 1515) aroused much debate i n the e i g h t 
eenth century , c u l m i n a t i n g i n such blank verse composi t ions 
as P a r i n i ' s I I G io rno , C e s a r o t t i ' s t r a n s l a t i o n o f Oss ian , and 
F o s c o l o ' s S e p o l c r i . 

- ^ L e t t e r to Giuseppe R i v a , 20 September 1732, Opere, I I I , 76. 
Reasons o f an a r t i s t i c , r a t h e r than p u r e l y t h e o r e t i c a l na tu re , 
guide him aga in when, four teen years l a t e r , he cau t ions 
A l g a r o t t i on the use o f words which , w h i l e accep tab le i n prose , 
were not p a r t o f the p o e t i c language. For M e t a s t a s i o , t h e i r 
unaccustomed use i n poe t ry would c rea te a dissonance tha t would 
i m p a i r the p o e t i c impact on the reader ( L e t t e r o f 27 October 
1746, Opere, I I I , 279)- Me tas t a s io he ld moderate views on the 
Questione d e l l a l i n g u a . In the E s t r a t t o he adv i ses d i s c r e t i o n 
on the use o f f o r e i g n words (pp..' 1102-03) • In h i s notes on 
Horace he advocates de lay i n the use o f neologisms i n poe t ry 
u n t i l t h e i r use has been sanc t ioned by c u l t u r e d persons (Oraz io , . 
p . 1261, 1. 58) . Yet he does not exclude the v a l i d i t y o f words 
not found i n I t a l i a n c l a s s i c s . Furthermore, he c l a ims i n a 
l e t t e r to A l g a r o t t i tha t he sympathizes w i t h the younger w r i t e r ' s 
d e s i r e to modernize the language, even sugges t ing tha t he would 
g l a d l y a s s i s t him, were i t not f o r h i s d i s l i k e o f l i t e r a r y 
p o l e m i c s : "[M]a c o s i i n questa come n e l l a maggior par te d e l l e 
costumanze c i v i l i i o credo impresa meno d i f f i c i l e l ' accomodar 
me a l i a m o l t i t u d i n e che q u e l l a d i d i s i n g a n n a r l a " ( L e t t e r o f 
27 October 1746, Opere, I I I , 279-80). Neve r the l e s s , M e l c h i o r r e 
C e s a r o t t i , one o f the most important f i g u r e s i n the e igh teen th -
century debate on the language, a t t r i b u t e d to Metas t a s io a 
p o s i t i v e and p r o g r e s s i v e f u n c t i o n i n p ropaga t ing the I t a l i a n 
language throughout Europe: " [Metas tas io e G o l d o n i ] resero l a 
n o s t r a l i n g u a alquanto p i t i no ta e ca ra a l l ' E u r o p a , d i que l 
che facessero; i V i l l a n i ed i P a s s a v a n t i " (Saggio s u l l a f i l o s o f i a  
d e l l e l i n g u e , ed. Mar io Puppo [ M i l a n o : M a r z o r a t i , I969J, pp. 
64-65)• For i n f o r m a t i o n on the age -o ld "ques t ion o f the l a n 
guage," see M a u r i z i o V i t a l e , L a ques t ione d e l l a l i n g u a 
(Palermo: Palumbo, 1967); Francesco B a r b e r i n i , Problemi d i 
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l i n g u i s t i c a i t a l i a n a (Lanci-ano: I t i n e r a r i , 1970), pp. 91-102; 
Gianfranco Fo lena , "Le o r i g i n i e i l s i g n i f i c a t o d e l rinnovamento 
l i n g u i s t i c o n e l Set tecento i t a l i a n o , " i n Problemi d i l i n g u a e 
l e t t e r a t u r a i t a l i a n a d e l Set tecento (Wiesbaden: S t e i n e r , 1965), 
pp. 392-427. 

56 L e t t e r o f 13 J u l y 1780, Opere, V, 628. 
57 
-"On M e t a s t a s i o ' s p o e t i c language, see B i n n i , L ' A r c a d i a e i l  
M e t a s t a s i o , p . 300-07; Gavazzen i , S t u d i m e t a s t a s i a n i , pp. 
162-79. 

See the defence o f G u a r i n i ' s Pas to r Fido i n h i s l e t t e r to 
P a s q u i n i , 27 January 1748 (Opere, I I I , 334). 

^ ? " [ l ] n que i c a s i , n e ' q u a l i non pub assolutamente a c c o r d a r s i 
con l a ma te r i a i l v e r i s i m i l e , e i n obb l igo l ' i m i t a t o r e 
d'abbandonar i l v e r i s i m i l e , e non l a m a t e r i a ; s i c u r o che i l 
d i s c r e t o spe t t a to re non pretende da l u i 1 1 i m p o s s i b i l e " ( E s t r a t t o , 
p . 987). 
60 E s t r a t t o 99^-

61 See a l so the note to 1. 12 o f O r a z i o , p . 1256. 

62 
For example, h i s l e t t e r to R i v a , 20 September 1732, Opere, 

I I I , -72-76; l e t t e r to Johann Adolph Hasse, 21 February 1748, 
Opere, I I I , 345-46. 
63 E s t r a t t o , p . 992. 
64 

L e t t e r to Leopoldo C a m i l l o V o l t a , 9 August 1779, Opere, V, 
578. 
^ L e t t e r to P h i l l i p Ha l l am, 16 December I765, Opere, IV , 431-
32. 
66 

L e t t e r to F r a n c o i s Jean C h a s t e l l u x , 
398. On the non-musica l performance o f 
L u i g i Ronga makes the f o l l o w i n g comment 
d i n o t i z i e s u l l a rappresen taz ione senza 
m e t a s t a s i a n i indurebbe a credere che s i 
in f requente" ( " L 1 o p e r a metas tas iana , _ 
M e t a s t a s i o , ed. . F u b i n i , p . x i v ) . G i a m b a t t i s t a M a n c i n i , 

15 J u l y 1765, Opere, IV , 
M e t a s t a s i o ' s works, 

"La sca r sezza estrema 
musica d e i drammi 
t r a t t a s s e d i caso a s s a i 

i n Opere d i P i e t r o 
i n h i s 
(1774), P e n s i e r i e r i f l e s s i o n i p r a t i c h e sopra i l canto f i g u r a t o 

r e p o r t s on the r e c i t e d performance o f A r t a s e r s e i n Venice and 
i t s success w i t h .the p u b l i c , due to the f a c t tha t "the a c t o r s 
had c h a r a c t e r i z e d so w e l l w i t h t h e i r ges tu res , and we l l - spoken 
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r e c i t a t i v e s , the personages which they represented" ( P r a c t i c a l  
R e f l e c t i o n s on F igu red S i n g i n g , t r a n s . Edward Foreman 
[Champaign, 111 . : Pro Mus ica P re s s , 1967], p . 71)' 

69 
'Me ta s t a s io ques t ions the r i g o r o u s i n t e r p r e t a t i o n o f A r i s 

t o t l e ' s P o e t i c s which makes c r i t i c s i n s i s t t ha t on ly a s i n g l e 
a c t i o n can be represented i n a t ragedy . M e t a s t a s i o 1 s concept 
o f u n i t y o f a c t i o n i s c l o s e r to the u n i t e d ' i n t e r ^ t advocated 
i n France by Houdart de L a Motte i n h i s D i scou r s p r e l i m i n a i r e s  
sur l a t r a g e d i e (1730). That i s , s e v e r a l a c t i o n s (or subp lo t s ) 
are accep tab le i n a drama, p rov ided tha t they r e v o l v e around, 
and are t h e m a t i c a l l y connected to one c e n t r a l i s s u e . Th i s 
would j u s t i f y the s t r u c t u r e o f M e t a s t a s i o ' s own melodrammi. 
However, t h i s concept o f u n i t y o f i n t e r e s t was not o r i g i n a l 
to L a Mot te , hav ing a l r eady been d i scussed by Counter-Reform
a t i o n I t a l i a n c r i t i c s . To a cons ide rab l e extent the r e l a t i o n s 
between I t a l i a n w r i t i n g s o f tha t p e r i o d and French thought o f 
the e igh teen th -cen tu ry remain to be examined, and are ou t s ide 
the scope o f t h i s t h e s i s . 

68 
E s t r a t t o , pp. 1003-06. Metas ta s io q u a l i f i e s the a r t o f 

changing scenes i n the f o l l o w i n g words: " l a moderna i n c a n t a t r i c e 
invenz ione d e g l ' i n s t a n t a n e i cambiamenti d e l l e apparenze t e a t r a l i , 
che sca r icano l a f a n t a s i a d e g l i s p e t t a t o r i d a i peso d i f i g u r a r -
s e l i , che rendono p i u v e r i s i m i l i l e a z i o n i che v i succedono, e 
che aggiungono a l i o spe t t aco lo un c o s i generalmente g r a d i t o ed 
ingegnoso ornamento" (pp. 1004-05). 
6 9 E s t r a t t o , pp. IOO6-O7. 
7 ° E s t r a t t o , p . 1015. 

7 1 E s t r a t t o , p . 100?. 
? 2 E s t r a t t o , pp. 1058-66 and O r a z i o , pp. 1268-69 (1. 189) , and 
pass im. Metas ta s io defends l o v e as subjec t matter (and thus 
as the p r i n c i p l e theme o f h i s own melodrammi) i n the f o l l o w i n g 
passage o f the E s t r a t t o : "Ne so c a p i r e perchS d e l l a pass ione 
amorosa, tanto meno e v i t a b i l e , tanto p i u comune e tanto p i u 
d ' o g n i a l t r a b isognosa d i f reno, non abbiano a p r o d u r s i su l a 
scena i t e n e r i ins ieme ed a m m i r a b i l i esempi che c ' i n s t r u i s c a n o 
a qua i s a c r i d o v e r i s i a necessa r io e g l o r i o s o i l s a c r i f i c a r i a : 
e perche non abbiano a r e p u t a r s i degne d e l coturno tan te 
v i n c i t r i c i d i se s tesse innamorate e r o i n e ; e ne debbano esser 
credute a l l ' i n c o n t r o degnissime l e Fedre inces tuose e l e 
a d u l t e r e C l i t e n n e s t r e " (p . 1033). 

73 
'-'See B e a t r i c e C o r r i g a n , *"A11 Happy Endings : L i b r e t t i o f the 
L a t e S e i c e n t o , " Forum I t a l i c u m , 7 (1973), 250-67. 
74 . . . . 

See Weinberg, H i s t o r y o f L i t e r a r y C r i t i c i s m m the I t a l i a n 
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Renaissance, I , 441 . 

" ^ L e t t e r to A u r e l i a Gambacorta d ' E s t e , 1' August 1716, Opere, 
I I I , 15. 

7 6 E s t r a t t o , p . 1'0?8. 

77 
' ' V a r e s e , Saggio s u l M e t a s t a s i o , p . 9; P i s t o r e l l i , I melodrammi  
d i Zeno, p . 9- In s p i t e o f D i d o ' s s e l f - i m m o l a t i o n , the opera 
was among the most popular o f M e t a s t a s i o ' s melodrammi, and 
enjoyed numerous performances and r e v i v a l s set to music by 
over s i x t y d i f f e r e n t composers from 1724 to 1823* P u b l i c 
d i s a p p r o v a l o f the t r a g i c ending i n Catone was s t r o n g e r . 
Metas ta s io consequent ly mod i f i ed the t h i r d ac t to r e p l a c e C a t o ' s 
death-scene w i t h a d e s c r i p t i o n o f C a t o ' s f i n a l agony r e c i t e d 
by h i s daughter . The new Catone enjoyed cons ide rab le success 
throughout the e igh teen th cen tury . However, w h i l e bowing to 
p u b l i c p ressure , Metas t a s io remained p e r s o n a l l y convinced tha t 
the o r i g i n a l form o f what was one o f h i s f a v o u r i t e dramas was 
the m o s t - s u i t a b l e . In 1733 he requested h i s p u b l i s h e r , Giuseppe 
B e t t i n e l l i , to p r i n t both v e r s i o n s . Even i n the l a t e e d i t i o n 
of 1780, Me tas t a s io f e l t o b l i g e d to j u s t i f y the second v e r s i o n 
o f Catone by a t t r i b u t i n g the a l t e r a t i o n to the s e n s i b i l i t i e s 
o f the audience . See B r u n e l l i ' s note to h i s e d i t i o n o f the 
p l a y (Opere, I , 1399n). 
? 8 E s t r a t t o , pp. 1030-31. 

I n the ' a z i o n e m u s i c a l e ' I I Parnaso accusato e d i f e s o (I738), 
Metas tas io en t rus t s the defence o f h i s p o e t i c s to A p o l l o , who 
thus j u s t i f i e s the attempt o f the Muses to awaken the pass ions 
o f men: " S t u d i a n s i , e ve r , l e umane / P a s s i o n i a de s t a r ; ma 
c h i vo l e s se / Es t i ngue re n e l l ' u o m o , un t ronco , un sasso / De l 
l ' uom f a r i a . Non s i corregge i l mondo / S i d i s t rugge c o s i " 
( i n Opere, I I , 253). 

Rn 
E s t r a t t o , pp. 1074-75' I n the Parnaso accusato e d i f e s o , 

A p o l l o s t a t e s : "Che nuoce a l t r u i , se i ' i n g e g n o s a scena / F inge 
un g u e r r i e r o , un c i t t a d i n o , un padre / P u r c h § r i t r o v i i n esso / 
Lo s p e t t a t o r se s t e s so , e c h ' i n d i i m p a r i / Qual e i l dover 
p r imie ro / D 'un c i t t a d i n , d 'un padre e d 'un g u e r r i e r o ? " (Opere, 
I I , 255)' On M e t a s t a s i o ' s cha rac te r s as exemplars, see Pau l 
Renucc i , " I r r a d i a z i o n e e r o i c a e impostazione p s i c o l o g i c a n e i 
drammi d e l M e t a s t a s i o , " i n Problemi d i l i n g u a e l e t t e r a t u r a , 
pp. 56-70, and c f . B i n n i ' s remarks on t h i s paper, P r o b l e m i , 
pp. 86-89. 

8 l E s t r a t t o , p . IO32. 
82 

For a d i s c u s s i o n o f the concepts o f i m i t a t i o n i n e igh teen th -
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century England, see Herber t M. S c h u e l l e r , " L i t e r a t u r e and 
Music as S i s t e r . A r t s : . A n Aspect o f A e s t h e t i c Theory i n 
E igh teen th-Century B r i t a i n , " P h i l o l o g i c a l Q u a r t e r l y , 26 (194-7), 
198-202; and " ' I m i t a t i o n ' and ' E x p r e s s i o n ' i n B r i t i s h Music 
C r i t i c i s m i n the 18th Cen tu ry , " M u s i c a l Q u a r t e r l y , 34 (1948), 
544-66; Lawrence L i p k i n g , The Order ing o f the A r t s i n Eighteenth- 
Century England ( P r i n c e t o n : P r i n c e t o n U n i v e r s i t y P res s , 1970), 
pp. 218-23. For the i n v e s t i g a t i o n s i n t o the correspondences 
between the a r t s , see a l so James S. Malek , The A r t s Compared:  
An Aspect o f E igh teen th -Century B r i t i s h A e s t h e t i c s ( D e t r i o t : 
Wayne S ta te U n i v e r s i t y P res s , 1974). 

Q q 

^For an e x p o s i t i o n o f the main l i n e s o f t h i s type o f r e sea rch 
i n England, see S c h u e l l e r , "Correspondences between Music and 
the S i s t e r A r t s a c c o r d i n g to 18th Century A e s t h e t i c Theory ," 
J o u r n a l o f A e s t h e t i c s and A r t C r i t i c i s m , 11 (1953). 33^-59. on 
which the f o l l o w i n g remarks are based. 

84 
A v i s o n , An Essay on M u s i c a l Exp re s s ion (1753); Jacob, Of the  

S i s t e r A r t s : An Essay (1734); H a r r i s , A~Discourse on M u s i c ,  
Poe t ry and P a i n t i n g (17^4); D r . John Brown, D i s s e r t a t i o n on the  
R i s e , Union , and Power, the P r o g r e s s i o n s , Sepa ra t ions , and  
Cor rup t ions o f Poe t ry and Music (I763) , t r a n s l a t e d i n t o I t a l i a n 
by P i e t r o C r o c c h i i n 1772; John Brown, L e t t e r s upon the Poe t ry  
and Music o f the I t a l i a n Opera (1789); Webb, Observat ions on  
the Correspondence between Poe t ry and Music (1769); B e a t t i e , 
On Poe t ry and Music as They A f f e c t the Mind , i n Essays (1776) ; 
Jones , Essay on the A r t s Commonly c a l l e d I m i t a t i v e , i n Works  
o f S i r W i l l i a m Jones, v o l . IV (1799); Gunn, T h e T r t o f P l a y i n g  
the German F l u t e (1793); A l i s o n , Essays on the Nature and  
P r i n c i p l e s o f Taste (1790) ; Twin ing , A r i s t o t l e ' s T r e a t i s e on  
Poe t ry T r a n s l a t e d , and Two D i s s e r t a t i o n s , on P o e t i c a l and 
M u s i c a l I m i t a t i o n ( I789T 
p n-

-""For a d i s c u s s i o n o f the main l i n e s o f French s p e c u l a t i o n s , 
see E n r i c o F u b i n i , G l i e n c i c l o p e d i s t i e l a musica ( T o r i n o : 
E i n a u d i , 1971) , from which the f o l l o w i n g c o n c l u s i o n s are drawn. 

8 ^ G l i e n c i c l o p e d i s t i e l a musica , p . 199-

Rousseau, L e t t r e sur l a musique f r a n c a i s e (1752); and E s s a i  
r l ' o r i g i n e des langues (pub l i shed posthur 

87 
sur l ' o r i g i n e " des langues (pub l i shed posthumously i n I781IT 
D i d e r o t , Le Neveu de Rameau (pub l i shed posthumously i n 1812) ; 
and L e t t r e sur l e s sourds et muets (1751) ; and Lecons de  
c l a v e c i n et p r i n c i p e s d 'harmonie (1771) ; and L e t t r e au su.jet  
des obse rva t ions du c h e v a l i e r de C h a s t e l l u x (1771) ; Grimm, 
"Poeme l y r i q u e , " Encyc loped ie ou D i c t i o n n a i r e ra i sonne des  
s c i ences , des a r t s et des metiers (1765) ; Du Bos, R e f l e x i o n s  
c r i t i q u e s sur l a poes ie et l a p e i n t u r e (1733) ; C h a s t e l l u x , 
E s s a i ^ s u r 1 ' u n i o n de l a poes ie et de l a musique (I765) ; G a r c i n , 
T r a i t e du melodrame ou R e f l e x i o n s sur l a musique dramatique 



- 489 -

(1772); Lacepede, L a poet ique de l a musique (1785). 
88 

The co inc idence i n the genera l l i n e s of c r i t i c a l approach 
between E n g l i s h s t u d i e s d e a l i n g w i t h the r e l a t i o n s h i p o f poe t ry 
and music , and c e r t a i n aspects o f M e t a s t a s i o ' s endeavours i s 
very sugges t ive . As f a r as I am aware, no study e x i s t s o f the 
p o s s i b i l i t y o f a d i r e c t i n f l u e n c e o f E n g l i s h c r i t i c i s m on 
M e t a s t a s i o ' s t h e o r i e s o f melodramma, and on those o f subsequent 
I t a l i a n c r i t i c s . Such an i n v e s t i g a t i o n , though o f d i r e c t 
r e levance to t h i s t h e s i s , must be pursued elsewhere. 
89 

y 0 n Metas t a s io and music , see Andrea D e l l a C o r t e , " L 1 e s t e t i c a 
mus ica le d i P . M e t a s t a s i o , " i n Set tecento i t a l i a n o : P a i s i e l l o 
( T o r i n o : Bocca, 1922), pp. 263-335; a l so Ronga, " L ' o p e r a 
me tas t a s i ana , " pp. v i i - x x x i i i . 

9 ° L e t t e r o f 7 May 1767, i n Opere, I V , 538. 

9 1 L e t t e r o f 20 October 1749, i n Opere, I I I , 4-34. I n h i s 
commentary on the l e t t e r , D e l i a Cor te conjec tures tha t by 
s i n f o n i a Me tas t a s io may have meant a m u s i c a l accompaniment 
p layed on a l a r g e r number o f ins t ruments than u s u a l . However, 
he ques t ions M e t a s t a s i o ' s a b i l i t y to have envisaged the new 
concept, brought to m a t u r i t y i n the n ine teen th century , o f 
symphony as the i n s t rumen ta l express ion o f man's i n n e r b e i n g . 
See h i s L ' e s t e t i c a mus ica le d i M e t a s t a s i o , pp. 272-73-

? 20pere, I I I , 430-35- I n t h i s i d e a l , Metas tas io seems to 
a n t i c i p a t e Gluck whose s t y l e i n genera l he d i s l i k e d . 

^ L e t t e r to C h a s t e l l u x , 15 J u l y 1765, i n Opere, IV , 398-99-

^ L e t t e r to Ca r lo B r o s c h i , 8 December 1756, i n Opere, I I I , 1153-
For the r e l a t i o n s between Metas ta s io and the grea t c a s t r a t o 
s i n g e r (known p r o f e s s i o n a l l y as F a r i n e l l i o r F a r i n e l l o ) , see 
Lodovico F r a t i , "Metas tas io e F a r i n e l l i , " R i v i s t a mus ica le  
i t a l i a n a , 20 (1913), 1-32. 

^ L e t t e r to C h a s t e l l u x , 29 January I766, Opere, IV , 436-38. 
9 60pere, IV , 439-

^ L e t t e r to M a t t e i , 5 A p r i l 1770, Opere, IV , 8I6-I7. M a t t e i 
was an ardent admirer o f M e t a s t a s i o . A p r o f e s s o r o f o r i e n t a l 
languages, he p u b l i s h e d b i o g r a p h i e s o f Metas tas io and Jommel l i 
(Memorie per s e r v i r e a l i a v i t a del- M e t a s t a s i o , and E l o g i o d e l  
J o m e l l i o s i a i l progresso d e l l a poes i a e musica t e a t r a l e , i n 
Metas t a s io e Jommel l i (Roma: M a r t i n i , I785) • A c c o r d i n g to 
M a t t e i , Gluck and C a l z a b i g i were mis taken i n t h e i r at tempts 
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to reform opera . N e i t h e r poe t ry nor music needed, re form; 
Metas t a s io and Jommel l i had brought them to the peak o f 
p e r f e c t i o n . I t was the s i nge r s and audience who were i n need 
o f c o r r e c t i o n ( E l o g i o d e l Jommel l i , p . 112). M a t t e i r ecogn ized 
the m u s i c a l i t y o f M e t a s t a s i o ' s language, a s s e r t i n g tha t i n h i s 
dramas " l a melodia d e l l e p a r o l e era maggiore d i q u e l l a d e l l e 
note" (p. 71). M a t t e i a l so wrote a shor t essay which was 
p u b l i s h e d i n the t h i r d volume o f the 1785 e d i t i o n o f M e t a s t a s i o ' s 
works. The essay does not b r i n g any s i g n i f i c a n t c o n t r i b u t i o n 
to the e igh teen th -cen tu ry d i s c u s s i o n o f opera, but r e i t e r a t e s 
the p r a i s e s o f Metas t a s io ("La f i l o s o f i a d e l l a musica o s i a l a 
r i f o r m a d e l t e a t r o , " i n Opere d e l Metas t a s io [ N i c e , 1785], 
I I I , i i i - x l i i i ) . 

9 8 L e t t e r to M a t t e i , 9 J u l y 1770, Opere, V, 28. 

" L e t t e r " A l l ' a b a t e N . N . , " 15 March 1756, Opere, I I I , 1102. 

1 0 0 L e t t e r to P a s q u i n i , 29 June 1748, Opere, I I I , 353. 

1 0 1 L e t t e r o f 6 November 1751, Opere, I I I , 682. 

1 0 2 L e t t e r o f 8 December 1756, Opere, I I I , 1152-53-

1 0 ^ L e t t e r pub l i shed by P u c i l l a , "Nuove l e t t e r e i n e d i t e , " p . 588. 

1 0 Z f L e t t e r o f 6 A p r i l 1765. Opere, IV , 383-84. 

1 0 5 L e t t e r o f 7 May 1767, Opere, IV , 538. See a l so the E s t r a t t o , 
pp. 970 and 1107. 

1 Q 6 E s t r a t t o , p . 1068. 

1 0 7 L e t t e r o f 7 May 1767, Opere, IV , 538-39-

1 0 8 R a y m o n d M o n e l l e , "The R e h a b i l i t a t i o n o f M e t a s t a s i o , " Music  
and L e t t e r s , 57 (1976), 286-90. 

1 0 ^ I n h i s a r t i c l e "Metas tas io e l a m u s i c a , " G. L . Luzza to 
undertakes an examinat ion o f two o f M e t a s t a s i o ' s l i b r e t t i i n 
con junc t i on w i t h t h e i r m u s i c a l s e t t i n g s : B e t u l i a l i b e r a t a se t 
to music by Mozar t , and Ipermestra w i t h the music o f Francesco 
d i Majo (Cenobio, 17 [19^8], 102-08). 

1 1 0 L e t t e r o f 17 March 1753, Opere, I I I , 801. 

"'""'""'•Ronga, " L ' o p e r a me tas t a s i ana , " p . x x . 



- 491 -
1 1 2 E s t r a t t o , pp. 1029-30. 

113 
^ " I s t r u i t o f i n da g i o v i n e t t o d a i Caloprese n e l l a p r o s p e t t i v a 

e n e l l a meccanica, i l T r a p a s s i conosceva a fondo q u e l l a c h ' e i 
chiamava 'moderna i n c a n t a t r i c e invenz ione d e g l ' i s t a n t a n e i 
cambiamenti d e l l e apparenze t e a t r a l i ' " (Angelo Scuppa, P i e t r o  
Me tas t a s io e i l melodramma i t a l i a n o [Modena: S o c i e t a T i p o -
g r a f i c a Modenese, 1932] , p"! 88) . However, the scenery was 
sketched f o r him by the thea t re a r c h i t e c t . See, f o r example, 
h i s l e t t e r to F a r i n e l l i , 4 February 1754, i n Opere, I I I , 894, 
from which the q u o t a t i o n i n the t e x t i s t aken . 

^ " N e d i meno g l i e d e b i t r i c e l ' a r t e d e l l a decoraz ion t e a t r a l e . 
Questo preg io i nos se rva to f i n o r a da quas i t u t t i c o l o r o , che 
leggono M e t a s t a s i o , mer i terebbe un ragionamento a par te per 
f a r vedere con quanta d e s t r e z z a abb ia e g l i meneggiato [ s i c ] 
un ramo c o s i i n t e r e s s a n t e d e l melodramma. . . . I I decora tore 
. . . t roverebbe n e l piano d i c iascuno d e ' s u o i componimenti 
i l segre to , ma cos tan te r appor to , che dee met ter l ' a r t e f r a 
l a musica e l a p r o s p e t t i v a , o c i b c h ' e l o s t e sso , f r a l ' o c c h i o 
,-e l'-:orecchib ne yedrobbe quante. f a t i c h e gl iene abbia" r i s p a r m i a t o i l 
poeta , qua l f o l i a d i mezzi i n d i c a t i a f i n e d i 'preparare , man-
tenere , ed acc resce re 1 ' i l l u s i o n e . . . che sco rgons i ad ogni 
t r a t t o n e ' s u o i componimenti" (Ar teaga , R i v o l u z i o n i d e l t e a t ro  
mus i ca l e , I I , 97-98, i n c o r r e c t l y numbered--should be pp. 107-
08) . 

1 1 ^ I n a l e t t e r o f 10 March 1736, f o r example, Metas ta s io 
informed h i s b ro the r Leopoldo about h i s drama A c h i l l e : "La 
pa r te e f a t t a per l u i [ t he s i n g e r F e l i c e S a l i m b e n i ] ; i o l ' h o 
per mio i n t e r e s s e i s t r u i t o con mol ta f a t i c a ; ed e g l i b r i u s c i t o 
a segno, che son persuaso che i n nessun luogo , dove e g l i non 
s i a , questo dramma fara. l o s t r e p i t o che dovrebbe f a r e" (Opere, 
I I I , I36). G i a m b a t t i s t a M a n c i n i , i n h i s t r e a t i s e on s i n g i n g , 
commended Me ta s t a s io as an i n s t r u c t o r i n a c t i n g ( P r a c t i c a l  
R e f l e c t i o n s on F igu red S i n g i n g , p . 76). 

"'""'•^Ronga, " L ' o p e r a me tas t a s i ana , " p . x i x . 

117 
'See f o r example the l e t t e r to Anna Francesca P i g n a t e l l i d i 

Belmonte, 16 December 1754, Opere, I I I , 967. and the l e t t e r to 
F a r i n e l l i , 6 November 1751, Opere, I I I , 682. On Metas t a s io as 
a m u s i c i a n , see Amaldo Bonaventura, " P i e t r o Metas t a s io m u s i c i s t a , " 
Mus ica d ' o g g i , 14 (1932), 8-12. 
118 

" I I Metas t a s io curava che n e i suo i drammi i l v a l o r e 0 p i u 
semplicemente l a funz ione emotiva d e i suoni fosse v i g i l a t a da 
un senso innato o da una volonta. a c q u i s i t a d i r i d u r l i ad 
un 'a rmonia d i s i l l a b e d i s p o s t a n e l l i m i t e s t r e t t o d e l l a s t r o f e 
i n modo da a n t i c i p a r e , per con t ene r l a e g u i d a r l a , ogni agg iun ta 
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musica le s u c c e s s i v a . . . p o i c h § a l u i premeva che l a musica 
non recasse un turbam.ento capace d i a l t e r a r e l ' o r d i n e , l a • 
c h i a r e z z a d i e s p r e s s i o n i p u r i f i c a t e d a l l a rag ione ( " L 1 o p e r a 
me tas t a s i ana , " p . x v i ) . 

? E s t r a t t o , p . 1066. Me tas t a s io ' s comic intermezzo L ' imprer- 
s a r i o d e l l e Canar ie (1724) , as w e l l as many re ferences i n h i s 
l e t t e r s , amply r e v e a l the p o e t ' s awareness of t h e a t r i c a l moeurs 
which a f f ec t ed the outcome o f the m u s i c a l t hea t re o f the t ime . 

120 
E s t r a t t o , p . 1089- See a l so I I Farnaso accusato e d i f e s o : 

" S u l f a t i c o s o ed e r to / Giogo d e l l a V i r t u l ' a l m e r i t r o s e / 
Sempre gu ida r per v i e f i o r i t e , e sempre / Insegnar d i l e t t a n d o , 
e d e l l e Muse / Cura e pens ie ro" (Opere, I I , 255)• 

1 2 1 E s t r a t t o , p . 1091. 

1 2 2 F o r a b i b l i o g r a p h y on Goldon i (1707-1793). see Guido Nicas t ro , 
Go ldon i e i l t e a t ro d e l secondo Set tecento ( B a r i : L a t e r z a , 
1974), pp. 79-83. 

1 2 % § m o i r e s de M. Goldon i (1787), i n Tut te l e opere d i C a r l o  
G o l d o n i , ed. Giuseppe O r t o l a n i , I ( M i l a n o : Mondadori , 1935). 
60. 

124 
D e d i c a t i o n to Te renz io , i n Tut te l e opere, V (1941), 685. 

1 2 ^ M e m o i r e s , pp. I87-88. 

Goldon i admits h i s indebtedness to Didone and I s s i p i l e i n 
the P re faz ione to the I76I-78 P a s q u a l i e d i t i o n o f h i s works 
( r p t . i n Tut te l e opere, I , 675). O r t o l a n i , i n h i s notes to 
G o l d o n i ' s L a g e n e r o s i t a p o l i t i c a (1736), c l a ims t ha t Go ldon i 
was moved aga in to t r y h i s hand at opera s e r i a by the success 
o f M e t a s t a s i o ' s drama La clemenza d i T i t o i n 1735 (see Tut te  
l e opere, X I I [1952], 1165)• G o l d o n i ' s l i b r e t t i f o r opera s e r i a 
show h i s dependence on Zeno, and e s p e c i a l l y M e t a s t a s i o , b o t h ' 
i n s t y l e and form. They r e v e a l a l a c k o f the p o e t i c q u a l i t i e s 
tha t g i v e h i s comedies t h e i r u n i v e r s a l appea l . H i s cha rac te r s 
remain l i f e l e s s , almost a parody o f the t r a g i c f i g u r e s they 
purpor t to p o r t r a y . 

1 2 7 M § m o i r e s , p . 112. 
128 

Since, t h i s study i s concerned w i t h c r i t i c a l a t t i t u d e s to 
opera s e r i a , G o l d o n i ' s comic operas w i l l not be taken i n t o 
c o n s i d e r a t i o n . For h i s importance i n the development o f I t a l i a n 
comic opera, see Andrea D e l l a C o r t e , L ' o p e r a comica i t a l i a n a  
n e l Set tecento ( B a r i : L a t e r z a , 1923) . and " I I l i b r e t t o e 
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1 ' i n f l u e n z a d i G o l d o n i , " i n S t u d i g o l d o n i a n i , ed. V i t t o r e 
Branca and N i c o l a Mangin i (Venez i a : I s t i t u t o per l a C o l l a b o r a -
z ione C u l t u r a l e , i960), pp. 567-70; see a l s o Domenico d e ' P a o l i , 
" I I l i b r e t t i s t a C a r l o G o l d o n i e 1'opera comica v e n e z i a n a , " 
S t u d i g o l d o n i a n i , pp. 571-91' 

129 
7 I n h i s Memoires, Go ldon i recounts h i s v i s i t to Zeno, to whom 

he read h i s Gustavo I re d i S v e z i a . Goldon i records Zeno 's 
r e a c t i o n i n the f o l l o w i n g words: " C ' e s t bon, me d i t - i l en me 
prenant par l e main, c ' e s t bon pour l a f o i r e de 1 ' A s c e n s i o n . " 
Th i s re fe rence to the occas ion f o r which the opera was in tended 
( tha t i s , not the main opera season) made Goldon i p a i n f u l l y 
aware o f the m e d i o c r i t y o f h i s work. However, w h i l e Zeno d i d 
not c r i t i c i z e s p e c i f i c passages i n the opera, Goldon i was ab le 
to r ecogn ize the good and bad p o i n t s o f h i s t e x t from Zeno 's 
r e a c t i o n s to h i s r e a d i n g , and he c o r r e c t e d the l i b r e t t o 
a c c o r d i n g l y (Memoires, pp. I87-88) . Set to music by Ba ldassa re 
G a l u p p i , the opera met w i t h moderate success . 
1 3 0 ' 

J "Pare f a c i l e , a c h i non sa quanto c o s t i , q u e l l ' a p p a r e n t e 
f a c i l i t a . che innamora. Che v u o l d i r e , che volendo s o s t i t u i r e 
a un vos t ro e p i t e t o , a un vos t ro aggiunto qualche a l t r o termine 
equ iva l en t e , perdera sempre que l p reg io che s i r a v v i s a n e l 
v o s t r o ? Vuol d i r e , che V o i s t u d i a t e i t e r m i n i , ma sapete s i 
dolcemente u n i r l i , che sembrano necessariamente c a d u t i " (from 
the D e d i c a t i o n to Te renz io , pp. 686-87)• 
131 

J D e d i c a t i o n to Te renz io , p . 686. 

132 
J I n the a u t h o r ' s P re face , G o l d o n i w r i t e s t ha t a l l impresa r ios 

agree on one p o i n t : " t u t t i accordano, e provano, e s i lamentano, 
che un ' impresa d 'Opera i n musica e i l p i u grande, i l p i u 
f a s t i d i o s o e i l p i u p e r i c o l o s o d e g l ' i m b a r a z z i " ( L ' i m p r e s a r i o  
d e l l e Smirne, i n Tut te l e opere, V I I [1946], 4837"! Go ldon i • s 
p l a y r e v e a l s i t s a u t h o r ' s f a m i l i a r i t y w i t h M e t a s t a s i o ' s 
L ' i m p r e s a r i o d e l l e Canar i e , not on ly i n t i t l e and theme, but 
a l so i n c e r t a i n d e t a i l s , such as the cho ice o f the name N i b b i o 
f o r the thea t re d i r e c t o r i n the o r i g i n a l v e r s i o n o f the play-
( M e t a s t a s i o ' s impresa r io bore tha t name), and the excuses the 
a s p i r i n g prima donna o f f e r s f o r her r e l u c t a n c e to perform i n 
her rooms. However, G o l d o n i ' s p l a y goes beyond M e t a s t a s i o ' s 
shor t intermezzo to present a broader p i c t u r e o f o p e r a t i c l i f e . 

1 3 3 P r e f a z i o n i i p < 7 1 7 > 

134 > 
y Memoires, pp. 127-31* The episode i s a l so recorded i n 

P r e f a z i o n i , pp. 687-90. 
135 
-^"L'Opera piacque mediocremente. I I l i b r o non poteva aver 

gran fo r tuna a f ron t e d i q u e l l i d i M e t a s t a s i o " ( P r e f a z i o n i , 
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P- 738). 

1 3 6 M § m o i r e s > p . 188. 

137 
-"Among those who a t t r i b u t e the. t i t l e o f reformer to Me tas t a s io 

are Romain R o l l a n d , " M e t a s t a s i o : Forerunner o f G l u c k , " i n 
A M u s i c a l Tour Through the Land o f the Pas t (London: Kegan 
P a u l , Trench, Trubner, 1922), pp. 145-62; Bruno B r u n e l l i , 
"Grandezza e decadenza d e l l a r i f o r m a me tas t a s i ana , " R i v i s t a  
i t a l i a n a d e l dramma, 4 (1940), 30-54; A p o l l o n i o , M e t a s t a s i o , 
p . 40 ; Raimondi, "Ragione e s e n s i b i l i t a , " p . 263- However, 
most s cho la r s l i m i t to a g rea t e r or l e s s e r degree the extent 
o f the reform o f melodramma tha t Metas t a s io i s supposed to 
have accompl ished . See D e l l a C o r t e , L ' e s t e t i c a mus ica le d i  
M e t a s t a s i o , pp. 118 and 333; Russo, M e t a s t a s i o , pp. 185-86; 
N a t a l i , I I Se t t ecen to , I I , 810; C a l c a t e r r a , Poes i a e canto , 
p . 245; B i n n i , L ' A r c a d i a e i l M e t a s t a s i o , pp. 251 and 423; 
Gavazzen i , i n h i s I n t r o d u c t i o n to M e t a s t a s i o , Opere s c e l t e , 
p . 43; Ronga, " L 1 o p e r a me tas t a s i ana , " p . x x x i ; F u b i n i , 
i n the I n t r o d u c t i o n to h i s e d i t i o n o f M e t a s t a s i o , Opere, p . 9; 
Grout , A Short H i s t o r y o f Opera, I , 186. 

~^ 80ne example i s M u r a t o r i , who g e n e r a l l y expressed a favourab le 
o p i n i o n o f M e t a s t a s i o ' s works. See, f o r i n s t a n c e , M u r a t o r i ' s 
l e t t e r to Giuseppe R i v a , 27 January 1735, i n E p i s t o l a r i o , V I I I , 
3397-98. Another o f M e t a s t a s i o ' s admirers was Giuseppe B a r e t t i 
(1719-1789). G i a z o t t o r e f e r s to him as " l a colonna c e n t r a l e 
d e l metastasismo se t tecentesco . . . d i que l metastasismo 
e l o g i a t i v o ed a p o l o g e t i c o " which G i a z o t t o c a l l s "un a t t e g i a -
mento a f f a t t o e s a l t a t o " (Poes i a melodrammatica, p . 150) . In 
f a c t , B a r e t t i ' s p r a i s e o f Metas ta s io as a poet and d ramat i s t 
appears throughout h i s w r i t i n g s , c u l m i n a t i n g i n the l auda to ry 
essay p u b l i s h e d i n h i s j o u r n a l L a f r u s t a l e t t e r a r i a on 1 Nov. 
1763 (see the e d i t i o n o f t h i s j o u r n a l by L u i g i P i c c i o n i [ B a r i : 
L a t e r z a , 1932], I , 60-67). However, i n the g l o r i f i c a t i o n o f 
Metas ta s io as "poeta d e ' p i u g rand i che s ' a b b i a i l mondo" one 
senses an i r o n i c undertone. For example, among the other p r a i s e 
worthy q u a l i t i e s o f Me tas t a s io ( p o e t i c i n v e n t i o n , c l e a r and 
n a t u r a l speech,, the p o r t r a y a l o f v i r t u o u s a c t i o n s , knowledge 
of human na tu re , a b i l i t y to move the s p e c t a t o r ) , B a r e t t i l i s t s 
the l i b r e t t i s t ' s c r e a t i v i t y w i t h i n the severe r e s t r i c t i o n s 
imposed by the very essence o f melodramma: "Mi dicano ora i ., . 
s o n e t t i s t i . . . c a n z o n i s t i e . . . c a p i t o l i s t i d ' I t a l i a , se 
l e lo ro ' tanto van ta te i n t e l l e t t u a l i f a t i c h e sono da pa ragonars i 
a un m i l l e s i m o con l a f a t i c a i n t e l l e t t u a l e d 'un poeta d i drammi 
m u s i c a l i ; v o g l i o d i r e se e'possono i n buona cosc i enza con t inuare 
a pa ragonars i . . . con uno, che non solamente ha f a t t o tan te 
quas i p e r f e t t i s s i m e t r aged i e so t tomet tendos i a q u e l l e t an te 
l e g g i ; ma che fu a n z i l ' a u t o r e d i q u e l l e m o l t e p l i c i e 
r i g i d i s s i m e l e g g i , essendosi per tempo avveduto che senz ' e sse 
non v i sarebbe s ta to mai modo d i rendere u n i v e r s a l e i l d i l e t t o 
d 'un dramma mus ica l e?" (pp. 6^-66). B a r e t t i concludes h i s 
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panegyr ic o f Metas t a s io on a somewhat ambiguous n o t e : " P i e t r o 
. M e t a s t a s i o e veramente un poeta degno d ' i m p e r a d o r i e 

d 1 i m p e r a d r i c i " (p. 67). Whatever motive l a y behind t h i s 
excess ive p r a i s e , B a r e t t i ' s w r i t i n g s l eave no doubt tha t 
M e t a s t a s i o ' s dramas p leased him. On the o ther hand, w h i l e 
a ccep t ing i t as a t h e a t r i c a l form, h i s o p i n i o n o f melodramma 
i n genera l was not h i g h . Though B a r e t t i d i d not w r i t e a 
t r e a t i s e on opera, s e v e r a l p o i n t s can be gleaned from h i s 
works. Whi le he enjoyed M e t a s t a s i o ' s dramas, B a r e t t i d i d not 
share h i s concep t ion o f the m u s i c a l t h e a t r e . A c c o r d i n g to 
B a r e t t i , the f u n c t i o n o f poe t ry i n opera i s to serve mus ic : 
" I I buon e f f e t t o d 'un dramma s i sa che dipende i n gran pa r te 
d e l l a musica , a l s e r v i z i o d e l l a quale essendo p r i n c i p a l m e n t e 
ogni dramma d e s t i n a t o " (p . 64 ) . Thus, i n B a r e t t i ' s v iew, the 
poet must subjec t h i s , . a r t to the ex igenc ie s o f music . These 
ex igenc ie s have l e d to the c r e a t i o n o f a set o f s t range r u l e s 
[ r e g o l e strane~j f o r melodramma ( three a c t s , e x i t a r i a , h r i e f 
r e c i t a t i v e s , o b l i g a t o r y l ove -due t s ) which , B a r e t t i argues, 
"appaiono r i d i c o l e a l i a r a g i o n comune d ' o g n i p o e s i a . " Y e t , i n 
order to ensure the success o f a melodramma, the poet must 
r e spec t these r u l e s more than the i n t r i n s i c q u a l i t i e s o f poe t ry 
(p . 65). L i k e o ther c r i t i c s hefore him, B a r e t t i s t rugg led 
w i t h the c l a s s i f i c a t i o n o f opera as a genre. In h i s a r t i c l e 
i n L a f r u s t a l e t t e r a r i a , and elsewhere, he r e f e r r e d to 
M e t a s t a s i o ' s dramas as t r a g e d i e s . He makes the same statement 
i n the preface to the second volume o f h i s t r a n s l a t i o n o f 
C o r n e i l l e ' s t r a g e d i e s (1747-48), where he presented M e t a s t a s i o ' s 
dramas as p roof tha t I t a l y was not d e f i c i e n t i n t ragedy. 
However, i n t h i s preface he immediate ly q u a l i f i e s h i s s tatement: 
"per mio avv i so i l M e t a s t a s i o , quantunque r igorosamente  
parlando non s i possa chiamar poeta d i t r a g e d i e ! e i l so lo 
poeta d i t e a t ro che i o a r d e r e i quas i d i porre a f ron te d i P i e r 
C o r n e l i o " ( "Pre faz ione a l l e t r aged i e d i P i e r C o r n e l i o t r a d o t t e 
i n v e r s i i t a l i a n i , " i n Opere s c e l t e d i Giuseppe B a r e t t i , ed. 
Bruno Maie r [ T o r i n o : U . T . E . T . , 1972J, I I , 26. The emphasis 
i s mine) . A l s o i n the same Pre face , B a r e t t i proposes a r a t h e r 
s t a r t l i n g and pragmatic measure o f an a r t i s t ' s g rea tness : 
"Metas tas io l e t t o p i a c e , p l ace cantato e p i ace r e c i t a t o ; ma 
q u e l l a d e ' d u c a t i guadagnati d a g l i s tampator i e l a prova p i u 
grande, per mio a v v i s o , d e l gran mer i to d 'un au tore , che aver 
s i possa" (p . 27) . Aware o f the abuses perpe t ra ted i n opera, 
he spoke o f i t and i t s performers w i t h sarcasm i n An Account  
o f the Manners and Customs o f I t a l y , a work w r i t t e n o r i g i n a l l y 
i n E n g l i s h and l a t e r t r a n s l a t e d i n t o I t a l i a n as G l ' i t a l i a n i  
o s i a r e l a z i o n e d e g l i u s i e costumi d ' I t a l i a ( I have consu l ted 
the I t a l i a n t e x t i n the e d i t i o n by Gian Francesco M a l i p i e r o 
i n -I p r o f e t i d i B a b i l o n i a , pp. 401-403) . 
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Notes to A l g a r o t t i 

""For the biography o f A l g a r o t t i (1712-1764), see Ida Frances 
Trea t , Un Cosmopoli te i t a l i e n du X V I I I s i e c l e , D i s s . P a r i s 
1913 (Trevoux: Jeann in , 1913); Aldo S c a g l i o n e , "Francesco 
A l g a r o t t i , " in- L e t t e r a t u r a i t a l i a n a : I M i n o r i , I I I , 1959-71• 
The q u o t a t i o n i n the t e x t i s from Mar io F u b i n i , " D a l l ' A r c a d i a 
a l l ' I l l u m i n i s m o : Francesco A l g a r o t t i , " i n L a c u l t u r a  
i l l u m i n i s t i c a i n I t a l i a , ed. F u b i n i ( T o r i n o : E . R . I . , 1957)» PP ' 
78-86 . For a d i s c u s s i o n o f A l g a r o t t i ' s p o s i t i o n i n the 
Enl ightenment , see a l s o F u b i n i , "Commemorazione d i Francesco 
A l g a r o t t i n e l I I cen tenar io d e l l a mor te ," A t t i d e l l ' I s t i t u t o  
veneto d i s c i enze , l e t t e r e ed a r t i , 123 (1964), 4 1 - 4 9 ; G iovann i 
Bruno, "Mente d e l l * A l g a r o t t i , " Convivium, No. 4 ( 1 9 4 8 ) , 536-

3 43; Bruno T a l l u r i , "I r i f l e s s i d e l l a c u l t u r a europea d e l X V I I I 
secolo n e i saggi f i l o s o f i c i d i F . A l g a r o t t i , " i n M i s c e l l a n e a  
d i s t u d i i n onqre d e l P r o f . Eugenio D i C a r l o ( T r a p a n i : Vento, 
1959) 1 l"i 3 4 1 - 6 0 , and see a l so the rev iew by B i n n i , Rassegna  
d e l l a L e t t e r a t u r a I t a l i a n a , 66 (1962), 353; A u r e l i o Lepre , 
"Feder ico i l Grande e 1 ' A l g a r o t t i , " B e l f a g o r , 16 (1961), 284-
87; Aldo S c a g l i o n e , " L ' A l g a r o t t i e l a c r i s i l e t t e r a r i a d e l 
S e t t e c e n t o , " Convivium, No. 24 (1956), 176-96; E t t o r e Bonora, 
A s p e t t i d e l l a c u l t u r a d a l l ' A r c a d i a a l l ' I l l u m i n i s m o : F . A l g a r o t t i  
e S. B e t t i n e l l i ( T o r i n o : Gheron i , 1962), p . 15 f f -

0 
In h i s P e n s i e r i d i v e r s i ( 1 7 6 4 - 6 5 ) , A l g a r o t t i wrote of h i s hopes 

f o r a s t ronger a l l i a n c e between s c i e n t i s t s and men o f l e t t e r s to 
f a c i l i t a t e the progress o f l e a r n i n g and human knowledge (Opere, 
.VII [ V e n e z i a : Pa l e se , 1792], 17-19)-

^Paul Bedar ida , "Stato presente d e g l i s t u d i su Francesco 
A l g a r o t t i , " i n P rob lemi d i l i n g u a e l e t t e r a t u r a , pp. 273-80; 
B i n n i , " I I S e t t e c e n t o , " pp. 513-20; E t t o r e Bonora, e d . , Opere  
d i Francesco A l g a r o t t i e d i Saver io B e t t i n e l l i , V o l . I I o f 
I l l u m i n i s t i i t a l i a n i ( M i l a n o : R i c c i a r d i , 1969), P- x x i v ; 
S c a g l i o n e , " A l g a r o t t i , " i n I m i n o r i , pp. 1966-69; G iovann i Da 
Pozzo, "La c o s c i e n z a l e t t e r a r i a d e l l ' A l g a r o t t i , " Ateneo veneto, 
2 (1964), 98; F u b i n i , " D a l l ' A r c a d i a a l l ' I l l u m i n i s m o , " pp. 80-
ri -1 

"''Da Pozzo, "La cosc i enza l e t t e r a r i a , " p . 90; S c a g l i o n e , 
" A l g a r o t t i , " i n I m i n o r i , p . I969 ; Bonora, e d . , Opere d i  
A l g a r o t t i , pp. x x v i i - x x v i i i . A l f r e d E i n s t e i n s t a t e s tha t the 
Saggio sopra 1'opera i n musica , "thanks to the c l a r i t y and 
sens ib leness o f the ideas i t conta ined and thanks to i t s author's 
u n a s s a i l a b l e p o s i t i o n , became a k i n d o f a e s t h e t i c b i b l e " (Gluck, 
P- 103). 

-'"Un precurseur de G l u c k : Le Comte A l g a r o t t i , " La Revue  
M u s i c a l e , 2 (1902; r p t . Sca r sda l e , N . Y . , I968), 369-74, 415-23. 



- 497 -

^Even though Roncag l i a makes the r a t h e r cursory cau t iona ry 
remark tha t " forse queste idee erano g i a n e l l ' a r i a " ( " I I conte , 
Francesco A l g a r o t t i e i l rinnovamento d e l melodramma," C h i g i a n a , 
21 [1964], 71). 

P o e s i a melodrammatica, p . 103-

Q 

Trea t , pp. 129-72, et pass im; D a n i e l Hea r t z , "Opera t ic Reform 
at Parma: I p p o l i t o ed A r i e i a , " A t t i d e l Convegno s u l Set tecento  
parmense, 10-12 May 1968 (Parma: Deputazione d i s t o r i a p a t r i a 
per l e p rov ince parmensi , I969), p . 280. 

^ K . G. J u s t , "Essay , " C a s s e l l ' s Encyc lopaed ia o f World L i t e r  
a tu re , 1973 ed . , I , 219* On the h i s t o r y o f the essay form, see 
K. G. J u s t , "Essay , " i n Deutsche P h i l o l o g i e im A u f r i s s , I I 
( B e r l i n : Schmidt, i960) , c o l s . 1910-22. For A l g a r o t t i and the 
essay, see N a t a l i , I I Se t t ecen to , I I , 1144; S c a g l i o n e , 
" A l g a r o t t i , " i n I m i n o r i , p . 1968. 

" ^ A l g a r o t t i , L e t t e r a d i P o l i a n z i o ad Ermogene, i n Opere, V I I , 
388. 

^'''Saggio sopra 1'opera i n musica , i n Sagg i , ed. Giovann i Da 
Pozzo ( B a r i : L a t e r z a , 1963), pp. 145-223. See a l so the r ev i ew 
by Bonora i n G i o r n a l e S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 141 
(1964), 607-10. For the t e x t u a l t r a d i t i o n o f the Saggio , see 
Da Pozzo. 's Nota f i l o l o g i c a , pp. 5*J-6-6l4. Quotat ions from the 
Saggio sopra 1'opera i n musica , he rea f t e r c i t e d as Saggio, are 
taken from Da P o z z o ' s e d i t i o n . 

1 2 S a g g i o , pp. 152-54. 

13 
- 'Saggio, p . 190. Elsewhere i n the Saggio he w i l l -state tha t 

the opera i s "una composizione, l a c u i b e l l e z z a dovea r i s u l t a r e 
da un g i u s t o temperamento d i t u t t e , l ' u n a insieme con l ' a l t r a " 
(p . 183). 
14 

In the contemporary con t roversy over the s u p e r i o r i t y o f the 
anc i en t s or the moderns, A l g a r o t t i took the moderate p o s i t i o n 
o f r e spec t f o r the c l a s s i c s , w h i l e a t the same t ime b e l i e v i n g 
tha t the present cou ld a l s o produce g rea tness . See, f o r example, 
h i s E p i s t o l a to M e t a s t a s i o : "Nuovo non e che l a vo lga re s c h i e r a / 
Solo da g l i anni l a v i r t u d e e s t i m i , / E p i u l a r u g g i n che i l 
m e t a l l o a p p r e z z i . / Forse l a vena d e l C a s t a l i o fonte / Secca e 
a ' d l n o s t r i , e d i Parnaso i n cima / Forse s o l i pogg ia r P e t r a r c a 
e Dante? / Molto s i pub de l ' I p p o c r e n i o umore / Bere d i Sorga 
a l c r i s t a l l i n o f iume, / E v i n c o n l e Dantesche oscure bolge / 
M o l t i r a g g i F e b e i , mol te f a v i l l e . / Ne de l a c u l t a I t a l i c a 
f a v e l l a / A i p a d r i s i a che troppo onor tu paghi" ( E p i s t o l e i n 
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v e r s i d e l S i g . Conte Francesco A l g a r o t t i , i n V e r s i s c i o l t i d i  
t r e e c c e l l e n t i moderni a u t o r i [Bassano: Remondini, 1795J > P• 
195)• On the Q u e r e l l e , see a l so h i s P e n s i e r i d i v e r s i , pp. 215-
23. 

^ S a g g i o , p . 175- A l g a r o t t i has of ten been accused o f be ing a 
f r a n c o p h i l e , ye t f o r a l l h i s cosmopol i tan ou t look , he r e t a i n e d 
a l o v e f o r h i s f a t h e r l a n d which he demonstrates here by temper
i n g h i s remarks w i t h the reminder tha t I t a l y has a l s o known " 
g rea tness . 

"^Saggio , p . 156. 
17 

'On A l g a r o t t i and England, see Francesco V i g l i o n e , " L 1 A l g a r o t t i 
e 1 1 I n g h i l t e r r a , " S t u d i d i l e t t e r a t u r a i t a l i a n a , 13 (1922), 
57-190. V i g l i o n e c l a ims tha t A l g a r o t t i had a b e t t e r and wider 
knowledge o f E n g l i s h l i t e r a t u r e than any o ther I t a l i a n o f the 
e ighteenth cen tury , i n c l u d i n g B a r e t t i (p . I89) . On A l g a r o t t i 
and France, see P i e t r o Toldo, " L ' A l g a r o t t i o l t r ' A l p e , " G i o r n a l e  
S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 71 (1918), 1 -48. 
18 

A . Lombardi , L'Abbe-'Du Bos : Un i n i t i a t e u r de l a pensee moderne 
( P a r i s : Hachet te , 1913) , pp. 348-50; Annamaria G a b b r i e l l i , 
" L ' A l g a r o t t i e l a c r i t i c a d ' a r t e i n I t a l i a n e l S e t t e c e n t o , " 
C r i t i c a d ' a r t e , 3 (1938), 166 et pass im. 
19 , 

y The R e f l e x i o n s c r i t i q u e s sur l a poes ie et sur l a pe in tu re 
were o r i g i n a l l y p u b l i s h e d i n two volumes i n 1719- S e c t i o n s 
o f the two volumes were e v e n t u a l l y e labora ted to form the t h i r d , 
which f i r s t appeared i n 1?3'3- Quota t ions from t h i s work are 
taken from the P a r i s e d i t i o n o f 1751, p u b l i s h e d i n 3 volumes by 
P i s s o t . The work i s c i t e d as R e f l e x i o n s . 

c u I n a l e t t e r from Potsdam, dated 27 [ c . June 1751], V o l t a i r e 
wrote to A l g a r o t t i : "Ecco i l vos t ro Dubos Le gros abbe 
du Bos e [ s i c ] un buon autore e degno d ' e s s e r l e t t o a t t e n t a -
mente [ s i c ] . Non d i r o [ s i c ] d i l u i : ' ' 'Molto e g l i oprb c o l senno 
e c o l l o s t i l e . ' I I senno e [ s i c ] grande, l o s t i l e c a t t i v o . 
Bisogna l e g g e r l o [ s i c ] ; ma l o r i l e g e r e [ s i c ] sarebbe t e d i o s o " 
( V o l t a i r e ' s Correspondence, ed, ' Theodore Besterman, XIX [Geneve: 
I n s t i t u t et Musee V o l t a i r e Les D e l i c e s , 1956], . '174-75. 
A l g a r o t t i went to l i v e w i t h V o l t a i r e a t C i r e y i n 1735-36, and 
they met aga in i n B e r l i n . For A l g a r o t t i ' s r e l a t i o n s w i t h 
V o l t a i r e and the l a t t e r ' s i n f l u e n c e on A l g a r o t t i , see S c a g l i o n e , 
" A l g a r o t t i , " i n I m i n o r i , pp. 19~60-6l; Lepre , "Nota s u l 
1'A l g a r o t t i , " S o c i e t a , 15 (1959), '80-99; Malherbe, "Un 
p recurseur de G l u c k , " pp. 273-80. For Du Bos ' i n f l u e n c e on 
V o l t a i r e , see Enzo Caramaschi , "Du Bos and V o l t a i r e , " S tud ie s  
on V o l t a i r e and the E igh teen th Century, 10 (1959), 113-236. 
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21 On the Abbe Du Bos, see B a s i l Munteano, "L 'Abbe Du Bos 
e s t h e t i c i e n de l a pe r suas ion p a s s i o n n e l l e , " Revue de  
L i t t e r a t u r e Comparee, 30 (1956), 318-50; "and "Les premises 
r h e t o r i q u e s du systeme de l ' a b b e Du B o s , " R i v i s t a d i  
l e t t e r a t u r e moderne e comparate, 10 (1957), 5~30 ; Enzo 
Caramaschi , "Ar te e c r i t i c a n e l l a concezione de l l *aba t e Du B o s , " 
R i v i s t a d i l e t t e r a t u r e moderne e comparate, 12 (1959), 101-18 
and 13 (i960), 248-70; and " L ' e s t e t i c a d e l l ' a b a t e Du Bos : 
Impressionismo o t r a d i z i o n a l i s m o ? " i n Rappresentazione  
a r t i s t i c a , pp. 211-40; N . Jonard , "L 'Abbe Du B o s k e t l l t a l i e , " 
Revue de L i t t e r a t u r e Compared, 37 (1963), 177-201; En r i co 
F u b i n i , Empirismq e c l a s s i c i s m o : Saggio s u l Du Bos ( T o r i n o : 
G i a p p i c h e l l i , 1965) . 

99 

^ R e f l e x i o n s , I , 430-31. 

23 
^ " L ' e s p r i t ne s c a u r o i t j o u i r deux f o i s du p l a i s i r d 'apprendre 

l a meme chose; mais l e coeur peut j o i i i r deux f o i s du p l a i s i r de 
s e n t i r l a meme emotion" ( R e f l e x i o n s , I , 64 ) . 
Oh, 

^ R e f l e x i o n s , I , 451-52. 

^ R e f l e x i o n s , I , 467-

2 6 R e f l e x i o n s , I , 438. 

2 ? R e f l e x i o n s , I I , 3. C f . Horace, E p i s t l e s , I L ; i . 2 1 0 - 1 3 . 

28 
Saggio , p . 149- In a note t o . the r e v i s e d v e r s i o n o f the essay, 

A l g a r o t t i quotes V o l t a i r e ' s verses on opera : " I I faut se rendre 
a. ce p a l a i s magique, / Ou l e s beaux ve r s , l a danse, l a musique, / 
L ' a r t de tromper l e s yeux par l e s c o u l e u r s , / L ' a r t p lu s 
heureux de sSdui re l e s coeurs / De cent p l a i s i r s fon t un 
p l a i s i r unique" (Le Mondain, 11. 94-98). 
29 

' S a g g i o , p . 160. 
30 

Saggio, pp. 151-55. 
31 
^ P e n s i e r i d i v e r s i , p . 194. 

"I s o g g e t t i c a v a t i d a l l a M i t o l o g i a , a t t eso i l gran numero d i 
macchine e d i appar iment i che r i c h i e d o n o , met ter sog l iono i l 
poeta a troppo r i s t r e t t i t e r m i n i , perchg e g l i possa i n un 
determinate tempo t e s se re e s v i l u p p a r e una f a v o l a come s i 
conviene, perche e g l i abb ia campo d i f a r g ioca r e i c a r a t t e r i e 
l e p a s s i o n i d i c i a s c u n personaggio; che e pur necessa r io n e l 
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l 1 O p e r a , l a quale non e a l t r o i n sos tanza che una t r a g e d i a 
r e c i t a t a per mus ica . Da c i 6 d e r i v a che buona par te d e l l e opere 
f r a n c e s i , per non p a r l a r e d e l l e prime n o s t r e , danno quas i 
so l t an to pascolo a g l i o c c h i , ed hanno p i u t t o s t o semhianza d i 
mascherata, che d i dramma. L ' a z i o n p r i n c i p a l e v i e come 
a f foga ta dentro d a g l i a c c e s s o r i ; e l a par te p o e t i c a d i esse 
ne rimane c o s i debole e meschina-, che con qualche c o l o r d i 
rag ione furorio chiamate a l t r e t t a n t e i n f i l z a t u r e d i m a d r i g a l i " 
(Saggio, p . 154). 

3 3 " A 1 1 ' i n c o n t r o , i s o g g e t t i c a v a t i d a l l a s t o r i a non c o s i bene 
s i confanno con l a musica , che i n e s s i ha meno d e l v e r i s i m i l e . 
Siccome pub o s s e r v a r s i t u t t o g iorno t r a n o i , dove non pare che 
i t r i l l i d i u n ' a r i e t t a s t i ano c o s i bene i n bocca d i G i u l i o 
Cesare o d i Catone, che i n bocca s i starebbono d i A p o l l o o 
d i Venere. Non fo rn i scono t an t a v a r i e t a quanto i s o g g e t t i 
f a v o l o s i ; sog l iono peccare d i s e v e r i t a e d i monotonia" (Saggio, 
PP. 15^-55). 

34 
J Saggio , p . 155> Du Bos frowned on the use o f h i s t o r i c a l 
subjec t mat ter taken from the two p rev ious c e n t u r i e s . He a l so 
main ta ined tha t d i s t ance f a c i l i t a t e d the i l l u s i o n tha t drama 
attempts to work on the spec ta to r ( R e f l e x i o n s , I , 238-39)• 

^ R e f l e x i o n s , I , 466-68. 

3 6 R e f l e x i o n s , I I I , 102. 

- ^ R e f l e x i o n s , I , 453-54. "Tout est pe rdu , " Du Bos goes, on to 
say, " s i l ' e s c l a v e se rende l a ma i t r e s se de l a maison, & s ' i l 
l u i est permis de 1 'arranger a son gre , comme un batiment q u i 
ne s e r o i t f a i t que pour e l l e . " S i m i l a r sentiments are expressed 
by Metas t a s io i n the E s t r a t t o . 

3 8 See M e t a s t a s i o ' s l e t t e r to Hasse, 20 October 1749 (Opere, I I I , 
430-31); and the Preface to A l c e s t e ( i n The C o l l e c t e d Papers o f  
C h r i s t o p h W i l l i b a l d Gluck , ed. Hedwig and E. H. M u e l l e r von 
Asow, t r a n s . Stewart Thomson [London: B a r r i e and R o c k l i f f , 19623 
p . 22. 

3 9 S a g g i o , pp. 151-52, 176. 

^ S a g g i o , p . 158. I n the o r i g i n a l e d i t i o n o f the Saggio (1755)» 
A l g a r o t t i had made the f o l l o w i n g statement which was de le t ed 
from l a t e r e d i t i o n s : " In somma q u e l l o che i l maestro deve aver 
sempre i n n a n z i e che l a musica v o c a l e tanto n e l l e a r i e , quanto 
n e ' c o r i e n e i r e c i t a t i v i , non ha da esser a l t r o che l a 
r e c i t a z i o n e medesima r i n f o r z a t a " (quoted by D e l l a Cor t e , Gluck  
e i suo i tempi [ F i r e n z e : Sansoni , 1948], p . 85). 
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^ R e f l e x i o n s , I , 4 3 8 . 

ho 
Saggio., p . 1 5 8 . 

^ 3 S a g g i o , p . 1 5 9 . 

See, f o r example, R o n c a g l i a , " I I Conte Francesco A l g a r o t t i , " 
p . 7 0 . 

^ R e f l e x i o n s , I , 445. 

4 6 

^ " R e f l e x i o n s , I , 4 5 1 . 

4 7 

' Sagg io , p . 1 6 1 . In the o r i g i n a l e d i t i o n o f the Saggio, 
A l g a r o t t i had s t a t e d : " I I r e c i t a t i v o e i l fondamento primo d e l l a 
musica v o c a l e ; e l e a r i e s tesse abhisognano d i esser ben 
r e c i t a t e " (quoted by D e l l a Cor t e , Gluck , p . 8 5 ) . 
48 

Saggio, pp. 1 6 1 - 64 . I n the P e n s i e r i d i v e r s i , A l g a r o t t i 
wro te : "Quanti uomini non s i hanno i n p r e g i o , quante donne 
non s i d i c o n b e l l e , per q u e l l o che non e l o r o ? T o g l i v i a 
g l i accompagnamenti d a l l e a r i e t t e d i mus ica ; e v e d r a i q u e l l o 
che sono" (pp. 2 7 - 2 8 ) . 
^ S a g g i o , . pp. I 6 3 - 6 6 . 

--^Saggio, pp. 1 5 8 - 5 9 - A l g a r o t t i cons idered the music o f the 
seventeenth century to be s imple and s i n c e r e (Saggio, pp. 1 6 4 -
6 5 ) • I n the o r i g i n a l e d i t i o n , advoca t ing t h i s s i m p l i c i t y i n 
m u s i c a l compos i t ion , he expressed the hope tha t i n fu tu re years 
one would be ab le to e x c l a i m : "E torna to i l secolo d e l secento 
per l a m u s i c a l " (quoted by D e l l a Cor t e , Gluck , p . 8 5 ) . D e l i a 
Cor te adds tha t these words were l e f t out o f subsequent e d i t i o n s 
because "parvero [ q u e s t i p e n s i e r i ] a l i o s tesso A l g a r o t t i troppo 
r i g o r o s i , f o r s e . " 

-^Sagg io , p . I65. 

5 2 S a g g i o , p . 1 6 9 ; R § f l e x i o n s , I I I , 309- To g i v e but two examples 
o f the s i m i l a r i t i e s i n argument between the two works, c f . Du 
Bos, p . 3 1 0 : " E n f i n une Tragedie dont l a declamat ion s e r o i t 
g c r i t e en notes , a u r o i t l e meme m e r i t e qu 'un OpSra. Des Ac teurs 
mediocres . . . ne pou r ro i en t p lu s f a i r e l a dixieme p a r t i e des 
fau tes q u ' i l s fon t , s o i t en manquant l e s tons;. & par consequent 
1 ' a c t i o n propre aux vers q u ' i l s r S c i t e n t , s o i t en mettant du 
pa the t ique dans p l u s i e u r s end ro i t s q u i n ' e n sont pas suscep-
t i b l e s ; " and A l g a r o t t i , Saggio, p . 1 6 8 : "Un grande vantaggio 
sopra i l comico ha senza dubbio l ' a t t o r e n e l l ' O p e r a i n Mus ica , 
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dove l a r e c i t a z i o n e e l e g a t a e r i s t r e t t a so t to l e note , come 
n e l l e an t i che t r a g e d i e . E g l i ha segnate con c i o l e v i e t u t t e 
che ha da t enere ; non puo metter~'piede i n f a l l o quanto a l l e 
d i f f e r e n t i i n f l e s s i o n i e durate d e l l e v o c i sopra l e p a r o l e 
d e l l a pa r t e sua; che a l u i esattamente l e p r e s c r i v e i l 
compos i to re . " C f . a l so Du Bos, I I I , 315-16: "La seconde 
o b j e c t i o n , est que 1 ' a s su je t i s sement a s u i v r e une dec lamat ion 
composee, d e v o i t . . . met t re de n iveau l ' A c t e u r q u i a du gen ie , 
& c e l u i q u i n ' e n a p o i n t . Je reponds a c e t t e o b j e c t i o n , q u ' i l 
en § t o i t de c e t t e dec lamat ion notee comme de l a musique de nos 
0 p § r a . Le compositeur de dec lamat ion l e p lu s exact & l e p l u s 
i n t e l l i g e n t l a i s s o i t encore l i e u aux bons Ac teurs de mettre 
l e u r s t a l e n s en Evidence, & de f a i r e s e n t i r , non-seulement dans 
l e ges te , mais encore dans l a p r o n o n c i a t i o n , l e u r s u p e r i o r i t § 
sur l e s Ac teu r s mediocres . I I es t i m p o s s i b l e de no te r tous 
l e s accens, l e s soupirs , l e s adoucissemens., l e s i n f l e x i o n s , l e s 
po r t s & l e s E c l a t s de v o i x ; " and A l g a r o t t i , Saggio, p . 168, 
c o n t i n u i n g from the passage .quoted above: "Ma non r e s t a , per 
t u t t o questo, che molto ancora e g l i non c i abb ia a met ter d e l 
suo. . . . O l t r e i l ges to , che e t u t t o p r o p r i o d e l l ' a t t o r e , 
c e r t e so spens ion i , ce r t e p i c c o l e pause, i l c a l c a r p i u i n un 
luogo che i n un a l t r o gia. non s i possono s c r i v e r e ; dipendono 
i n t u t t o anch 'esse d a l l a i n t e l l i g e n z a sua p r o p r i a . " 

5 3 S a g g i o , pp. 174-75. 

^ R e f l e x i o n s , I I I , 242-44. 

5$Reflexions, I I I , 221, 238. 

5 6 S a g g i o , p . 176. 

5 7 S a g g i o , p . 184. 

- ^ " A l l a t an t a pompa e va r i e t a . d e l l e d e c o r a z i o n i , a c u i erano 
a v v e z z i g l i s p e t t a t o r i , s i c r ede t t e s u p p l i r e con una r e g o l a r i t a 
maggiore n e l dramma, c o g l i a r t i f i z i d e l l a poes i a , c o ' v e z z i d i 
una p i u r a f f i n a t a mus ica . E t a l credenza r a d i c b p i u che mai , r a f f i n a t a mus ica . 
quando l ' u n a d i queste a r t i t o r n a t a a l i a i m i t a z i o n e d e g l i 
a n t i c h i n o s t r i a u t o r i ed a r r i c h i t a s i I ' a l t r a d i nuov i ornamenti , 
condotte s i st imarono a s s a i v i c i n e a l i a pe r f ez ione" (Saggio , 
p . 154). 

59 Saggio, p . 154. 

In a l e t t e r to C a r l o F rugon i , 1 February 1759, A l g a r o t t i 
wro te : "Ben v i d i r o q u e l l o che mi rimane a d e s i d e r a r e : E c i 6 
sarebbe d i vedere s u l Teatro o i l mio Enea i n T r o j a , o l a mia 
I f i g e n i a i n A u l i d e , che sono a l i a f i n e d e l mio Saggio c o m e . i l 
paragone d e ' m i e i pensamenti" (Quoted by Hear t z , "Opera t ic 

http://come.il
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Reform," p . 281) . 

6l 
" E s s a i sur 1*Opera," Le Mercure de France (May, 1757), 40-

62; the e d i t o r ' s note i s found on p . 40 . 
62 

Ensayo sohre l a opera en musica (Madr id : Esc r ibano , 1787). 
63 

J D e l t ea t ro ( V e n e z i a : P a s q u a l i , 1773)• The o r i g i n a l e d i t i o n 
o f 1771 i s extremely r a r e , as i t was censored and taken o f f the 
market i n Rome almost as soon as i t was p u b l i s h e d . The 1773 
v e r s i o n i s a r e v i s e d e d i t i o n . S i g n i f i c a n t l y , i t s Vene t ian 
p u b l i s h e r , G i a m b a t t i s t a P a s q u a l i , ded ica ted the book to the 
Count Bonomo A l g a r o t t i , who had i n h e r i t e d h i s b r o t h e r ' s t i t l e 
a f t e r F r ancesco ' s dea th . Del teatro, . enjoyed a c e r t a i n amount 
o f p o p u l a r i t y and was t r a n s l a t e d i n t o Spanish i n 1789. For the 
s e c t i o n on opera, M i l i z i a depends s t r o n g l y on the Saggio sopra  
1'opera i n musica , o f t en s imply paraphras ing or even reproduc ing 
A l g a r o t t i ' s words ( c f . f o r example Saggio, p . 155. and De l  
t e a t r o , p . 36). M i l i z i a ' s t r e a t i s e d i d not o f f e r any i n s i g h t s 
nor add any th ing o f import to the e igh teen th-cen tury d i s c u s s i o n s 
on melodramma. See Paolo Maro lda , "La d i s c u s s i o n e d e l melo
dramma n e l T r a t t a t o d e l t e a t ro d i F . M i l i z i a , " Rassegna d e l l a  
L e t t e r a t u r a I t a l i a n a , 80 (1976), 103-19. 

64 
Da Pozzo, "La cosc i enza l e t t e r a r i a , " p . 90; S c a g l i o n e , 

" A l g a r o t t i , " i n I m i n o r i , p . I969 ; Malherbe, "Un p r § c u r s e u r de 
G l u c k ; " E i n s t e i n , Gluck , p . 103. 

^ I n a l e t t e r to V o l t a i r e (14 November 1759), A l g a r o t t i wrote 
o f the success o f I p p o l i t o ed A r i c i a , and went on to say: "Mi 
piacque senza f i n e i l vedere, che l e mie idee sopra 1'opera i n 
musica non furono aere , e che l a mia voce fu vox c lamant i s i n  
dese r to •" On December 10 o f the same year , V o l t a i r e 
acknowledged A l g a r o t t i ' s c o n t r i b u t i o n : " I I vos t ro saggio sopra 
1'opera i n musica fu i l fondamento d e l l a r i f o r m a . d e l regno 
d e ' c a s t r a t i . I I legame d e l l e f e s t e , e d e l l ' a z i o n e a n o i . ' \ 
francese. [ s i c ] s i ca rp , sa ra fo r se un g iorno 1 ' i n v i o l a b i l legge 
d e l l ' o p e r a i t a l i a n a . " The M i n i s t e r Du T i l l o t a l s o acknowledged 
indebtedness to A l g a r o t t i i n a l e t t e r to him on 8 May 1759: 
" [ E ] n f i n , Monsieur , nous t r iumphons: et j e me souviens que je 
vous do i s une p a r t i e ' d e mon courage" (quoted by Hea r t z , 
"Opera t ic Reform," pp. 295-97). 

66 
Quoted i n Hea r t z , "Opera t ic Reform," p . 271. And c f . 

V o l t a i r e ' s l e t t e r o f 25 December 1735 to h i s f r i e n d T h i e r i o t " ' 
concern ing the l i b r e t t o Samson which he was composing: "Je veux 
que l e Samson s o i t dans un goust nouvau, !i t ha t i s , a melange o f 
I t a l i a n opera and French t r agSd ie l y r i q u e ( V o l t a i r e ' s  
Correspondence, ' IV , 230) . Hear tz c l a ims tha t V o l t a i r e ' s i d e a 
o f opera i n f l u e n c e d A l g a r o t t i ( "Opera t ic Reform," p . 280) . 
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^ 7 F r u g o n i ' s Preface to I p p o l i t o ed A r i c i a , ed. D a n i e l Hea r t z , 
i n "Opera t ic Reform," Appendix I , p . 2 9 8 . 

^ 8 I n h i s a r t i c l e "Un precurseur de G l u c k , " Malherhe presents 
a comprehensive and c o n v i n c i n g comparison o f the Saggio and 
G l u c k ' s p re face . 

69 
7Ren-§ G u i e t , L ' E v o l u t i o n d 'un genre : Le l i v r e t d ' ope ra en  

France de Gluck a l a R e v o l u t i o n (1774-1793), Smith C o l l e g e 
S tud ies i n Modern Languages, 18 (Northampton, M a s s . : Smith 
C o l l e g e , 1936), p . 9; Malherhe, "Un precurseur de G l u c k , " 
p . 421; D e l l a C o r t e , G luck , p . 84; E i n s t e i n , G luck , pp. 103-
04. 

7 ° S a g g i o , p . 90. 

* 
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Notes to C a l z a b i g i 

"•"Ranieri C a l z a b i g i (1714-1795) changed h i s name to d e ' C a l s a b i g i 
i n an attempt to g a l l i c i z e i t du r ing a so journ i n France . For 
h i s b iography, see Ghino L a z z e r i , La v i t a e 1'opera l e t t e r a r i a 
d i R a n i e r i C a l z a b i g i ( C i t t a d i C a s t e l l o : L a p i , 1907). For 
C a l z a h i g i ' s t r a n s l a t i o n s i n t o E n g l i s h , see Anton R a n i e r i 
P a r r a , "Le esper ienze i n g l e s i d i R a n i e r i d e ' C a l z a b i g i , " 
R i v i s t a d i l e t t e r a t u r e moderne e comparate, 23 (1970), 21-56. 
P a r r a con jec tures t ha t C a l z a b i g i must have t r a v e l l e d to 
England, as d i d h i s b ro the r Anton M a r i a , though the documen
t a t i o n o f the t r i p i s scant (p. 39)- From a study o f 
C a l z a h i g i ' s t r a n s l a t i o n s o f M i l t o n , Gray, James Thomson and 
Shakespeare, P a r r a draws the c o n c l u s i o n tha t C a l z a b i g i had a 
good knowledge o f the E n g l i s h language, i t s meaings and rhythms 
(p. 38). He a l so concludes tha t C a l z a b i g i was open to o ther 
c u l t u r e s , e s p e c i a l l y the English (p. 21). C o r r o b o r a t i o n o f 
t h i s c l a i m can be seen i n C a l z a h i g i ' s statements on how to 
b u i l d up t h e a t r i c a l knowledge: "Ne ques ta i n d i s p e n s a b i l e 
p r a t i c a t r a g i c a a c q u i s t a r s i pud senza frequentare i l t e a t r o , 
e m e d i t a r l o . . . . Mancando ques ta e spe r i enza , (che 
d i f f i c i l m e n t e s i o t t i e n e , se, c o l possesso d i l i n g u e s t r a n i e r e , 
i t e a t r i megl io c o r r e d a t i d ' a t t o r i d e l l e a l t r e n a z i o n i non s i 
veggano, non s i med i t i no , con c r i t i c a e sano d iscern imento) 
. . . " ( L e t t e r a d i R a n i e r i d e ' C a l s a b i g i a l l ' A u t o r e [ A l f i e r i ]  
s u l l e qua t t ro sue prime t r a g e d i e , i n V i t t o r i o A l f i e r i , 
Tragedie , ed. N i c o l a B r u s c o l i [ B a r i : L a t e r z a , 1946], I , 5; 
t h i s w i l l be c i t e d i n subsequent notes as L e t t e r a a A l f i e r i ) . 
Casanova recorded h i s impress ions o f C a l z a b i g i i n h i s memoirs 
(see Jacques Casanova de S e i n g a l t , H i s t o i r e de ma v i e , V 
[Weisbaden: Brockhaus, 196^, 28) . 
2 

C a l z a b i g i sent the second o f the two l i b r e t t i ( I I sogno d i  
O l i m p i a , de sc r ibed as a serenata t e a t r a l e ) to Metas tas io fo r 
h i s approval, r e c e i v i n g from the I m p e r i a l poet some p r a i s e , 
some c r i t i c a l remarks, and much encouragement (see 
M e t a s t a s i o ' s l e t t e r , dated Vienna , 30 December 1747, i n Opere  
d i M e t a s t a s i o , I I I , 330-33)- P a r r a c l a ims tha t the serenata 
has a notable a f f i n i t y w i t h Dryden 's A l e x a n d e r ' s Feast on the  
Power o f Music (p. 38). 

3 . . . 
^ In August , 1752, a troupe o f I t a l i a n ope ra - s inge r s a r r i v e d 
i n P a r i s and scored a phenomenal success w i t h t h e i r p e r f o r - \ 
mance o f P e r g o l e s i ' s La serva padrona. The immense p o p u l a r i t y 
achieved by t h i s l i t t l e opera bu f fa i n i t i a t e d the con t roversy 
known i n the h i s t o r y o f music as l a Que re l l e des Bouffons. 
Mus ic i ans and p u b l i c took up opposing p o s i t i o n s , those defend
i n g French opera and i t s two major composers, L u l l y and 
Rameau, and those f avou r ing I t a l i a n opera. Endless polemics 
ensued, w i t h such l i t e r a r y f i g u r e s as Rousseau, D i d e r o t , 
Grimm, DIAlembert i n the f o r e f r o n t . The con t rove r sy i n s p i r e d 
Rousseau's famous L e t t r e sur l a musique f ranga i se ( P a r i s , 
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1753)i w i t h i t s a t t ack on French music , and h i s compos i t ion 
o f the opera Le Dev in du V i l l a g e (1753) which l e d to a r e s u r 
gence o f the l y r i c form l a t e r known as opera comique. The 
E n c y c l o p e d i s t s defended the I t a l i a n s and sought the renewal 
o f French opera a long I t a l i a n l i n e s . The innumerable pam
p h l e t s i n s p i r e d hy the con t rove r sy (1752-5*0. most o f whose 
t i t l e s , a cco rd ing to D 'Alember t , were a l ready f o r g o t t e n when 
,he was w r i t i n g h i s essay De l a l i h e r t e de l a musique ( f i r s t 
p u b l i s h e d i n 1759), can be found i n the three volumes o f La  
Que re l l e des Bouffons, ed. Denise Launay (Geneve: M i n k o f f , 
1973)• For more d e t a i l s o f t h i s i n t e r e s t i n g and impor tant 
i n c i d e n t i n French o p e r a t i c h i s t o r y , see L i o n e l de l a 
Lau renc i e , "La Grande S a i s o n i t a l i e n n e de 1752: Les Bouf fons , " 
S. I . M . : La Revue M u s i c a l e , June 1912, pp. 18-33 and J u l y -
August 1912, pp. 13-22; P a u l - M a r i e Masson, "La L e t t r e sur 
Omphale (1752)," Revue de m u s i c o l o g i e , 27 (19^5), 1-19; 
A l f r e d R icha rd O l i v e r , The E n c y c l o p e d i s t s as C r i t i c s o f Music 
(New York : Columbia U n i v e r s i t y P ress ! 1947), 86-100; Donald 
J . Grout , "Opera bouffe et Opera-comique" and E . B o r r e l , "La 
Que re l l e des Bouf fons , " both i n H i s t o i r e de l a musique, ed. 
Roland Manuel , I I ( P a r i s : G a l l i m a r d , 1963), 5-25 and 26-39 
r e s p e c t i v e l y . 

4 
C a l z a b i g i began the poem i n 1752 but d i d not complete i t 

u n t i l 1789. He d i d not have i t p u b l i s h e d . S e l e c t i o n s can 
be found i n L a z z e r i , La v i t a e 1'opera; i n Anton G i u l i o 
B r a g a g l i a , "La L u l l i a d e poema d i R a n i e r i d i C a l z a b i g i s u l l e 
v icende d e l l a musica i t a l i a n a i n F r a n c i a , " Mus ica d ' o g g i , 
15 (1933), 383-88 and 426-33; and i n D e l i a Cor t e , S a t i r e e 
g r o t t e s c h i , pp. 453-517. 

•̂ On Gluck* s involvement w i t h the b a l l e t , see M a r t i n Cooper, 
Gluck (New York : Oxford U n i v e r s i t y P ress , 1935), PP- 79-97-
Gaspare. A n g i o l i n i (1731-1803) was one o f the major choreog
raphers i n v o l v e d i n e igh teen th -cen tu ry reform o f the b a l l e t , 
through a movement away from the h e d o n i s t i c dance f o r 
d i v e r t i ssement towards a r e t u r n to the pantomime o f the 
a n c i e n t s , and to the type o f r e p r e s e n t a t i o n a l b a l l e t which 
expresses a dramatic a c t i o n i n dance. 

^Among C a l z a h i g i ' s comic operas i s the l i b r e t t o used by Mozart 
f o r h i s La f i n t a g i a r d i n i e r a , performed i n Munich i n 1775-
E l f r i d a and E l v i r a were put to music by P a i s i e l l o , but d i d 
not enjoy much success . L i t t l e i s known about Semiramide 
beyond C a l z a h i g i ' s re fe rence to i t i n h i s l e t t e r s . I n a 
l e t t e r to the e d i t o r o f the Mercure de France (pub l i shed i n 
the i s sue o f 21 August 1784, pp. 128-37), he mentions having 
sent the l i b r e t t o to Gluck i n P a r i s (p. 129). 
7 
'On the Danaide i n c i d e n t , see Cooper, Gluck , pp. 273 _75; 
E i n s t e i n , G luck , pp. 177-78. 

For a f u l l re fe rence to the l e t t e r , dated 25 June 1784, see 



- 507 -

note 6 of t h i s section. 
^Although he did admit to Gluck's share i n the creative pro
cess ("J'espere que vous convendriez, Monsieur, d'apres cet 
expose, que s i M. Gluck a ete l e createur de l a Musique 
dramatique, i l ne l ' a pas creee [ s i c ] de r i e n . Je l u i a i 
fourni l a matiere ou l e chaos s i vous voulez; l'honneur de 
cette creation nous est done commun" (p. 1'36)» i n the l e t t e r 
to the Mercure de France Calzahigi claimed for himself the 
p r i n c i p a l share of the r e s p o n s i b i l i t y of Gluck's three "reform" 
operas. Della Corte (Gluck e i suoi tempi, p. 88) tends to 
take him at his word. So do other musicologists. In his 
monograph on Gluck, E i n s t e i n states: "without Calzabigi Gluck 
would never have become what he did become. Calzabigi's 
merits simply cannot be exaggerated: he i t was who gave the 
decisive impulse by supplying subjects i n th e i r proper form" 
(Gluck, p. 67). Cooper agrees: " i t i s u n l i k e l y that without 
Calzabigi Gluck's musical career would have taken quite the 
same course as i t did" (Gluck, p. 98). Paul Henry Lang adds: 
"There can be no question that i t was t h i s clear-headed man 
of l e t t e r s who steered Gluck toward his goal, and there i s 
l i t t l e doubt that he was responsible for the whole idea of 
reform as f a r as Gluck was concerned" (Music i n Western C i v i l -
i z a t i o n [New York: Norton, 194l], p. 56o7. And, according to 
Grout, "Calzabigi was the re a l standard-bearer of the rev o l t 
against Metastasio" (A Short History of Opera, I, 232). 
Ernest Newman, on the other hand, rejects Calzabigi's remarks 
as gross exaggeration (Gluck and the Opera [1895; rpt. London: 
Gollancz, 1964], pp. 194-95) • Though less dogmatic on t h i s 
point, P a t r i c i a Howard also questions Calzabigi*s claim. 
Nevertheless, she does recognize the importance of the 
l i b r e t t i s t ' s influence on Gluck (Gluck and the B i r t h of  
Modern Opera [London: Barrie and R o c k l i f f j 1963], pp. 8 
and 24-25). Hanns Hammelmann and Michael Rose reduce 
Calzabigi's contributions to a p r a c t i c a l rather than theoret
i c a l l e v e l ("New Light on Calzabigi and Gluck," The Musical 
Times, 110 [1969], 609-11). . Gustave Desnoiresterres (Gluck 
et P i c c i n n i (1774-1800) [Par.is: Didier, 1875], pp. 46-4TT7 
and J . -G. Prod'homme (Gluck [Paris : Societe d'Editions 
Francaises et Internationales, 1948], p.125) claim that Gluck 
was already examining the p o s s i b i l i t y of reforming opera after 
his stay i n London, and that i n Calzabigi he had found the 
id e a l l i b r e t t i s t . Daniel Heartz concurs, claiming that Gluck 
was deeply affected by the theatre of Garrick during his 
sojourn i n England, and that the reform may not have taken 
place i f Gluck had not also been influenced i n h i s w r i t i n g 
by the singing s t y l e of Gaetano Guadagni, the p r i n c i p a l 
singer i n Orfeo, who had been trained i n acting by Garrick. 
See Heartz, "From Garrick to Gluck: The Reform of the Theatre 
and Opera i n the Mid-Eighteenth Century," Proceedings of the  
Royal Musical Association, 94 (1967-68), 111-127. 

See, for example, Lang, Music i n Western C i v i l i z a t i o n , pp. 
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5 6 0 - 6 3 ; Howard, pp. 8 - 2 5 . 

11 
C a l z a b i g i so c a l l e d h i m s e l f i n h i s l e t t e r to Count Antonio 

G r e p p i , dated Vienna , 12 December 1 7 6 8 , p u b l i s h e d i n Ca r lo 
Antonio V i a n e l l o , T e a t r i , s p e t t a c o l i , musiche a Mi lano ne i  
s e c o l i s c o r s i (Mi l ano : L i b r e r i a Lombarda, 19~4T), p . 246. 
12 ~ 

Lang, Music i n Western C i v i l i z a t i o n , p . 560; E i n s t e i n , G luck , 
p . 117-
1 -^Lettera a A l f i e r i , pp. 6-7-

14 r ~] 
"Uguagliano | _ i g randi f r a n c e s i j g l i a n t i c h i G r e c i , e i n 

alcune cose, a n z i i n mol te , l i superano. Se p i u avessero 
i m i t a t a l a na tura ; se meno avessero concesso a l gusto f r i v o l o 
d e l tempo i n c u i s c r i s s e r o . . . avrebbero per i t r a g i c i 
f u t u r i s t a b i l i t o i l non p l u s u l t r a t e a t r a l e . Ma l a pe r f ez ione 
e c o l l o c a t a a l d i sopra d e l l ' u m a n i t a ; i l p i u grande i n 
qualunque s c i e n z a , 0 b e l l " a r t e , e q u e l l o che ha meno d i f e t t i " 
( L e t t e r a a A l f i e r i , p . 14) . 
15 

L e t t e r a a A l f i e r i , p . 9 e t pass im; R i s p o s t a che r i t r o v o Don  
S a n t i g l i a n o (Venez ia : C u r t i , 1 7 9 0 ) , p . 75' 
16 

R i s p o s t a , p . 1 6 7 . 
17 . . . . 

' L e t t e r a a A l f i e r i , pp. 2 and 29. A l f i e r i ' s s t y l e offended 
C a l z a h i g i ' s i d e a l s o f an harmonious language, o f a s imple and 
c l e a r , unambiguous s t y l e . I n the l e t t e r to A l f i e r i , he c i t e s ' 
s e v e r a l examples (pp. 3 2 - 3 7 ) - He a l so regards some passages 
o f A l f i e r i ' s t r a g e d i e s as i m p l a u s i b l e and indecorous (pp. 
28 -29)-
1 8 

T h i s essay, added as preface to C a l z a h i g i ' s e d i t i o n o f 
M e t a s t a s i o ' s works, was f i r s t p u b l i s h e d i n P a r i s i n 1 7 5 5 -
A l l quo ta t i ons i n the t e x t are taken from the e d i t i o n i n 
Opere d i P i e t r o M e t a s t a s i o , v o l . XV (Padova, 1811), pp. 8 I - 2 6 9 . 
The work w i l l be r e f e r r e d to i n subsequent notes as 
D i s s e r t a z i o n e . 
19 

7 The preface to Don Juan i s c i t e d i n D e l l a Cor t e , Gluck e i  
suo i t empi , pp. 7 4 - 7 5 - The d e d i c a t o r y prefaces to the operas 
can be found i n The C o l l e c t e d Corresponsdence and Papers o f 
Gluck , ed. von Asow, pp. 2 2 -24 and 2 7 - 2 9 r e s p e c t i v e l y : 
Quota t ions are taken from t h i s e d i t i o n , which , u n f o r t u n a t e l y , 
has been p u b l i s h e d on ly i n the E n g l i s h t r a n s l a t i o n . 
20 

The f u l l r e fe rence to a modern e d i t i o n o f the l e t t e r , dated 
20 August 1 7 8 3 , i s to be found i n note 1 o f t h i s s e c t i o n . 

2 1 
[ C a l z a b i g i ] , R i s p o s t a che r i t r o v o casualmente n e l l a gran  

c i t t a . d i N a p o l i i l l i c e n z i a t o Don S a n t i g l i a n o d i G i l b l a s , y 
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Tormes, y A l f a r a c e . Discendente per l i n e a pa te rna , e materna  
d i t u t t i q u e g l i i n s i g n i Personaggi d e l l e Spagne; a l i a c r i t i c a  
r a g i o n a t i s s i m a d e l l e Poes ie Drammatiche d e l C. d e ' C a l s a b i g i , 
f a t t a d a i B a c c e l l i e r e D, Stefano Ar teaga suo i l l u s t r e 
Compatr io t to (Venez ia : C u r t i , 1790). Th i s work w i l l be c i t e d 
i n subsequent notes as R i s p o s t a . 
22 

A recen t e d i t i o n o f L ' o p e r a s e r i a i s p u b l i s h e d i n an appen
d i x to M e t a s t a s i o , Opere, ed. F u b i n i , pp. 883-937. F u b i n i ' s 
remark i s t aken from h i s "Nota b i o g r a f i c o - c r i t i c a " on 
C a l z a b i g i , on p . 842 of.'.the work j u s t c i t e d . 
23 

- ' D i s s e r t a z i o n e , pp. 83-85. 
24 

F u b i n i , e d . , Opere d i M e t a s t a s i o , p . 838. Russo a l so at-, 
t e s t s to i t s c r i t i c a l importance (Metas tas io , p . 196). See 
Romagnoli , " P i e t r o M e t a s t a s i o , " pp. 52-53- Whi le a c l o s e r 
examinat ion o f C a l z a h i g i ' s c r i t i c i s m o f Metas tas io would be 
o f i n t e r e s t , i t would be out o f p lace here . The bulk o f the 
obse rva t ions i n the essay d e a l s imply w i t h the a e s t h e t i c 
q u a l i t i e s o f M e t a s t a s i o ' s l i b r e t t i as drama, w i t h on ly sporad ic 
re ference to t h e o r i e s o f melodramma. 
25 . 

- 'Le t t e ra a A l f i e r i , p . 3- G i a z o t t o takes the l e t t e r to 
A l f i e r i to be an i n d i c a t i o n tha t up to I783 C a l z a b i g i had not 
a l t e r e d h i s favourable o p i n i o n o f Metas tas io (Poes i a 
melodrammatica, pp. 124-25). G i a z o t t o does not seem to be 
aware tha t a l r eady i n 1768, i n a l e t t e r to Paolo F r i s i , 
C a l z a b i g i had mocked the i n v o l u t e d love-schemes o f M e t a s t a s i o ' s 
melodrammi ( V i a n e l l o , pp. 248-49). Nor would he have known 
C a l z a h i g i ' s l e t t e r o f 6 March 17^7 to P r i n c e K a u n i t z , r e c e n t l y 
p u b l i s h e d i n t r a n s l a t i o n by Hammelmann and Rose ("New L i g h t , " 
pp. 609-10), I n t h i s l e t t e r , C a l z a b i g i c r i t i c i z e s M e t a s t a s i o ' s 
drammi i n ve ry c o l o u r f u l terms: "Only the dramas o f the Abbe 
M e t a s t a s i o , whos_e 1 englh . . . i s such tha t they cannot, from 
the ou t se t , hope to h o l d the a t t e n t i o n o f the spec ta to r , 
enjoy the p r i v i l e g e o f be ing saddles f o r a l l horses . There 
i t mat ters not whether a cha rac t e r i n the drama i s sung by a 
F a r i n e l l i , C a f f a r e l l i , Guadagni or Toschi . . . s ince the 
audience does not expect nor demand from the s inge r s more 
than a couple o f a r i a s and a duet , hav ing from the s t a r t 
abandoned a l l hope o f t a k i n g an i n t e r e s t i n the a c t i o n . " 
M e t a s t a s i o ' s he ro ines "are a t bottom no more than l i t t l e 
Roman or N e a p o l i t a n cour tesans who s e n t i m e n t a l i z e about l o v e 
i n p o l i t e language on the s t age . " The p r o t a g o n i s t s are 
" u t t e r l y u n n a t u r a l , p h i l o s o p h i z i n g heroes . . . the l i k e o f 
which are not be met i n t h i s w o r l d . " C a l z a b i g i con t inues : 
"Since these dramas cou ld not , i n performance, p lease the 
mind, they had need to e n t e r t a i n the senses: the eye by the 
s i g h t o f l i v e horses i n cardboard f o r e s t s . . . the ear by 
. . . p roduc ing whole concer t s w i t h the human mouth a lone , 
thus g i v i n g r i s e to tha t m u s i c a l g a r g l i n g which i n Naples they 
c a l l t r o c c i o l e t t e (because i t c l o s e l y resembles the noise o f 
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the wheels p a s s i n g over the ropes o f a p u l l e y ) . " The l e t t e r 
i s o f i n t e r e s t , not on ly because o f the l i v e l y c r i t i c i s m o f 
M e t a s t a s i o , o f which the above i s a sample, but a l so because, 
w r i t t e n s h o r t l y before the Vienna premiere o f A l c e s t e , i t 
shows C a l z a b i g i ' s i n t e n t .to reform Me ta s t a s i an melodramma: 
"Matters are e n t i r e l y d i f f e r e n t i n the new p l a n o f mus ica l 
drama which has been, i f not i nven t ed , at l e a s t f i r s t put 
i n t o p r a c t i c e by me i n Orfeo, then i n A l c e s t e . " 
26 

C a l z a b i g i h i m s e l f c la imed tha t the seeds o f h i s reform 
cou ld be found a l r eady i n the D i s s e r t a z i o n e ( R i s p o s t a , p . 6 7 ) . 
Many m u s i c o l o g i s t s agree tha t the D i s s e r t a z i o n e i s b a s i c a l l y 
a document which, behind i t s apparent p r a i s e o f M e t a s t a s i o , 
l a i d bare the f a u l t s o f the I m p e r i a l poet and looked to a 
reform i n s p i r e d by the French opera o f Qu inau l t and L u l l y 
( E i n s t e i n , Gluck , p . 69; Prod*homme,.pp. 9 9 - 1 0 0 ; 
D e s n o i r e s t e r r e s , pp. 46-4-7; L a n g , p . 5 & 0 ) . D e l l a Corte ques
t i o n s these c o n c l u s i o n s , sugges t ing t ha t the ideas expressed 
on opera i n the essay are s t i l l conven t iona l and s u p e r f i c i a l , 
thus i n d i c a t i n g to him tha t i n 1755 C a l z a b i g i had not ye t 
subjec ted the genre to c lo se s c r u t i n y or thought, and tha t he 
had not ye t ques t ioned the e f f i c a c y and va lue o f Me ta s t a s i an 
opera as an a r t form (Gluck e i suo i tempi , p . 8 3 ) . L a z z e r i 
b e l i e v e s t ha t the d i f f e r e n t purposes' o f the two works, the 
a p o l o g e t i c f u n c t i o n o f the D i s s e r t a z i o n e , and the defence o f 
h i s reform-operas i n the R i s p o s t a , j u s t i f y the d i f f e r i n g 
a t t i t u d e s presented by C a l z a b i g i (p. 152). G i a z o t t o tends to 
agree w i t h L a z z e r i , adding tha t i n 1755 C a l z a b i g i was p r a i s i n g 
the work o f a d ramat i s t at h i s peak, w h i l s t i n 1790, the date 
o f the p u b l i c a t i o n o f the R i s p o s t a d i Don S a n t i g l i a n o , he was 
a t t a c k i n g the abuses pe rpe t ra t ed by M e t a s t a s i a n opera, i t s 
i m i t a t o r s , and the c u l t o f Metas tas io (Poes ia melodrammatica, 
pp. 82, 119, 125). 

2 ^ A s a f u r t h e r i n d i c a t i o n tha t the d i s s e r t a t i o n was not an 
exp re s s ion o f the a u t h o r ' s c a r e f u l l y thought-out programme 
f o r an o p e r a t i c system, we may c i t e the f a c t t ha t C a l z a b i g i 
i n c o r p o r a t e d i n t o the essay en masse M e t a s t a s i o ' s own ideas 
on the concept o f u n i t y o f p l ace and the use o f choruses . 
And he d i d so o f h i s own v o l i t i o n , f o r i t i s c e r t a i n tha t the 
I m p e r i a l poet would have p r e f e r r e d C a l z a b i g i to make use o f 
h i s own ideas i n a more sub t l e manner. I n a l e t t e r to 
C a l z a b i g i , dated 14 February 1755> Me tas t a s io wrote: "Mi 
p i ace l ' o r d i n e de'componimenti n e l l a r i s t ampa ; ma mi sarebbe 
p i a c i u t o a s s a i p i u che v o i aveste f u s i e m e s c o l a t i , non c o s i 
semplicemente i n s e r i t i , , n e l l a v o s t r a b e l l i s s i m a d i s s e r t a z i o n e , 
i m i e i det tami i n t o r n o a l l ' u n i t a d e l luogo e d e l l ' a n t i c o coro" 
(Opere d i M e t a s t a s i o , I I I , p . 9 8 6 ) . Th i s p o i n t has been 
missed by c r i t i c s i n t h e i r d i s c u s s i o n s on the concep t ion o f 
the D i s s e r t a z i o n e . 

S igns o f the p a t r i o t i s m f e l t by C a l z a b i g i i n mat ters o f 
l i t e r a t u r e can be found not o n l y i n the D i s s e r t a z i o n e , but 
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a l s o i n passages such as the note i n which he p r a i s e s R a c i n e ' s 
ve r ses , hut o n l y a f t e r hav ing po in t ed out some o f h i s f a u l t s . 
C a l z a h i g i c l o s e s the note w i t h the c r y : "Son g i u s t o , ma 
dovrehbe esser a n o i r e s a egual g i u s t i z i a d a g l i s c r i t t o r i 
f r a n c e s i " ( L e t t e r a a A l f i e r i , p . 13n)• 
29 

7 L e r i v o l u z i o n i d e l t ea t ro mus ica l e , I I I , 119-125-
30 
J See Vincenzo M a n f r e d i n i , D i f e s a d e l l a musica moderna e  
d e ' s u o i c e l e b r i e s e c u t o r i (1788; r p t . Bologna: F o r n i , 1972). 
Arteaga p u b l i s h e d h i s r e p l y i n an appendix to the 1785 e d i t i o n 
o f h i s R i v o l u z i o n i , ' I I I , 285-391. 
31 
J R i s p o s t a , p . 166 
32 

D i s s e r t a z i o n e , pp. 96-97-
33 
- ' -" 'A me bas t a d ' a v e r provato . . . che l e drammatiche 
compos iz ion i d e l S ignor Metas ta s io sono p e r f e t t e t r a g e d i e , 
l a v b r a t e , s u l l e vere l e g g i che d a g l i a n t i c h i c i sono s ta te 
p r e s c r i t t e " ( D i s s e r t a z i o n e , pp. 252-53). 
34 

D i s s e r t a z i o n e , p . 86 
3 5 
- ^ L e t t e r a a A l f i e r i , pp. 6-8. 
36 
D L e t t e r to Grepp i , 6 A p r i l 1768, reproduced by V i a n e l l o , 
pp. 238-39. I n the l e t t e r to P r i n c e K a u n i t z (6 March 1 7 6 7 ) 
C a l z a b i g i c la imed tha t the a c t i o n i n A l c e s t e i s "reduced to 
the dimensions o f Greek t ragedy, and the re fore has the unique 
advantage o f e x c i t i n g t e r r o r and compassion i n the same way 
as spoken t ragedy" (pp. 609-10); see a l so the re ference to 
the l i b r e t t i f o r Gluck : " i o ho d a t i [ s i c ] - q u e s t i pochi saggi 
d e l l a v e r a Traged ia i n Vienna" ( l e t t e r to Antonio Monte fan i , 
11 May 1778, reproduced by Corrado R i c c i , I t e a t r i d i Bologna  
n e i s e c o l i X V I I e X V I I I [1888; r p t . Bologna: F o r n i , 1965], 
p~! 636), and C a l z a b i g i ' s l e t t e r to the Mercure, p . 130. 
37 
- " L e t t e r to the Mercure, p . 130. 
3 8 L e t t e r to the Mercure, p . 132. 
39 . 
- " R i s p o s t a , pp. 137-39. y e t m the D i s s e r t a z i o n e he had 
defended M e t a s t a s i o ' s use o f h i s t o r i c a l f i g u r e s . 
40 

L a z z e r i con jec tu res tha t C a l z a b i g i , i n w r i t i n g h i s two 
dramas E l f r i d a and E l v i r a , turned to h i s t o r i c a l sub jec t s out 
o f a sense o f disappointment w i t h the r e c e p t i o n g i v e n to h i s 
three reform-operas (p. 93). 4 l 

L e t t e r a a A l f i e r i , pp. 2-9. 
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42 

L e t t e r a a A l f i e r i , p . 1 4 . 

^ 3 The S i s t e r A r t s (Chicago: U n i v e r s i t y o f Chicago P re s s , 1958), 
pp. 129-30. On the r e l a t i o n s between poe t ry and p a i n t i n g i n 
the e igh teen th cen tu ry , see Thomas Munro, The A r t s and The i r  
I n t e r r e l a t i o n (New York : L i b e r a l A r t s P re s s , 195l7» PP. 155-
72; L i p k i n g , The Order ing o f the A r t s , pp. 16 f f ; Malek, The . 
A r t s Compared, p . 15 
Lk. 

Hagstrum, pp. 121-22. 

^ H a g s t r u m , p . 1 4 6 . 

4 6 r " i 
"|_M_|i compiaccio i n credere che s i a p i u s i g n i f i c a n t e e 

m i s t e r i o s o , d i q u e l l o che comunemente s i pensa: parmi che, a 
g u i s a d 'un o r a c o l o , gran cose r a c c h i u d a , e che molto s i a 
necessa r io m e d i t a r c i sopra per i n t e r p r e t a r l o " ( L e t t e r a a  
A l f i e r i , p . 1 4 ) . 
47 

' E s s e n t i a l l y , each scene should represen t the m a t e r i a l 
covered i n one ac t o f the t ragedy ( L e t t e r a a A l f i e r i , 
p.' l6n). 
48 

This i s i n c r i t i c i s m of French t ragedy; c f . D i s s e r t a z i o n e , 
p . 238; L e t t e r a a A l f i e r i , p . 10. 
^ 9 L e t t e r a a A l f i e r i , pp. 14-19. 
- ^ R i s p o s t a , p . 123. The u n d e r l i n i n g i s mine. 
J R i s p o s t a , p . 2 8 . The. same p r i n c i p l e reappears on pp. 38-39, 
aga in on p . 59, as w e l l as i n the L e t t e r a a A l f i e r i , p . 5-

^ 2 D i s s e r t a z i o n e , pp. 256-57-

" ^ D i s s e r t a z i o n e , p . 87. I n h i s l e t t e r to Count Alessandro 
P e p o l i on h i s drama E l f r i d a , C a l z a b i g i w r i t e s : " [ L ] a P o e s i a 
e t u t t o n e l l a musica Drammatica, e se manca questo appoggio 
a l Maestro non e p o s s i b i l mai c h ' e i f a c c i a e c c e l l e n t e musica, 
e venga pure un Pergolese [ s i c ] , un V i n c i , un Gluck , un 
P a i s i e l l o . . . . Non s i a g i t a , non s i commove, non s i s t r a c c i a 
i l core co ' suoni . . . sempre i n s i g n i f i c a n t i quando son s o l i , 
ma bens i con appropr i a t e note, da un sublime l i n g u a g g i o 
p o e t i c o accompagnate" (pub l i shed i n Poes ie e prose d ive r se  
d i R a n i e r i d e ' C a l z a b i g i [ N a p o l i : Zambraja, 1793], I I,~182). 
54 

J D i s s e r t a z i o n e , pp. 257-59-

^ L e t t e r to the Mercure, pp. 133-36. I n h i s l e t t e r o f 6 A p r i l 
1768 to G r e p p i , C a l z a b i g i w r i t e s : "non potendo ne dovendo l a 
musica d*Alces te essere a l t r o che 1 ' e sp re s s ione s c h i e t t a de l 
v a l o r e d e l l e p a r o l e " (p. 2 4 4 ) . I n the l e t t e r to the Mercure 
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(p. 136), C a l z a b i g i c la imed tha t he had annotated h i s l i h r e t t i 
w i t h great d e t a i l and ca re . E i n s t e i n notes tha t an examina^ 
t i o n o f Gluck*s scores and C a l z a h i g i ' s o r i g i n a l t e x t s r e v e a l s 
t ha t Gluck observed l i t e r a l l y the d i r e c t i o n s g i v e n by C a l z a b i g i 
f o r dec lamat ion (Gluck, p . 68). 
5 6 L e t t e r to Grepp i , 6 A p r i l 1768, p . 244. 
57 

Demuth, French Opera: I t s Development to the R e v o l u t i o n 
(Sussex: A r t e m i s , 1963), pp. 149-50. 
erg 

A s t rong con t r a s t i s p rov ided hy Pasquale A n f o s s i ' s Ant igone , 
i n which one hundred and f i f t y - t w o notes are devoted to the 
second s y l l a b i e _ o f the word amato, to be fo l lowed immediate ly 
by a r e p r i s e , ' •: - : - ; '„ 

59 ' 
-^See P a u l - M a r i e Masson, L 'Ope ra de Rameau ( P a r i s : Laurens , 
1930), p . 137.' 
60 1 

On the t r a g e d i e - l y r i q u e and dec lamat ion notee, see Demuth, 
pp. 147-206; Masson, pp. 132-201. 
6 l 

I n a l e t t e r to Paolo F r i s i , C a l z a b i g i complains : "Hanno 
f a t t o a Mi lano c o l l ' A l c e s t e q u e l l o che farebbe a una sua 
d imos t raz ione geometr ica c h i a l i a f i g u r a aggiungesse a 
c a p r i c c i o d e l l e l i n e e i n u t i l i per a r r o t o n d a r l a o r i q u a d r a r l a 
ad oggetto d i r e n d e r l a , a suo credere , piu. g r a z i o s a a l i a 
v i s t a " (The l e t t e r , undated, i s quoted i n V i a n e l l o , p . 247). 
C a l z a b i g i r eac t ed b i t t e r l y to P a r i n i ' s r e - w o r k i n g o f h i s 
l i b r e t t o . I n the undated l e t t e r to F r i s i he s t a t e s : " I I 
Poeta d e l Mat t ino . non e n ien te p r o p r i o per l a se ra a l lume 
d e l l e scene. E l l a sa quanto s i a d ive r so i l p a r l a r e ex se, 
o s i a fare i l p r e d i c a t o r e , d a i f a r p a r l a r a l t r i " (p. 247). 
I n another l e t t e r to F r i s i , dated Vienna , 12 January 1769i 
he accuses P a r i n i o f having changed the t e x t out o f a p u r e l y 
g r a t u i t o u s d e s i r e to a l t e r i t : " Q u e s t ' o r g o g l i o poe t i co e 
i n s o f f r i b i l e , tanto p i u i n l u i , che non ha mer i to a f f a t t o 
per assumerlo, non avendo a m i e i g i o r n i veduto cosa piu. 
meschina, p l u s p l a t e , che i suo i v e r s i drammatic i" ( V i a n e l l o , 
p . 250). Giuseppe P a r i n i (1729-1799)1 was a s s o c i a t e d w i t h the 
Ducal Theatre i n v a r i o u s c a p a c i t i e s , among which was tha t o f 
l i b r e t t i s t . He adapted C a l s a b i g i ' s A l c e s t e i n 1768, composed 
the l i b r e t t o Ascanio i n A l b a i n 1771 to be put to music by 
the s i x t e e n - y e a r o l d Mozar t , and worked on two other l i b r e t t i , 
I s i d e s a l v a t a (c . 1768-70) and the incomplete comic opera 
L 'amorosa i n c o s t a n z a . H i s melodramatic works are mediocre, 
and A. Pompeati c l a ims tha t P a r i n i gathered a e s t h e t i c impres
s ions which are m u s i c a l l y s u p e r f i c i a l from h i s frequent v i s i t s 
to the thea t re ( " I I P a r i n i e l a M u s i c a , " R i v i s t a mus ica le  
i t a l i a n a , 36 [1929], 563). C e r t a i n l y h i s c r i t i c a l w r i t i n g s 
on opera are not o f a t h e o r e t i c a l na ture , but seem to be 



- 51k -

a s s o c i a t e d c h i e f l y w i t h h i s s o c i a l and moral p reoccupa t ions , 
r a t h e r than w i t h the problem o f the opera as an a r t - f o r m . 
Thus I I Teatro i s more concerned w i t h the a c t o r s ' performances 
and the r e a c t i o n o f the audiences . S i m i l a r l y the ode e n t i t l e d 
La musica , a l so known as La e v i r a z i o n e (Tutte l e poes i e , ed. 
E t t o r e M a z z a l i , [ M i l a n o : Cesch ina , 1968] pp. 437-42), dea l s 
w i t h the moral i n d i g n a t i o n f e l t by the poet i n the matter o f 
the c a s t r a t i : "Aborro i n su l a scena / un canoro e le fan te / 
che s i s t r a s c i n a a pena / su l e adipose p i a n t e , / e manda per 
gran foce / d i bocca un f i l d i v o c e , " (p. 438). But h i s 
i n d i g n a t i o n turns more towards the people who i n s i s t upon 
such a p r a c t i c e , r a t h e r than at the c a s t r a t i themselves: the 
f a the r o f the s i nge r who i s w i l l i n g to have a son m u t i l a t e d 
out o f greed, and the p u b l i c who t o l e r a t e i t f o r the sake o f 
n o v e l t y and p l e a s u r e . The notes tha t P a r i n i l e f t f o r the 
u n f i n i s h e d Notte (which was to have' i n c l u d e d a v i s i t to the 
t h e a t r e ) , and the n e v e r - r e a l i z e d t r e a t i s e on opera found i n 
h i s Schema d i un saggio. s u l l ' o p e r a i n musica a l so show a p r e 
occupa t i on w i t h s o c i a l mores r a t h e r than w i t h a r t i s t i c 
problems. The on ly pages which he ded ica ted to the melodramma 
as an a r t - f o rm are to be found i n h i s D e ' p r i n c i p i d e l l e b e l l e  
l e t t e r e (Prose , ed. E g i d i o B e l l o r i n i , I [ B a r i : L a t e r z a f l9~T3j, 
181-303). On pp. 206-211 o f the s e c t i o n " D e l i a i m i t a z i o n e e 
d e l l a espress ione" he dea l s w i t h i m i t a t i o n as c r ea t ed by 
s e v e r a l a r t s working i n un i son , and uses opera as an example 
o f t h i s type o f i m i t a t i o n . Therefore he d i scusses opera, not 
as i t i s i n r e a l i t y , but i n i t s i d e a l form, which, as a un ion 
o f a l l the a r t s , would "recare a l l e anime d e l i c a t e ed oneste 
i l massimo d e ' p i a c e r i . " (p. 206), as indeed i t d i d f o r 
A l g a r o t t i and l a t e r f o r Ar teaga . For P a r i n i poe t ry should be 
the main component o f the drama i n i t s i d e a l form: "Ecco d i 
p o i che v i ene s u l t e a t r o l a p o e s i a ad adoperar d i conserva 
c o l l e a l t r e a r t i , a n z i p i u veramente ad assumerle co'me sue 
m i n i s t r e , a g u i d a r l e ad un medesimo f i n e ed a c o s t i t u i r e l a 
n e c e s s a r i a uni ta . d e l l a r appresen taz ione , " (p. 209). P a r i n i 
then o u t l i n e s the r o l e tha t poe t ry must p l a y i n d i r e c t i n g the 
a c t i v i t i e s o f the o the r p a r t i c i p a n t s i n the drama. The 
remarks are c o n v e n t i o n a l , w i t h the p o s s i b l e excep t i on o f 
P o e t r y ' s d i r e c t i o n to the maestro d i b a l l o to the e f f e c t t ha t , 
r a t h e r than choreograph b a l l e t , he should teach the ac to r s to 
move w i t h harmony and n o b i l i t y , (p. 210). 

6 2 L e t t e r to F r i s i , 15-20 December 1768, p . 249. 
6 3 L e t t e r to Grepp i , 6 A p r i l 1768, pp. 244-45. 
^ L e t t e r to Montefani,.11 May 1778, p . 638. The f i v e l e t t e r s 
to Montefani on the o c c a s i o n o f the performance o f A l c e s t e i n 
the Teatro Communale o f Bologna i n 1778, the d e t a i l e d s tage-
d i r e c t i o n s he o f f e r s (pub l i shed i n an appendix to R i c c i , 
T e a t r i d i Bologna, pp. 628-640), as w e l l as the e a r l i e r l e t t e r 
to K a u n i t z on the premiere o f A l c e s t e , a t t e s t to the great 
i n t e r e s t e n t e r t a i n e d by C a l z a b i g i i n a l l aspects o f o p e r a t i c 
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p r o d u c t i o n . 

^ D i s s e r t a z i o n e , pp. 9 9 - 1 0 0 . 

^ R i s p o s t a , p . 6 9 . 

^ L ' opera s e r i a , p . 8 8 3 -

^ P r e f a c e p u b l i s h e d i n C o l l e c t e d Correspondence, ed. von Asow, 
p . 2 2 . 

^?"Se e g l i [ i l poe ta] . . . i l primo non e s ta to impaur i to o 
i n t e n e r i t o ; se non ha f a t t o passare n e l l e sue p a r o l e q u e s t i 
movimenti d e l suo cuore . . . i l musico non t r o v e r a Armonia 
co r r i sponden te a l sogget to , e non sentendosi e g l i n ien te 
a g i t a r e , mentre compone, perche n ien te l o fu i l poeta , quando 
s c r i s s e , non p rodur r a che accozzamenti d i suoni scomposti ed 
i n e f f i c a c i " ( D i s s e r t a z i o n e , p . 2 5 4 ) . 

70 
' Preface p u b l i s h e d i n C o l l e c t e d Correspondence, ed. von Asow, 
p . 28. 
71 . 
' R i s p o s t a , p . 2 1 . 

72 
' C o l l e c t e d Correspondence, ed. von Asow, p . 2 9 . 

7 3 L e t t e r to Grepp i , 6 A p r i l 1 7 6 8 , p . 2 3 9 . 
7 4 

' Jean-Georges Noverre ( 1 7 2 7 - 1 8 1 0 ) , wh i l e not the i n s t i g a t o r 
o f e igh teen th -cen tu ry reform b a l l e t , a ided g r e a t l y i n i t s 
p ropaga t ion , both through h i s choreography and h i s ce l eb ra t ed 
L e t t r e s sur l a Danse ( 1 7 6 0 ) , an impor tant c r i t i c a l document 
o f the re form. Noverre i n s i s t e d on dance as a dramatic spec
t a c l e tha t developed an a c t i o n through mimetic e x p r e s s i o n . 
On Nove r r e ' s c o n t r i b u t i o n s / see D. Lynham, The C h e v a l i e r  
Noverre, Fa ther o f Modern B a l l e t : A Biography (London: S y l v a n 
P res s , 1 9 5 0 ) . 

^ L e t t e r to Monte fan i , 1 7 A p r i l 1 7 7 8 , p . 6 3 2 . 

" ^ L e t t e r to Grepp i , 6 A p r i l 1 7 6 8 , p . 2 4 l ; l e t t e r to Monte fan i , 
1 1 May 1 7 7 8 , pp. 6 3 7 - 3 8 . 

^ L e t t e r to the Mercure, p . 1 3 5 . 

Preface i n C o l l e c t e d Correspondence, ed. von Asow, 
pp. 2 2 - 2 3 . 

7 9 L e t t e r to Grepp i , 6 A p r i l , 1 7 6 8 , p . 2 4 l . 
8 Q R i s p o s t a , p . 4 8 
Q -| 

R i s p o s t a , pp. 6 7 - 6 8 . 
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82 " I I sopraintendente a que l l*epoca d e g l i s p e t t a c o l i d e l l a 
Imp. C o r t e , crede, che i l C. (poco pr ima g iunto i n q u e l l a 
C a p i t a l e con qualche s t ima p o e t i c a ) potesse aver de'Drammi 
i n e d i t i , e l o s o l l e c i t o a d a r g l i e l i . Convenne cedere a l C. 
a l l e premure d i persone a u t o r e v o l i , onde s c r i s s e l ' O r f e o , 
che fu presenta to a l Teatro d e l l a Corte c o l l a no ta musica 
d e l Gluck" ( R i s p o s t a , p . 20). 

8 3 L e t t e r to Grepp i , 6 A p r i l 1768, pp. 241-42. I n a l e t t e r to 
the Mercure de France o f February 1773,Gluck supported 
C a l z a h i g i ' s c l a i m : "Je me f e r o i s une reproche encore p l u s 
s e n s i b l e s i je consen to i s a me l a i s s e r a t t r i b u e r 1 ' i n v e n t i o n 
du nouveau genre d 'ope ra i t a l i e n dont l e succes a j u s t i f i e 
l a t e n t a t i v e ; c ' e s t a M. De C a l s a b i g i , q u ' e n a p p a r t i e n t l e 
p r i n c i p a l m e r i t e ; e t s i ma musique a eu q u e l q u ' e c l a t , je c r o i s 
devo i r r e c o n n o i t r e que c ' e s t a l u i que j 1 en s u i s r edevab le , 
puisque c ' e s t l u i q u i m'a mis a portee de developper l e s 
ressources de mon a r t . . . . Quelque t a l e n t q u ' a i t l e 
composi teur , i l ne f e r a jamais que de l a musique mediocre, 
s i l e poete n ' e x c i t e pas en l u i ce t enthousiasme, sans l e q u e l 
l e s p roduc t ions de tous l e s a r t s son f o i b l e s et l a n g u i s s a n t s " 
(p. 182). E i n s t e i n s t a t e s furthermore tha t C a l z a h i g i ' s c l a ims 
i n t h i s regard can be b e l i e v e d , f o r he was w r i t i n g du r ing 
G l u c k ' s l i f e t i m e , and the l a t t e r would c e r t a i n l y have r e fu t ed 
the v e r a c i t y o f C a l z a h i g i ' s statements i f i t had been neces
sary to do so (Gluck , p . 68). 

R 4 
° L e t t e r to Grepp i , 6 A p r i l 1768, p . 242. 

-^Eins te in , G luck , p . 69; Prod'homme, Gluck , pp. 99-104; Lang, 
Music i n Western C i v i l i z a t i o n , p . 56 l j Howard, Gluck , p . 8. 

On the reform i d e a l s o f the Encyc loped i e , see O l i v e r , The  
E n c y c l o p e d i s t s , pp. 21-60; E n r i c o F u b i n i , G l i e n c i c l o p e d i s t i  
e l a mus ica . On Rousseau and D i d e r o t , see a l so A r n o l d 
W h i t t a l l , "Rousseau and the Scope o f Opera ," Music and L e t t e r s , 
45 (1964), 369-76: Georges Snyders , Le Gout mus i ca l en France  
au X V I I e et X V I I I 6 s i e c l e s ( P a r i s : V r i n , 1968), pp. 108-21, 
121-34; J ean-miche l Bardez, D i d e r o t et l a musique: Va leur de  
l a c o n t r i b u t i o n d ' un melomane ( P a r i s : Champion, 19757! 
87 

' P re face i n C o l l e c t e d Correspondence, ed. von Asow, p . 23. 

u u S e e D a n i e l Hea r t z , "Opera and the P e r i o d i z a t i o n o f E igh teen th -
century M u s i c , " i n Report o f the Tenth Congress o f the I n t e r 
n a t i o n a l M u s i c o l o g i c a l S o c i e t y , L j u b l j a n a 1967 ( K a s s e l : 
B a r e n r e i t e r , 1970), pp. 160-68. C a l z a b i g i h i m s e l f became 
ve ry b i t t e r about the l a c k o f success o f h i s "reform" (and 
h i s operas) i n I t a l y . On 11 May 1778 he wrote to Monte fan i : 
"Rep l i co amico s t i m a t i s s i m o e l o r e p l i c o con d i s p i a c e r e ma 
f o r z a t o : Che 1 ' I t a l i a non e ancora matura per l a Tragedia 
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. . . i l nos t ro [ t e a t r o i t a l i a n o ] e sempre fermo, senza 
a l t e r a z i o n e i n q u e l l e nauseose, e barbare fa rse d i m a l e d e t t i 
I s t r i o n i . . . [ che] producono p i u danaro a l i a cassa . Ad 
un p u b b l i c o i n t a l maniera mentecatto, come s i v u o l p o i 
presentare l a Traged ia Greca? Come puo s p e r a r s i d i r i u s c i r e 
i n t a l impegno?" (p. 636) . 

89 
' L a n g notes tha t Gluck dxd not emphasize the reform nature 

o f Orfeo at the time o f i t s p r o d u c t i o n , and adds, "there was 
no th ing i n the work tha t would have s t a r t l e d an audience 
accustomed to the opera s e r i a " (Music i n Western C i v i l i z a t i o n , 
P . 556) . 
9 ° G l u c k , p . 105. 

91 
C a l z a b i g i s t a t ed i n the R i s p o s t a : " . . . ho aperto una 

nuova s t r ada ; a l t r i v i faranno p r o g r e s s i magg io r i " (pp. 
30-31) . I n the preface to P a r i d e , Gluck wrote: "The so le 
reason tha t induced me to p u b l i s h my music f o r A l c e s t e was 
the hope o f f i n d i n g i m i t a t o r s " (ed. von Asow, p . 27) . 
92 
y Cooper, G luck , pp. 282-83; Grout , Shor t H i s t o r y o f Opera, 
pp. 244-45. 
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Notes t o • B e t t i n e l l i 

"""For a genera l i n t r o d u c t i o n to B e t t i n e l l i and h i s works, see 
Giovanni F e d e r i c o , L ' o p e r a l e t t e r a r i a d i Save r io B e t t i n e l l i  
(1718-1808) (Roma: S o c i e t a E d i t r i c e Dante A l i g h i e r i , 1913); 
C a r l o Musce t ta , "Saver io B e t t i n e l l i , " i n L e t t e r a t u r a i t a l i a n a :  
I m i n o r i , I I I , 2013-4-1. 
2 

Cos ta , P r e f . , S t o r i a c r i t i c a d e l l e L e t t e r e v i r g i l i a n e , hy 
B e t t i (Verona: F i o r i n i , 1972), p . 7-
-'On t h i s p a r t i c u l a r p o i n t F u b i n i observes: "PerchS d e l r e s to 
r i c e r c a r e n e l B e t t i n e l l i l a coerenza d i uno s p i r i t o fede le ad 
a l c u n i p r i n c i p i b a s i l a r i ? E s a c r i f i c a r e , n e l l a r i c e r c a d i 
un presunto p r i n c i p i o d i r e t t i v o d e l l ' o p e r a sua, q u e l l a 
v a r i e t a d i a t t egg i amen t i , q u e l l e s tesse c o n t r a d i z i o n i , che 
sono forse uno d e i m o t i v i p r e c i p u i d e l l ' i n t e r e s s e d i n o i 
p o s t e r i per l a sua f i g u r a ? Non l a coerenza, bens i l a sua 
mutevolezza , l a sua a t t i t u d i n e a conformars i a l l ' a m b i e n t e i n 
c u i v i v e , a r i e c h e g g i a r e , con s i n c e r i t a se non con fede 
profonda, l e idee d e l s eco lo , e, se non m'inganno, i l 
c a r a t t e r e p i u evidente e notevole d e l l a sua p e r s o n a l i t a " 
( " In t roduz ione a l l e ' V i r g i l i a n e , ' " i n D a l M u r a t o r i a l B a r e t t i , 
p . 216). On the complex i ty o f B e t t i n e l l i ' s cha rac te r see 
a l s o B i n n i , " I I Se t t ecen to" , p . 63O; B e t t i , S t o r i a c r i t i c a , 
p . 46; C a r l o C a l c a t e r r a , " L a ques t ione e s t e t i c a d e l l e ' L e t t e r e 
v i r g i l i a n e ' : Dante g o t i c o e i l P e t r a r c a ' c r e a t o r e d e l l ' I t a l i c a 
P o e s i a ' , " A r c h i v i o s t o r i c o per l e p rov ince parmensi , 3^ (1935), 
7-27; G i l b e r t o F i n z i ' s i n t r o d u c t i o n to h i s e d i t i o n o f 
B e t t i n e l l i , L e t t e r e v i r g i l i a n e , L e t t e r e i n g l e s i e M i a v i t a  
l e t t e r a r i a ( M i l a n o : R i z z o l i , 1962); V i t t o r i o Enzo A l f i e r i , 
" B e t t i n e l l i e 1' i l l u m i n i s m o , " i n A t t i d e l Convegno s u l  
Se t tecento parmense pp. 67-76; E t t o r e Bonora, "L 'aba te 
B e t t i n e l l i , " i n La c u l t u r a i l l u m i n i s t i c a i n I t a l i a , pp. 
87 - I O I ; and " C l a s s i c i s m o e i l l u m i n i s m o i n Save r io B e t t i n e l l i , " 
A t t i d e l Convegno s u l Se t tecento parmense, pp. 49-65. 

^See, fo r example, B i n n i , "Fra I l l umin i smo e Romanticismo: 
S a v e r i o B e t t i n e l l i , " i n Preromanticismo i t a l i a n o ( N a p o l i : 
E d i z i o n i S c J B n t i f i c h e I t a l i a n e , 1959)i PP- 51-76; E t t o r e 
Bonora, " P i e t r o V e r r i e 1'Entusiasmo d e l B e t t i n e l l i , " ,Giornale  
S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 130 (1953), 204-25. 

-^Tragedie d e l l ' a b a t e Save r io B e t t i n e l l i . . . a c c r e s c i u t a  
d ' a l c u n i D i a l o g h i sopra i l t e a t ro moderno (Bassano^ 1788), 
p . ) ( 3 ) ( • The D i a l o g h i are p r i n t e d i n the pages numbered 
1-82 i n parentheses . 
6 

For the r e l a t i o n s h i p between B e t t i n e l l i and Du T i l l o t , see 
Hen r i Bedar ida , Parme et l a France de 1748 a. 1789 ( P a r i s : 
Champion, 1928); A. De C a r l i , R i f l e s s i f r a n c e s i n e l l ' o p e r a  
d i Save r io B e t t i n e l l i (To r ino : Ch ian to re , 1928); E n r i c o Agosta 
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d e l F o r t e , C o r r i s p o n d e n t i f r a n c e s i d i S-averio B e t t i n e l l i 
(Mantova: Ponte Vecch io , 1970), pp. 43-59. On B e t t i n e l l i 1 s 
t r a g e d i e s , which enjoyed moderate success , see Francesco 
Colagrosso , Save r io B e t t i n e l l i e i l t e a t ro g e s u i t i c o ( F i r e n z e : 
Sanson i , 1901). Colagrosso c h a r a c t e r i z e s the J e s u i t c o l l e g e 
at Parma as "uno d e ' C o l l e g i p i u c e l e b r i d e l l a Compagnia, 
i n f e r i o r e fo r se so lo a l L u i g i i l Grande d i P a r i g i n e l l a 
s o n t u o s i t a de i t e a t r i . " He a l so c l a ims tha t the J e s u i t s o f 
the c o l l e g e cou ld p r a c t i c a l l y be c a l l e d " l a p i u a n t i c a 
compagnia s t a b i l e " o f the Duke o f Parma (pp. x i i i - x i v ) . Of 
B e t t i n e l l i he w r i t e s : "Aveva e g l i n e l C o l l e g i o d i Parma l a 
c a r i c a d i Accademico, che, come i l maestro d i r e t o r i c a 
n e g l ' i s t i t u t i g e s u i t i c i d i F r a n c i a , a t tendeva p r inc ipa lmen te 
a comporre per i l t e a t ro e a d i r i g e r e l e r a p p r e s e n t a z i o n i " 
(p. 81). He a l so c l a ims tha t B e t t i n e l l i was r e s p o n s i b l e f o r 
changing the Duchess o f Parma's a t t i t u d e towards I t a l i a n 
thea t re from one o f a v e r s i o n to tha t o f benevolence. 
B e t t i n e l l i was a c t i v e i n t h e a t r i c a l mat ters i n a cour t tha t 
had an e s p e c i a l i n t e r e s t i n the t h e a t r e . 
7 
'Quo ta t ions from the D i sco r so sopra i l t e a t r o are taken from 
the e d i t i o n by Bonora i n Opere d i Francesco A l g a r o t t i e d i  
S a v e r i o B e t t i n e l l i , pp. 1113-45. F i r s t p u b l i s h e d i n 1771 as 
the i n t r o d u c t i o n to the f i r s t e d i t i o n o f h i s t r a g e d i e s , the 
D i sco r so i s the I t a l i a n v e r s i o n o f the t r e a t i s e i n French 
which B e t t i n e l l i had w r i t t e n i n Parma at the request o f the 
duke P h i l i p o f Bourbon. The D i sco r so was r e p u b l i s h e d i n 1788 
w i t h the second e d i t i o n o f the t r a g e d i e s , and i n the two 
e d i t i o n s o f h i s complete works p r i n t e d i n Venice d u r i n g h i s 
l i f e t i m e , namely, the Z a t t a e d i t i o n o f 1780-82 and the Cesare 
e d i t i o n o f 1799-1801. The Di sco r so was e d i t e d i n 1931 by 
S i l v i o D 'Amico , though a word o f warning must be g i v e n con
c e r n i n g the r e l i a b i l i t y o f D ' A m i c o ' s e d i t i o n . The p r i n t i n g 
i s very c a r e l e s s and there are some grave e r r o r s . For example, 
on p . 15 we f i n d the Merope a t t r i b u t e d to M a t t e i ( t h i s e r r o r 
i s repeated three t imes , though elsewhere the au thorsh ip i s 
c o r r e c t l y a t t r i b u t e d to M a f f e i ) , a l apse tha t i s p a r t i c u l a r l y 
m i s l e a d i n g s ince S a v e r i o M a t t e i was a l so i n t e r e s t e d i n the 
t h e a t r e . Other t y p o g r a p h i c a l e r r o r s render passages meaning
l e s s , e. g. , pr ima f o r p r i v a (p. 18), b e l f o r d e l (p. 16), e t c . 
I n the D i s c o r s o , B e t t i n e l l i remarks on h i s exper ience ' w i t h 
m u s i c a l accompaniments to drama: " I I d i f f i c i l t r a g i c o n e l l o 
s t i l e de'drammi i o l ' h o provato a l l e o c c a s i o n i e n e ' C o r i 
d e l Giona ta e n e l l a Canta ta q u i r i s t a m p a t a specialmente senza 
l u s i n g a r m i d ' ave r c o l t o n e l segno, non pero senza d ' ave r 
o t t enu ta g r a z i a presso i m u s i c i e i c o m p o s i t o r i , che non mi 
ch iese ro mai d i cambiar per l o r comodo a lcuna p a r o l a o 
sent imento. Rara fo r t una , che mi f a andar superbo" (p. I l42n). 

° " I D i a l o g h i d'Amore d e l l ' a b a t e Save r io B e t t i n e l l i , " - G i o r n a l e 
S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 108 (1936), 39-^2. 
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Q 
' P o e s i a melodrammatica, pp. 185-220. 
1 0 " P i e t r o M e t a s t a s i o , " p . 58. 
11 

D i e c i l e t t e r e d i P u b l i o V i r g i l i o Marone (1757), known 
g e n e r a l l y as L e t t e r e v i r g i l i a n e , i n L e t t e r e v i r g i l i a n e e  
i n g l e s i e a l t r i s c r i t t i , ed. V i t t o r i o Enzo A l f i e r i , ( B a r i : 
L a t e r z a , 1930), pp. 1^7• Quota t ions are taken from t h i s 
e d i t i o n . 
12 

I n the L e t t e r e sopra v a n argomenti d i l e t t e r a t u r a s c r i t t e  
da un i n g l e s e ad un veneziano (1766), known g e n e r a l l y as 
L e t t e r e i n g l e s i , B e t t i n e l l i c l a ims tha t r u l e s and precepts can 
s t ee r poets away from some f a u l t s , but they cannot c rea te a 
s i n g l e l i n e o f poe t ry . He con t inues : "Le r e g o l e , i n p o e s i a 
e i n o r a t o r i a , servono come i c a n n o c c h i a l i , c ioe non servono 
fuor che a c o l o r o che han buona v i s t a " ( i n L e t t e r e v i r g i l i a n e  
e i n g l e s i , ed. V. E . A l f i e r i , p . 168). 
13 

"Tn the D i sco r so sopra l a p o e s i a (I78I), B e t t i n e l l i pu rpor t s 
to show what i s good poe t ry " c o l Tasso e c o l l ' A r i o s t o a l i a 
mano, invece de r i p e t e r e i n u t i l m e n t e p r e c e t t i e d o t t r i n e " 
( i n L e t t e r e v i r g i l i a n e e i n g l e s i , ed. V . E . A l f i e r i , p . 228) . 
I n D e l l ' e n t u s i a s m o d e l l e b e l l e a r t i he se ts out to search f o r 
the nature and c h a r a c t e r i s t i c s o f p o e t i c f renzy i n what poets 
themselves had w r i t t e n , r a t h e r than i n a b s t r a c t , me taphys ica l 
i dea s , f o r the poeto are "degni d ' e s se r maes t r i d e l l ' a r t e 
l o r o arcana, p i u che i s o t t i l i e f r e d d i a n a l i t i c i c o ' l o r 
s i s t e m i " ( i n Opere d i . . . B e t t i n e l l i , ed. Bonora, p . 805). 
Quotat ions from the Entusiasmo are taken from the Bonora 
e d i t i o n . 
14 

F u l l r e fe rences to the e d i t i o n s from which are taken the 
quo ta t i ons from the D i sco r so sopra i l t e a t ro and the Di sco r so  
sopra l a p o e s i a are found i n notes 7 and 13 r e s p e c t i v e l y . 
Quota t ions from I I Risorgimento (1773) are taken from V o l . IX 
of Opere e d i t e e i n e d i t e (Venez i a : Cesare, 1799)-
15 
^Quotat ions from the D i a l o g h i d'Amore are taken from V o l . V 

o f B e t t i n e l l i ' s Opere e d i t e e i n e d i t e (Venez ia : Cesare , 1799). 
he rea f t e r c i t e d as D i a l o g h i . 
16 

On the for tune o f the D i a l o g h i , see Macchia A l o n g i , pp. 
10-20. For B e t t i n e l l i ' s v e r s i o n o f t h e i r fo r tune , see the 
second canto o f h i s poem I I Pindemonte, c i t e d i n Macchia 
A l o n g i , pp. 15-17n" I n her a r t i c l e , the c r i t i c c l a ims tha t 
Leopard i knew and used p o r t i o n s o f the D i a l o g h i fo r h i s own 
D i a l o g h i d e l Poeta (pp. 19-20). 
17 

'When Amore ques t ions her p o s i t i o n , Melpomene answers: 
"M'adat to a i tempi , e a i g u s t i " ( D i a l o g h i , p . 191). 1 R D i a l o g h i , p . 223. 
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1 9 D i a l o g h i , pp. 226-31. 
O f ) 

D i a l o g h i , p . 23^. 
2 1 

D i a l o g h i , pp. 234-4-2. I n h i s p o r t r a y a l o f the performance 
o f M e t a s t a s i o ' s Catone there are echoes o f P a r i n i ' s I I t e a t r o 
which s a t i r i z e s the a c t o r s ' improbable make-up i n the r o l e s 
o f Cato and Caesar ( c f . D i a l o g h i , p . 248 and I I t e a t r o , 11. 
73-79. i n Tut te l e poes i e , pp. 691-92). 
2 2 D i a l o g h i , pp. 251, 243-44, 268. 

2 3 D i a l o g h i , p . 2 4 l . 
2 ^ D i a l o g h i , p . 244. 
25 

^Discorso sopra i l t e a t r o , p . 1 1 2 0 - 2 1 , I n a note to the' 
t e x t B e t t i n e l l i adds: "Frase sp i acevo le per uno s t r a n i e r o , 
che i n p i u tomi da. l a s f e r z a a g l ' I t a l i a n i i g n a r i d e l l e cose 
l o r o , e s i n d e l ga la teo t e a t r a l e e p a t r i o . " (The note aga ins t 
Ar teaga was a l r eady i n the 1788 e d i t i o n , p . 15. and not added 
i n the Cesare e d i t i o n o f 1800, as Bonora c l a i m s ) . Th i s note 
g ive s the tone o f the r e a c t i o n o f B e t t i n e l l i to the R i v o l u z i o n i . 
Not o n l y d i d the I t a l i a n c r i t i c not comprehend A r t e a g a ' s 
p o s i t i o n on opera, but he r eac t ed to the work w i t h an appar
e n t l y i n s t i n c t i v e . gesture o f n a t i o n a l i s m . 
26 

Discorso sopra i l t e a t r o , p . 1139-
2 ? D i a l o g h i , pp. 256 and 284. 
2 8 D i a l o g h i , pp. 260-61. 
2 9 D i a l o g h i , p . 283. 
3 Q D i a l o g h i , p . 247. 
31 
J D i sco r so sopra i l t e a t r o , p . 1144. 
32 

D i a l o g h i , p . 312. Elsewhere he w r i t e s i n re fe rence to the 
theme of l ove i n melodramma: "Che pass ione , se non mai f a 
sparger l agr ime ve re , i l cuor sempre e freddo, t u t t o e p e i 
sens i? ( D i a l o g h i , p . 257). 
3 3 D i a l o g h i , p . 282. 
34 
J I n the Risorg imento B e t t i n e l l i c a l l s music "un ' a r t e 
i m i t a t r i c e d e l l a na tu ra" , and aga in , " q u e l l ' a r t e s i c u r a che 
p r inc ipa lmen te u n i t a a l i a p o e s i a p a r l a d ip inge muove r a p i s c e " 
(p. 265). 
- ^ D i a l o g h i , p . 244. The phrase echoes the t i t l e o f a l i b r e t t o 
by G i a m b a t t i s t a C a s t i (1724-1803), w i t h "whose melodrammi 
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B e t t i n e l l i was acquainted (see D i a l o g h i , p . 248). C a s t i ' s 
l i b r e t t o , Pr ima l a musica e p o i l e pa ro l e was set to music 
by Antonio S a l i e r i i n 1786, and had i t s premiere i n Vienna 
a long w i t h M o z a r t ' s L ' i m p r e s a r i o . Pr ima l a musica i s a 
f a n c i f u l one-act comic opera which pa rod ies i n a l i g h t v e i n 
the i n t r i g u e s , c a p r i c e s and i n c o n g r u i t i e s o f the o p e r a t i c 
w o r l d . At the wishes o f a count who d e s i r e s a new opera 
composed f o r a f e s t i v i t y to take p l ace some four days hence, 
and at the i n s t a n c e s o f a composer who r e i t e r a t e s tha t no 
one pays any a t t e n t i o n to the words ("Musica i n o g g i , musica 
c i v u o l e " ) , and tha t h i s music , a l r eady composed, can be 
adapted to s u i t any exp re s s ion o f sent iment , a poet i s pe r 
suaded to produce a l i b r e t t o on shor t n o t i c e . N a t u r a l l y he 
does so, by adap t ing h i s own verses w r i t t e n p r e v i o u s l y f o r 
o ther operas, adding a few verses here and the re , a l though 
he mutters tha t adap t ing words to a score a l r eady composed 
"e l ' i s t e s s o / che f a r l ' a b i t o , e p o i / f a r l 'uomo a c u i 
s ' a d a t t i " (Quota t ions are t aken from the e d i t i o n i n 
M e t a s t a s i o , Opere, ed. F u b i n i , pp. 1041-69). C a s t i ' s work 
was r e v i v e d a t the S t . Pau l Opera Summer F e s t i v a l (Katonah, 
New York) i n J u l y 1974; i t s music was not r e c e i v e d favourab ly 
by the modern audience. On C a s t i , see. H. van der Bergh, 
G i a m b a t t i s t a C a s t i , 'I'homme et l ' o e u v r e (Amsterdam: E l s e v i e r , 
1951)» Roberto B e n a g l i a S a n g i o r g i , "L ' aba te Cas t i . - poeta 
melodrammatico successore d e l Me tas t a s io a V i e n n a , " I t a l i c a , 
33 (1956), 180-92; and "I melodrammi g i o c o s i d e l l ' a b a t e 
C a s t i poeta cesareo e s ccessore d e l Metas ta s io a V i e n n a , " 
I t a l i c a , 36 (1959), 101-26; Bonora, "I melodrammi d e l C a s t i , " 
G i o r n a l e S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 134 (1957)» 
T6"9-248. 

-^Rousseau had c la imed t h i s i n h i s L e t t r e sur l a musique  
f r a n c a i s e (1753). 

^ 1 1 R i sorg imento , pp. 274-75. 

3 8 I 1 Risorg imento , pp. 263-64. C f . A l g a r o t t i , Saggio su l . - 
1:' opera i n musica , pp.. 159-60, which B e t t i n e l l i paraphrases . 
I n the D i a l o g h i d'Amore B e t t i n e l l i w r i t e s as f o l l o w s o f 
r e c i t a t i v e s : "Mi piacquero a s s a i quando furon l a par te p i u 
importante d e l l ' O p e r a " (p. 247). 
3 9 D i a l o g h i , p . 253. 

^ ° D i a l o g h i , pp. 256-57-
41 

Discor so sopra l a p o e s i a , p . 185. 
42 

Disco r so sopra i l t e a t r o , pp. 1137-38. 
43 

- 'Let tere v i r g i l i a n e , p . 13. 44 1 D i s c o r s o sopra i l t e a t r o , p . 1143-
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- ' D i a l o g h i , p . 266. I n the Di sco r so sopra l a p o e s i a , 
B e t t i n e l l i w r i t e s : " I n f a t t i i drammi d ' A p o s t o l o Zeno, s i 
bene s c r i t t i , non fece r fo r tuna su l e scene, e u d i i que l 
Frugoni s i armonico l a g n a r s i d e l mon po te r f a r mai paghi i 
m u s i c i ed i maes t r i per l a l o r o m a t e r i a l e armonia. Donde 
c i b , se non perche mai non po tea d e l t u t t o l a s c i a r l ' e l e g a n z a ' 
(p. 2 l 8 n ) . 
LA 

Disco r so sopra i l t e a t r o , p . 1139-

^ D i a l o g h i , pp. 258-59. 
LQ 

On B e t t i n e l l i ' s p o s i t i o n i n the con t rove r sy , see B e t t i , 
S t o r i a c r i t i c a , pp. 53 -62. As w e l l as the poe t ry o f F rugon i , 
A l g a r o t t i and B e t t i n e l l i , the V e r s i s c i o l t i d i t r e e c c e l l e n t i  
moderni a u t o r i : (1758) a l so conta ined the L e t t e r e v i r g i l i a n e . 
On A l g a r o t t i ' s r e a c t i o n to the p u b l i c a t i o n o f h i s verses i n 
the same volume as the no to r ious V i r g i l i a n e , see B e t t i , 
" B e t t i n e l l i , A l g a r o t t i e l a po lemica d e l l e V i r g i l i a n e , " 
A t t i . . d ' e i l , ' I s t i t u to -^vene to , d i s c i enze , l e t t e r e ed a r t i , 
130 (1971-72), 233-59; and S t o r i a c r i t i c a , pp. 41-93; Ca r lo 
C a l c a t e r r a , " L a ques t ione s t o r i c a d e l l e L e t t e r e v i r g i l i a n e , " 
G i o r n a l e S t o r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 97 (1931), 
108-20. 

^ D i s c o r s o sopra i l t e a t r o , p . 1140. 

5 ° D e l l ' entusiasmo, pp. 848-4-9. 

^ D i a l o g h i , p . 268. 

5 2 S a g g i o s u l l ' e l o q u e n z a (1782), i n Opere d i . . . B e t t i n e l l i , 
ed. Bonora, p . 1011. 

- ^ D e l l ' entusiasmo, p . 823. 
zL 

J Saggio s u l l ' e l o q u e n z a , p . 1008; D i sco r so sopra i l t e a t r o , 
pp. 1131-32. 

5 ^ D i a l o g h i , p . 267. 

5 6 D i a l o g h i , pp. 255, 258. 
57 
-"The O s s e r v a z i o n i formed the l a s t two volumes o f the Nice 
e d i t i o n - o f M e t a s t a s i o ' s Opere. I t i s d i f f i c u l t to b u i l d a 
c o n v i n c i n g argument aga ins t B e t t i n e l l i ' s judgement o f these 
volumes. The commentaries on M e t a s t a s i o ' s melodrammi are 
c o n v e n t i o n a l p i ece s d ' o c c a s i o n , r a t h e r than se r ious and v a l i d 
c r i t i c i s m . 

D i a l o g h i , pp. 284-87; D i sco r so sopra i l t e a t r o , p . 1124. 
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^ D i a l o g h i , p . 288. 
6 ° D i a l o g h i , p . 278. 

6 l D i a l o g h i , p . 289-
62 

Melpomene concludes : " E i [Amore] se ne andd, e peggio per 
l u i . Non posso negare che non ahb ia mol ta rag ione , ma e 
troppo o s t i n a t o n e ' s u o i p r e g i u d i c j . Non v u o l a l t r a legge che 
q u e l l a fondata i n na tura , e non conosce q u e l l a che vuole l a 
moda. Io dehho segu i r questa , e mi guarderd bene d a i p a r l a r e 
d e l l e sue c r i t i c h e . Che f u r i e i n c o n t r e r e i ! Andar contro a l 
t o r r e n t e , e s i g e r gusto sodo, c i t a r esempj c l a s s i c i . . . guai 
a me. . . . r i de rebbon d i me che v o ' c o r r e g g e r g l ' i n c o r r e g -
g i b i l i " ( D i a l o g h i , pp. 313-314). 
6 3 D i a l o g h i , pp. 264-65. 
64 

D i a l o g h i , p . 311. 
6 5 

-^Discorso sopra i l t e a t r o , p . 1141. 
66 

Commenting on B e t t i n e l l i ' s p o l e m i c a l na ture , F u b i n i notes 
tha t i n B e t t i n e l l i ' s w r i t i n g s "preva le i l gusto polemico 
d e l l ' a u t o r e , i l p i ace re d e l l 1 a v v e n t u r a i n c u i s i e impegnato, 
f i d e n t e n e l consenso e s p l i c i t o o t a c i t o d i t an t a par te d e l 
pubb l i co e d e g l i uomini d i l e t t e r e e non meno fortemente 
s t imo la to d a i pens iero d e g l i a v v e r s a r i " (Dal M u r a t o r i a l 
B a r e t t i , p . 217). On B e t t i n e l l i ' s p o l e m i c a l nature , see a l so 
Wido Hempel, "Per l a s t o r i a d e l l e polemiche f r a B e t t i n e l l i , 
T i r a b o s c h i , N a p o l i - S i g n o r e l l i e i g e s u i t i s p a g n u o l i , " i n 
Problemi d i l i n g u a e l e t t e r a t u r a i t a l i a n a , pp. 115-20. 
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Notes to Ar teaga 

"""The f i r s t volume of the Rivoluzioni was published by Carlo 
Trenti i n Bologna i n I783. A second edition, revised and 
enlarged to three volumes, was issued by the publishing house 
of Carlo Palese i n Venice between 1785 and 1788, though bearing 
the date of 1785' Quotations i n the text are taken from t h i s 
1785 edition, i d e n t i f i e d i n subsequent notes as Riv o l u z i o n i . 
As f a r as the t i t l e i s concerned, B a t l l o r i claims i n the i n t r o 
duction to his e d i t i o n of Arteaga 1s Lettere musico-filologiche 
(Madrid: Consejo Superior de Investigaciones C i e n t l f i c a s , 1 9 4 4 ) , 
p. xx v i , that i t stems from Arteaga's desire to undertake his 
study not simply as an hi s t o r i a n , but as a philosopher. 
Consequently, he chose a t i t l e that would convey his philosoph
i c a l intent better than a simple S t o r i a del teatro musicale. 
B a t l l o r i adds that the t i t l e R ivoluzioni del teatro musicale 
was "inspirado s i n duda en los famosos Rivoluzioni d ' I t a l i a 
del abate piamont§s Carlo Denina, publicado por vez primera 
en Turin de I769 a l 70." This conjecture has been repeated 
by l a t e r c r i t i c s such as Eva Marja Rudat, Las ideas est§ticas  
de Esteban de Arteaga: Origenes, significado y actualidad, trans. 
Carmen Criado de Rodriguez-PuSrtolas (Madrid: Gredos, 1971)» P• 
28n, and Fedele d'Amico, "Arteaga,", Enciclopedia dello  
spettacolo, I (Roma: Le Maschere, 1954), cols. 975-79• This 
assumption i s open to question. The term r i v o l u z i o n i had already 
been used i n the f i e l d of music, and at a closer date to that 
of the composition of Arteaga's t r e a t i s e . In 1777 an anonymous 
pamphlet was published i n Paris. Occasioned by the controversy 
over Gluck's reform-operas, i t was e n t i t l e d Essai sur l e s  
r§volutions de l a musique en France, and attempted, a l b e i t on 
a much smaller scale than Arteaga's work, to study the evolution 
of opera i n France. The pamphlet (written by Jean-Francois 
Marmontel, editor of the Mercure de France from 1785 and 
collaborator i n the Encyclopedie) was republished, s t i l l 
anonymously, by Gaspar Michel Leblond i n his Memoires pour  
s e r v i r a, l ' h i s t o i r e de l a revolution operee dans l a musique  
par M. l e Chevalier Gluck which appeared i n Naples i n 1781, two 
years before the publication of the f i r s t volume of Arteaga's 
Ri v o l u z i o n i . Several passages of the Essai are echoed i n 
Arteaga's t r e a t i s e . The Essai i s found on pp. 153-90 of Leblond's'' 
Memoires (I78I; rpt. Amsterdam: Antiqua, 1967). 

The most accurate biography of Arteaga (c. 1747-1799) can be 
found i n Miguel B a t l l o r i ' s prologue to his edition of Arteaga's 
Investigaciones f i l o s o f i c a s sobre l a belleza ideal considerada  
como objeto de todas l a s artes de imitacion. These I n v e s t i  
gaciones appeared i n Madrid i n 1789. they are published by 
B a t l l o r i with the shorter t i t l e La belleza ideal (Madrid: 
Espasa-Calpe, 1943), from which edition a l l my quotations 
are taken. Among Arteaga's other works, we may point out 
his d i s s e r t a t i o n Dell'influenza de g l i arabi s u l l ' o r i g i n e 
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d e l l a poes i a moderna i n Europa (1791) ; h i s e d i t i o n o f Gonzalo 
P e r e z ' s t r a n s l a t i o n from the Greek, L a U l i x e a de Homero ( i n 
m a n u s c r i p t ) ; incomplete s t u d i e s on the m u s i c a l system of the 
a n c i e n t s ; I , L e t t e r e m u s i c o - f i l o l o g i c h e , and I I , De l r i tmo sonoro  
e d e l r i tmo muto n e l l a musica d e g l i a n t i c h i , pub l i shed f o r the 
f i r s t t ime i n 1944 w i t h an i n t r o d u c t i o n by B a t l l o r i ; e d i t i o n s 
o f L a t i n authors? C a t u l l u s , T i b u l l u s and P r o p e r t i u s (179*0, and 
the complete works o f Horace (prepared i n c o l l a b o r a t i o n w i t h 
Ca r lo Fea and Ennio Qu i r ino V i s c o n t i , and p u b l i s h e d i n 1791 by 
G i a m b a t t i s t a B o d o n i ) . Ar teaga a l so s tud i ed sc iences and 
theology at Bologna; see H i g h i n i A n g l § s ' a r t i c l e on Ar teaga , 
German t r a n s l a t i o n by G. F e l s k e , i n Die Musik i n Geschich te  
und Gegenwart, i960 ed. A t tha t t ime, the study o f such w r i t e r s 
as Gassendi , Locke, C o n d i l l a c and D i d e r o t f l o u r i s h e d a t the 
U n i v e r s i t y o f Bologna; see Berengo, pp. 623-24. 

3 
^For a p a r t i a l l i s t o f A r t e a g a ' s correspondence, see B a t l l o r i m 
L a c u l t u r a h i s p a n o - i t a l i a n a de l o s j e s u i t a s expulsos (Madr id : 
Gredos, 1 9 6 6 ) , pp. 149-56. ' 

4 
See I p p o l i t o Pindemonte, L e t t e r e i n e d i t e , ed. Francesco Gimmino 

i n I p p o l i t o Pindemonte e i l suo tempo (Roma: Abete, 1968), I I , 
78, 84, 87, 88, 95, 97, 114, 145, 146, 147, 218, 219, 277, *H8, 
437' Pindemonte knew Ar teaga p e r s o n a l l y , as i s c l e a r f o r example 
from one o f Pindemonte 's l e t t e r s to Clementino V a n n e t t i w i t h 
whom Arteaga had a l i t e r a r y a l t e r c a t i o n ( L e t t e r e i n e d i t e , p . 87). 

^See M o n t i ' s l e t t e r to h i s p u b l i s h e r , Bodoni , 9 August 1786, i n 
Vincenzo M o n t i , E p i s t o l a r i o , ed. Al fonso B e r t o l d i ( F i r e n z e : Le 
Monnier , 1928), I , 285. 

^Juan AndrSs had requested t h i s i n f o r m a t i o n w h i l e c o m p i l i n g h i s 
c h i e f work, D e l l ' o r i g i n e , p r o g r e s s i e s ta to a t t u a l e d ' o g n i  
l e t t e r a t u r a , 7 v o l s . (Parma, 1782-99) (see Rudat, Las ideas  
e s t § t i c a s , pp. 23-25). Padre Juan Andres (1740-1817) was one 
o f the bet ter-known Spanish J e s u i t s i n e x i l e , and became one o f 
the p r i n c i p a l exponents o f e igh teen th-cen tury c u l t u r e i n the 
f i e l d o f encyc loped ic e r u d i t i o n . See B a t l l o r i , La c u l t u r a  
h i s p a n o - i t a l i a n a , p . 535-

7 
'See Carmine G i u s t i n o M i n i n n i , P i e t r o N a p o l i S i g n o r e l l i : V i t a ,  
opere, tempi , a m i c i ; con l e t t e r e , documenti ( C i t t a d i ' C a s t e l l o : 
L a p i , 1914,)., pp. 3 1 0 - l l n . In h i s S t o r i a c r i t i c a d e ' t e a t r i  
a n t i c h i e moderni , N a p o l i S i g n o r e l l i reviewed the h i s t o r y o f 
melodramma and r e p r e s e n t a t i v e authors and works. An admirer o f 
opera , he e s p e c i a l l y p r a i s e d the dramas o f M e t a s t a s i o . However, 
h i s S t o r i a does not de lve i n t o the theory o f melodramma, which 
he c la imed to have d i scus sed i n h i s unpubl i shed 1783 t r e a t i s e 
"Sistema melodrammatico" ( S t o r i a , VI [ N a p o l i : Or s ino , 1790], 
247n) . U n f o r t u n a t e l y , I have been unable to c o n s u l t t h i s work. 
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T i r a b o s c h i ' s R i f l e s s i o n i are i n the Preface to V o l . I l l , P a r t I 
o f h i s Opere ( F i r e n z e J L a n d i , 1806) , pp. x v i i i - x l i i . Matteo 
Borsa (1752-1798), a r e l a t i v e o f Saver io B e t t i n e l l i , was a 
persona l f r i e n d o f Ar teaga , and was in s t rumen ta l i n f o s t e r i n g 
the r e l a t i o n s between Ar teaga and B e t t i n e l l i . In response to 
one o f the l i t e r a r y d i scour ses he ld by the Academy of Mantua, 
Borsa produced a d i s s e r t a t i o n l a t e r pub l i shed w i t h annota t ions 
by Ar teaga w i t h the t i t l e Del gusto presente i n l e t t e r a t u r a  
i t a l i a n a (Venez ia , 1784). B o r s a ' s t r e a t i s e caused no s t i r , but 
A r t e a g a ' s obse rva t ions on c e r t a i n defec t s o f I t a l i a n l i t e r a t u r e 
and language r a i s e d a fu rore (see B a t l l o r i ' s prologue to h i s 
e d i t i o n o f La b e l l e z a i d e a l , pp. x x i - x x i i ) . Borsa a l so wrote 
an essay e n t i t l e d "Musica i m i t a t i v a t e a t r a l e " (1781) . In the 
Avvert imento tha t precedes t h i s essay i n h i s complete works, 
Borsa c l a ims tha t h i s t r e a t i s e a f forded Ar teaga m a t e r i a l f o r 
the R i v o l u z i o n i . He c o n t i n u e s : "Ora n e l corso d e l l ' O p e r a l ' a m i c o 
[Ar teagaJ ha p a r l a t o d i me con c o r t e s i a veramente; ma n e l caldo 
d ' un ' impre sa g rand iosa non s i e r i c o r d a t o sempre d ' i n d i c a r e c h i 
abb ia r eca t e l e prime p i e t r e " ("Musica i m i t a t i v a t e a t r a l e , " i n 
Opere d i Matteo Borsa , I [Verona : G i u l a r i , 1800], 3). There 
are undeniable s i m i l a r i t i e s between A r t e a g a ' s t r e a t i s e and 
B o r s a ' s essay, e s p e c i a l l y i n the s ec t i ons d e a l i n g w i t h dance, 
the i m i t a t i v e na ture o f music , the cha rac te r s and pass ions 
s u i t e d f o r opera, and the q u a l i t i e s o f the r e c i t a t i v e . In h i s 
essay, Borsa se ts out to i n v e s t i g a t e the extent to which music 
can i m i t a t e nature by means o f ins t ruments and song. He f i n d s 
tha t i n s t rumen ta l music i s l i m i t e d b a s i c a l l y to the d i r e c t 
i m i t a t i o n o f sounds, o r , i n the case of.^an o r i g i n a l wi thout 
sonorous q u a l i t i e s , to the i m i t a t i o n or evoca t ion i n sound o f 
the a c t i o n or e f f ec t o f the o r i g i n a l ("Musica i m i t a t i v a , " pp. 
66-78). The i m i t a t i v e p r o p e r t i e s o f v o c a l music are g rea t e r 
because the words make the terms o f the i m i t a t i o n more p r e c i s e . 
However, v o c a l music can on ly i m i t a t e s a t i s f a c t o r i l y the pass ions 
o f men, f o r on ly impassioned speech p rov ides enough movement 
and v a r i e t y to a l l o w f o r mus i ca l express ion (pp. 13-17)• Borsa 
a p p l i e s h i s examinat ion o f music to opera . While he concludes 
tha t music i s ab le to emulate dramatic poe t ry , he f i n d s tha t the 
t a s t e o f an u n c u l t u r e d p u b l i c and the whims o f the s inge r s l e a d 
to the compos i t ion o f o p e r a t i c music tha t appeals to the ear 
through pure melody, r a t h e r than to the hear t and i n t e l l e c t 
through the emulat ion o f the words sung. However, Borsa b e l i e v e s 
tha t i f the l i b r e t t o were to p o r t r a y l i v e l y pass ions s u i t a b l e 
f o r mus ica l accompaniment, then, contemporary opera cou ld equal 
the fea t s o f Greek t ragedy . But , he concludes , u n f o r t u n a t e l y 
the present s t a t e o f melodramma i s such tha t no one pays a t t e n 
t i o n to the words, nor demands o f music more than tha t i t p lease 
the ear . Thus, on ly music r e i g n s i n the thea t re (pp. 64-65). 
B o r s a ' s essay l i m i t s i t s e l f b a s i c a l l y to a c o n s i d e r a t i o n o f 
music , and pays but scant a t t e n t i o n to the o ther components o f 
opera . I t i s a very readable work tha t r e v e a l s an acute mind. 
Whi le i t expressed many of the ideas l a t e r developed by Ar teaga , 
i t d i d not have the impact o f the R i v o l u z i o n i , and remains among 
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the minor w r i t i n g s on e igh teen th-cen tury opera . For f u r t h e r 
d e t a i l s o f Borsa and h i s works, see N a t a l i , I I Se t tecen to , I I , 
1195-96; E . B i g i , "T ra c l a s s i c i s m o e preromant ic i smo: Matteo 
B o r s a , " i n L e t t e r e i t a l i a n e , 11 (1959), 320-33; B i n n i , "Lo 
sv i luppo d e l neoc l a s s i c i smo n e l l e d i s c u s s i o n i s u l 'gusto 
p r e s e n t e ' , " i n C l a s s i c i s m o e n e o c l a s s i c i s m o , pp. 125, 136. 

9 F o r the r e l a t i o n s h i p between Arteaga- and T i r a b o s c h i , see 
Giuseppe C a v a z z u t i , "Tra e r u d i t i g i o r n a l i s t i d e l sec . X V I I I : 
G. T i r a b o s c h i e i l 'Nuovo G i o r n a l e d e i l e t t e r a t i ' , " A t t i e  
memorie d e l l a R. Deputazione d i s t o r i a p a t r i a per l e p rov ince  
modenesi, 7 th s e r . , 3 (1924), 31-134; B a t l l o r i , e d . , L a b e l l e z  
i d e a l , pp. x x v i i i - x x x . 

C e s a r o t t i , Saggio s u l l a f i l o s o f i a d e l l e l i n g u e . p . 93. See 
p . 166, where C e s a r o t t i c a l l s Ar teaga a " f r i e n d " i n a note to 
the t e x t . 

For the r e a c t i o n s o f h i s contemporar ies , see Riccardo A l l o r t o , 
"Stefano Ar teaga e l e R i v o l u z i o n i d e l t ea t ro mus ica le i t a l i a n o , " 
R i v i s t a mus ica le i t a l i a n a , 52 (1950), 130-33; see a l so B a t l l o r i ' s 
Prologue to h i s e d i t i o n o f La b e l l e z a i d e a l , pp. x i i i - x v . 

12 
Stephan Ar teaga , Gesch ich te der i t a l i a n i s c h e n Oper, aus dem  

I t a l i a n i s c h e n u b e r s e t z t und m i t Anmerkungen b e g l e i t e t von Johann  
N i c o l a u s F o r k e l , Doctor der P h i l o s o p h i e und M u s i k d i r e k t o r zu  
Go t t i ngen , 2 v o l s ( L e i p z i g : Schwicker t , I789)• 
13 

<Les Revo lu t ions du thea t re mus i ca l en I t a l i e , depuis son  
o r i g i n e jusques a nos ,iours"i t r a n s . Baron de R. |_ L a v a l l e y de 
RouvronJ (Londres : L . N a r d i n i , 1802). 

" ^ M a r c e l i n o Menendez Pe l ayo , H i s t o r i a de l a s ideas e s t § t i c a s en  
Espana, i n E d i c i o n n a c i o n a l de l a s obras completas! I l l (Madr id : 
Consejo Supe r io r de I n v e s t i g a c i o n e s C i e r i t i f i c a s , 1957), 359; 
" H i s t o i r e de l a musique," Encyc loped ie de l a musique, IV ( P a r i s : 
Delagrave , 1920), 2217. M i t j a n a adds tha t Ar teaga "a formulg 
des jugements admirables (que l a p o s t e r i t § a presque aceptSs 
ad pedem l i t t e r i s ) " on the p r i n c i p a l l i b r e t t i s t s o f the t ime 
(p . 2220). On Wagner's theory on opera, see h i s Oper und Drama 
(1851) ; E rnes t Newman, Wagner as Man and A r t i s t (New Y o r k : Knopf, 
1924), pp. 220-56; Bryan Magee, Aspects o f Wagner (London: Ross, 
1968), pp. 9-31 ; Robert L . Jacobs , Wagner (London: Dent, 1974), 
pp. 58-63. 

" ^ A l l o r t o , p . 140. 

16 
P o e s i a melodrammatica, Ch. V I I . For G i a z o t t o , the c o n t r a 

d i c t i o n s he sees i n A r t e a g a ' s work are a "prodotto d i c r i t i c a 
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innaveduta , i r r e s p o n s a b i l e per mancanza d i g i u d i z i o e d ' o g n i 
p i u elementare senso d e l l e c i t p e d e l l e p r o p o r z i o n i " (p. 131)• 

17 
' O l i v e r , The E n c y c l o p e d i s t s , pp. 112, 129-33- O l i v e r ignores 

comple te ly the I t a l i a n c r i t i c s who i n s i s t e d tha t music must 
serve poe t ry , when he makes such statements as "the overemphasis 
o f the r o l e o f the poem i n the opera r e v e a l s to how grea t an 
extent Ar teaga was f o l l o w i n g . French t h e o r i s t s " (p. 131), or 
"the e s s e n t i a l l y French concep t ion o f opera as a l i t e r a r y form 
stood i n d i r e c t o p p o s i t i o n to the I t a l i a n a t t i t u d e which r e j e c t -
ed . a l l l i t e r a r y i m p l i c a t i o n s i n the a r t " (p . 5)• Another 
misunders tanding o f A r t e a g a ' s thought appears i n O l i v e r ' s c l a i m 
tha t Ar teaga "des i r ed to have the dance form a pa r t o f the 
dramatic a c t i o n o f the opera" (p . 132) . A c a r e f u l r ead ing o f 
Chapter 16 o f the R i v o l u z i o n i l eads to q u i t e d i f f e r e n t c o n c l u 
s ions concern ing A r t e a g a ' s ideas on dance as a component o f 
opera . 

18 
Rudat, Las ideas e s t § t i c a s de Esteban de Ar teaga , 

" ^ B a t l l o r i , Prologue to h i s e d i t i o n o f L a b e l l e z a i d e a l , pp. 
x i i i - x v i i ; d 'Amico , "Ar t eaga , " c o l s . 975-79-

20 
L u i g i F . T a g l i a r i n i , a r t i c l e on M a r t i n i m Die Musik i n  

Gesch ich te und Gegenwart, V I I I , c o l s . 1719-24. See a l s o : 
A r g i a B e r t i n i , a r t i c l e on M a r t i n i , E n c i c l o p e d i a d e l l a musica 
( M i l a n o : R i c o r d l , 1964); Leon ida B u s i , I I Padre G. B. M a r t i n i :  
M u s i c i s t a - l e t t e r a t o d e l secolo X V I I I (I89I; r p t . Bologna : F o r n i , 
1969), p . x v i . 

21 . . . . 
"Una f o r t u n a t a combmazione . . . mi fece s c o p r i r e una m i n i e r a 

d i n o t i z i e appa r t enen t i a l i a musica n e l l a conoscenza ed a m i c i z i a 
d e l Reverendissimo Padre Maestro F ra G i a m b a t t i s t a M a r t i n i 
d e ' M i n o r i C o n v e n t u a l i . Questo d o t t i s s i m o r e l i g i o s o , d e l quale 
e i n u t i l e f e rmar s i a t e s s e r l ' e l o g i o , poiche meglio d i me l o f a 
1 ' I t a l i a t u t t a e l ' E u r o p a , fu i l p r i m i e r o , che mi confor to a l i a 
i n t r a p r e s a , che r imosse da me ogn i dubbiezza , che m ' i n d i c o l e 
s o r g e n t i , che mi f o r n i buon numero d i l i b r i r a r i , e d i mano-
s c r i t t i , e che m ' a p r i n e ' s u o i f a m i g l i a r i d i s c o r s i f o n t i 
d ' e r u d i z i o n e v i e p p i u c o p i o s i d i q u e l l i che r i t r o v a s s i n e g l i 
a u t o r i " ( R i v o l u z i o n i , I , x x v - x x v i ) . Char les Burney, the famous 
e igh teen th-cen tury E n g l i s h music c r i t i c , recounts h i s amazement 
a t the s i g h t o f M a r t i n i ' s l i b r a r y which f i l l e d s e v e r a l rooms 
w i t h an immense c o l l e c t i o n o f p r i n t e d books, manuscr ip ts and 
cop ies of manuscr ip t s from a l l pa r t s o f the w o r l d . A t the t ime 
o f Burney ' s v i s i t , i t numbered 17,000 volumes and was s t i l l 
i n c r e a s i n g (see The Present S ta te o f Music i n France and I t a l y 
[London, 1773; r p t . New Y o r k : Broude, I969J, pp. 202-03). 

22 
Rudat records tha t Ar teaga was in s t rumen ta l i n h e a l i n g the , 
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r i f t tha t developed between M a r t i n i and Antonio Eximeno (1729-
1808) over Eximeno's t r e a t i s e D e l l ' o r i g i n e e d e l l e r e g o l e d e l l a  
musica , c o l l a s t o r i a d e l suo progresso , decadenza e r i nnovaz ione 
(Roma, 1774) . Eximeno's l e t t e r to Ar teaga , dated 17 February 
1781, r e v e a l s the f r i e n d s h i p tha t had developed among the three 
s cho l a r s (see Rudat, p . 22n) . 

2 3 A l l o r t o , p . 128. 

24 
See Burney, The Present S ta te o f Music m France and I t a l y , 

pp. 199-201. On M a r t i n i ' s s tudents , see B e r t i n i , p . 114; 
V i t t o r e Z a c c a r i a , Padre G i a m b a t t i s t a M a r t i n i : Compositore,  
musicologo e maestro (Padova: Messagero d i S. Antonio | 196-?]), 
PP. 57-59, 128. 
25 . • 

- " ' A l s Forscher , H i s t o r i k e r und T h e o r e t i k e r hat s i c h M a r t i n i m 
e r s t e r L i n i e a l s b i e n e n f l e i s s i g e r Sammler von M a t e r i a l und 
Qu<sllen auf jedem Gebie t des m u s [ i k a l i s c h e n ] Wissens hervorragend 
augezeichnet ; se ine sys temat ische Forschung und se ine Anwendung 
e ine r s t reng k r i t [ i s c h e n ] Methode haben i h n zu einem u n m i t t e l -
baren Vor l au fen der modernen M [ u s i k ] w [ i s s e n s c h a f t ] und i n s e i n e r 
Z e i t zu dem a l l g e m e i n hochst ve rehr ten Orake l der m u s [ i k a l i s c h e n ] 
Welt gemacht, das a l s "Padre M a r t i n i " u n b e s t r i t t e n e A u t o r i t a t 
un te r den Musiken a l l e r Landen genoss" ( T a g l i a r i n i , " M a r t i n i , " 
c o l . 1723)• 
96 

On M a r t i n i ' s t h e a t r i c a l works, see Francesco V a t i e l l i , "Le 
opere comiche d i G. B. M a r t i n i , " R i v i s t a mus ica le i t a l i a n a , 40 
(1936), 450-76. V a t i e l l i s t a t e s tha t M a r t i n i ' s a r i a s are f u l l 
o f " v o c a l i z z i e a b b e l l i m e n t i " (p . 464) , and concludes tha t 
M a r t i n i " r i e s c e p i u f e l i cemente espress ivo n e l l e scene 
s e n t i m e n t a l i " (p . 476), these be ing c h a r a c t e r i s t i c s o f the opera 
tha t Ar teaga w i l l i n some measure attempt to j u s t i f y . 

27 
' F o r d e t a i l s o f A r t e a g a ' s educat ion and c u l t u r a l background, 

see B a t l l o r i ' s Prologue to L a b e l l e z a i d e a l , pp. x x x v - l x i i i ; 
Rudat, pp. 62-78. 

28 
R i v o l u z i o n i , I , x x x v i i i - x x x i x . 

29 
' R i v o l u z i o n i , I , x x x i x . 

J Francesco Saver io Quadrio, D e l i a s t o r i a e d e l l a rag ione d ' o g n i  
poes i a , 111:2 ( M i l a n o : A g n e l l i , 1744), 425. 

3 1 Q u a d r i o , 111:2, 435. C f . M a r t e l l o ' s words: "Ma bisogna 
suporre per fondamento che i n questo vago spe t t aco lo non dee 
n e g a r s i l a preminenza d e l l a mus ica . E l l a £ l ' a n i m a d i un t a l e 
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rec i tamento , e ad essa debbesi i l p r i n c i p a l e r igua rdo d i c h i e 
chiamato a pa r t e , o per poes i a o per apparato, d i s i m i l 
compohimento" ( D e l l a t r a g e d i a a n t i c a e moderna, p . 275). 

32 

D e l l a s t o r i a e d e l l a rag ione d ' o g n i poes i a , 111:2, 451. 

33 • 
- ^ R i v o l u z i o n i , I , x x x i x . , 

T ra t t a to d e l l ' o p e r a i n musica ( N a p o l i : Campo, 1772) . For a 
biography o f P l a n e l l i , see Mario B e l l u c c i L a Sa landra , Tr i ade  
mus ica l e b i t o n t i n a : B r e v i cenni b i o g r a f i c i d i B o n i f a c i o  
Logrosc ino (1689-1760), Tommasso T r a e t t a (1727-1779) e Antonio  
P l a n e l l i (1747-1803) ( B i t o n t o , 1935) . 
35 
- ^ R i v o l u z - i o n i , I , x x x i x - x l . 

See, f o r example, G i a z o t t o , P o e s i a melodrammatica, p . 98; Anna 
M o n d o l f i , " A . P l a n e l l i , ' : ' E n c i c l o p e d i a d e l l o s p e t t a c o l o , V I I I 
(I96I), c o l . 220. A l though h i s name u s u a l l y appears i n h i s t o r i e s 
o f e igh teen th -cen tu ry opera, P l a n e l l i ' s t r e a t i s e has not been 
s t u d i e d . Francesco Degrada c l a ims tha t P l a n e l l i had a pe r sona l 
experience w i t h concre te t h e a t r i c a l problems tha t l e d to h i s 
sound, p r a c t i c a l obse rva t ions on s t a g i n g ; see h i s a r t i c l e on 
P l a n e l l i i n E n c i c l o p e d i a d e l l a musica ( M i l a n o : R i c o r d i , 1964). 
37 
^ ' I n t r o d u c t i o n to F o r k e l ' s t r a n s l a t i o n o f the R i v o l u z i o n i , p . i v , 
c i t e d by Rudat, pp. 32-33. 

3 8 P l a n e l l i , p . 8 o f the Preface to h i s T ra t t a to d e l l ' o p e r a i n  
mus ica . 

- ^Pre face , pp. 7-9. 

40 
A c c o r d i n g to Freeman, P l a n e l l i puts forward the i dea tha t 

"Opera i s not s imply sung t ragedy, but an independent genre 
w i t h convent ions and requirements o f i t s own" ("Opera wi thout 
Drama," I , 90). 

41 

42 

^3 

44 
Saggio sopra 1 'opera i n musica , p . 151-

Tra t t a to d e l l ' o p e r a i n musica 
1 

'T ra t ta to d e l l ' o p e r a i n musica 

'Tra t ta to d e l l ' o p e r a i n musica 

T ra t t a to d e l l 'opera i n musica 
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^ R i v o l u z i o n i , I , x l n . 

46 
R i v o l u z i o n i , I , x i x - x x v . 

4-7 
'See the Di scour s p r e l i m i n a i r e de 1 ' E n c y c l o p S d i e (1763). i n 

which Jean Le Rond D'Alemher t desc r ibed h i s p h i l o s o p h i c a l and 
s c i e n t i f i c method o f i n v e s t i g a t i o n . H i s t r a n s l a t o r regards 
those pages as an e x p o s i t i o n o f the ph i losophy o f the E n l i g h t e n 
ment (D 'Alember t , P r e l i m i n a r y Discourse to the Encyc loped ia of  
D i d e r o t , t r a n s . R i c h a r d N . Schwab [New Y o r k ; B o b b s - M e r r i l l , 1 9 6 3 ] . 
pp. 16-I7n). 
48 

"Ho cerca to d i f a r conoscere l a r e t t o r i c a e l a f i l o s o f i a d e l 
l ' a r t e , q u e l l e p a r t i c i o e l e p i u t r a s c u r a t e d a i moderni m u s i c i , 
ma l e q u a l i i o g i u d i c o essere l e p i u e s s e n z i a l i f r a t u t t e , 
poiche c ' insegnano l ' u s o che dee f a r s i de 'mezz i p a r t i c o l a r i ad 
o t tenere n e l l a maggior es tens ione p o s s i b i l . e i l f i n genera le" 
(Avvert imento a l L e t t o r e to the Venice e d i t i o n o f the 
R i v o l u z i o n i , T~, x) . 

^ A v v e r t i m e n t o , pp. x l i - x l i i . 

- ^ L e t t e r p u b l i s h e d by B a t l l o r i i n "Arteaga e B ' e t t i n e l l i , " 
G i o r n a l e S t d r i c o d e l l a L e t t e r a t u r a I t a l i a n a , 113 (1939). 104-05. 
The fundamental importance o f the n a t u r a l i s t i c , - a n d exper imenta l 
p o s i t i o n s r evea l ed here by Ar teaga are repeated i n o ther works. 
In the I n t r o d u c t i o n to La b e l l e z a i d e a l , Ar teaga w r i t e s : "Los 
grandes e s c r i t o r e s de f i l o s o f i a moral van conociendo que e l 
mejor m§todd de t r a t a r l a no es e l de sentar p r i n c i p i o s aereos, 
s ino e l de e s t u d i a r l a n a t u r a l e z a d e l hombre, s i g u i e r i d o l a en 
l a s v a r i a s m o d i f i c a c i o n e s que puede r e c i b i r de l a educacion, 
d e l c l i m a , de l a r e l i g i o n , de l a s l e y e s y demas c i r c u n s t a n c i a s " 
(ed . B a t l l o r i , p . 10). 

^ R i v o l u z i o n i , I I I , 237. 

-5 2For an e x p o s i t i o n o f the c r i t i c a l p o s i t i o n on A r t e a g a ' s mus i ca l 
theory , see Rudat, pp. 31-33- To these may be added D e l l a 
C o r t e ' s c o n c l u s i o n t ha t Ar teaga i s a c r i t i c o f the l i b r e t t o 
r a t h e r than o f opera (La c r i t i c a mus ica le e i c r i t i c i [ T o r i n o : 
U . T . E . T . , 1961], p . 1937! 

53 . . . . 
- ^ " C o m m c i o s s i a l l o r a ad a p p l i c a r l a musica a i f u n e r a l i , a l l e 
nozze, ed ad a l t r e s o l e n n i t a , come ancora a ' L u d i , o m i s t e r i 
d e l l a Pass ione , d e ' q u a l i , per essere s t a t i i n c e r t a g u i s a i 
p r i m i abbozz i d e l dramma m u s i c a l e , c i convien fa re p i u d i s t i n t a 
menzione a f f i n c h ! s i vegga l a r a s s o m i g l i a n z a d ' o r i g i n e n e l l a 
poes i a drammatica d i t u t t i i tempi" ( R i v o l u z i o n i , I , 114-15) . 
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P l a n e l l i had conjec tured tha t the o r i g i n o f melodramma might 
be found i n the dramatic performance desc r ibed i n such chron-
i c l e s as those o f Giovann i V i l l a n i and A l b e r t i n o Mussato. He 
wrote, f o r i n s t a n c e : " In e f f e t t i A l b e r t i n o Mussato, S t o r i c o 
padovano . . . p a r l a d e l p ronunz ia r s u ' T e a t r i c o l canto, e i n 
v o l g a r l i n g u a , l e geste d e ' D u c i , e de 'Monarch i , come d 'un 
costume non r e c e n t e . D a l l a maniera dunque, onde i l loda to 
S t o r i c o f a menzione d i queste v o l g a r i , e canta te Tragedie [ i n 
De g e s t i s I t a l i c o r u m post mortem H e n r i c i VII~1, par v e r i s i m i l e , 
ch ' e s se ben pr ima d e l s eco lo , n e l quale nacque i l Mussato, 
avessero avuta o r i g i n e " ( T r a t t a t o d e l l ' o p e r a i n musica , p .2) . 
The E n c y c l o p e d i s t s had a l so r e a l i z e d tha t the fe tes or sacre  
r a p p r e s e n t a z i o n i had c o n t r i b u t e d to the development o f opera 
(see O l i v e r , The E n c y c l o p e d i s t s , p . 21). 

54 
^ Problems arose w i t h h i s p u b l i s h e r i n Bologna, and Ar teaga 
took h i s work to the Vene t ian Ca r lo Pa lese who pub l i shed a 
r e v i s e d and c o r r e c t e d v e r s i o n o f the o r i g i n a l e leven chapters , 
together w i t h the balance o f the R i v o l u z i o n i , i n three volumes 
which appeared between 1785 and 1788 (dated 1785)• Ar teaga 
d i d not h e s i t a t e to l e a r n from the c r i t i c i s m l e v e l l e d a t him 
f o l l o w i n g the appearance o f the f i r s t volume, and he r e v i s e d 
and c o r r e c t e d h i s second e d i t i o n a c c o r d i n g l y . S ince B e t t i n e l l i 
had warned him tha t the I t a l i a n In the f i r s t volume conta ined 
h ispanisms , Ar teaga had requested h i s he lp i n c o r r e c t i n g the 
language. However, i t seems tha t B e t t i n e l l i d i d not hasten to 
send h i s c o r r e c t i o n s , f o r they d i d no t reach Ar teaga u n t i l 
a f t e r the p u b l i c a t i o n o f the second volume. For A r t e a g a ' s 
r e l a t i o n s w i t h B e t t i n e l l i , see B a t l l o r i , "Arteaga e B e t t i n e l l i . " 

- ^ M a n f r e d i n i l a t e r p u b l i s h e d h i s rev iew, A r t e a g a ' s r e p l y , and 
h i s own r e b u t t a l i n D i f e s a d e l l a musica moderna e d e ' s u o i  
c e l e b r i e s e c u t o r i (Bologna; I788; r p t . Bologna : F o r n i , 1972). 
However, A r t e a g a ' s Bolognese p u b l i s h e r d i d not g i v e up. A t the 
time tha t the second volume was p u b l i s h e d i n Venice , T r e n t i 
i s s u e d the remain ing f o u r - a n d - a - h a l f chapters tha t he a l r eady 
had i n press , and f o l l o w i n g the appearance o f the t h i r d volume 
i n Ven ice , he brought out h i s own t h i r d volume, c u l l e d from 
the Pa lese e d i t i o n , .and i n c l u d i n g M a n f r e d i n i ' s r e b u t t a l o f 
A r t e a g a ' s appendix to the t h i r d Vene t ian volume. The dates 
f o r the Bologna e d i t i o n , t he r e fo re , are I783-I788. The 
complete e d i t i o n a u t h o r i z e d by Ar teaga i s the Pa lese e d i t i o n 
o f V e n i c e . I t i s a l i t t l e d i s c o n c e r t i n g , t he re fo re , to f i n d 
tha t the Bologna e d i t i o n i s the on ly one l i s t e d i n E l v i d i o 
S u r i a n , A C h e c k l i s t o f W r i t i n g s on 18th-century French and  
I t a l i a n Opera ( E x c l u d i n g Mozart) (Hackensack, N . J . : J~. Boomin, 
1970) » p"-25 , e s p e c i a l l y s ince t h i s work c l a ims to be 
comprehensive i n i t s coverage. 

R i v o l u z i o n i , I , x - x i . For a schematic l i s t o f the polemics 
i n v o l v i n g Ar teaga , see d 'Amico , "Ar t eaga , " c o l s . 976-77. 
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- ^ L e t t e r p u b l i s h e d by B a t l l o r i i n "Arteaga e B e t t i n e l l i , " p . 107• 

- ^ R i v o l u z i o n i , I , x x v i i - x x v i i i . I n h i s I n v e s t i g a c i o n e s sobre  
l a b e l l e z a i d e a l , p u b l i s h e d s i x years a f t e r the f i r s t volume 
of the R i v o l u z i o n i , Ar teaga expresses a s i m i l a r concept, though 
i t i s f o l l owed by a cavea t : "La b e l l e z a mayor en este genero 
s e r i a l a u n i o n p e r f e c t a de l a musica , de l a poes i a , de l a danza 
y de l a p e r s p e c t i v a en e l espectSculo t e a t r a l que l o s i t a l i a n o s 
l l aman opera, u l t i m o esfuerzo d e l ingenio humano y complemento 
de p e r f e c c i o n en l a s a r t e s i m i t a t i v a s , s i una m u l t i t u d de 
causas no c o n t r i b u y e r a a es torbar l o s progresos d e l drama 
musico y l o s p r o d i g i o s o s efectos que debieran esperarse de 
semejante un ion" (La b e l l e z a i d e a l , p . 104) . 

- ^ I n 1714, M a r t e l l o had a l r eady i m p l i e d tha t melodramma was a 
d i f f e r e n t genre. However, he had a t tached no importance to 
the new genre. M a r t e l l o ' s i n t u i t i o n had not been grasped i n 
the i n t e r v e n i n g y e a r s . Ar teaga h i m s e l f d i d not app rec i a t e i t , 
f o r he summarily d i smisses M a r t e l l o by i n c l u d i n g him among 
those c r i t i c s who, i n h i s o p i n i o n , had w r i t t e n about melodramma 
" a l i a s f u g g i t a " ( R i v o l u z i o n i , I , x x x v i i i ) . I n France, L a 
Bruyere and P e r r a u l t had a l r eady suggested tha t a d i f f e r e n t 
set o f c r i t e r i a should be used to judge opera, and the 
E n c y c l o p e d i s t s sought to e s t a b l i s h ope ra ' s independence (see 
O l i v e r , p . 10; E . F u b i n i , G l i e n c i c l o p e d i s t i e l a musica , p . 
30) . 

^ Q R i v o l u z i o n i , I , x x x v i i - x x x v i i i . Marmontel expresses a s i m i l a r 
r e s e r v a t i o n a t the beg inn ing o f h i s E s s a i ,sur l e s r e v o l u t i o n s de  
l a musique, j u s t i f y i n g the u n c e r t a i n t y of the t imes by s t a t i n g 
tha t i t i s i m p o s s i b l e to draw up r u l e s u n t i l the spectator-• 
"aura e p u i s § l e s comparisons, &, a fo rce d ' expe r i ence , t rouve 
l e p o i n t f i x e du beau" (p . 153)• 

^ " M a siccome l a pa r t e p i u e s s e n z i a l e d e l dramma v iene commune-
mente r i p u t a t a l a musica , e che da l e i prende sua maggior f o r z a , 
e vaghezza l a p o e s i a , c o s i l e mu taz ion i da essa i n t r o d o t t e 
formano i l p r i n c i p a l c a r a t t e r e d e l l ' O p e r a " ( R i v o l u z i o n i , I , 2). 

62 
Rudat, pp. 259-63- For a broader a n a l y s i s o f t h i s concept, 

which forms the b a s i s o f A r t e a g a ' s a e s t h e t i c s , see the s e c t i o n 
"La t e o r l a de l a i m i t a c i o n " i n Rudat, pp. 258-79; see a l so 
Manuel O l g u i n , "The Theory o f I d e a l Beauty i n Ar teaga and 
Winckelmann," J o u r n a l o f A e s t h e t i c s and A r t C r i t i c i s m , 8 (19^9), 
12-33-

^ R i v o l u z i o n i , I , 3-k. 

^ L a b e l l e z a i d e a l , p . 14. On t h i s t r e a t i s e , see a l so the 
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s tud i e s by B a t l l o r i , " Idea r io f i l o s o f i c o y.- 'estetico de A r t e a g a , " 
Spanische Forschungen der G o r r e s - G e s e l l s c h a f t , 1st s e r . , 7 ~ 
(1938)., 293-325; " Idea r io e s t e t i c o de Esteban de Ar teaga , " 
R e v i s t a de ideas e s t S t i c a s , 3 (19*1-3), 87-108. 

^ I n L a b e l l e z a i d e a l , Ar teaga e x p l a i n s what ins t ruments are 
s u i t a b l e to each o f the a r t s (pp. 13 and 50-51)- I n R i v o l u z i o n i , 
I I I , 71, he s t a t e s t ha t the music >must demand o f the l i s t e n e r 
"che ammiri l a possente magia d e i suoni che pervennero a 
[ i n g a n n a r l o ] , che paragoni q u e ' p u n t i d i r a s s o m i g l i a n z a c o l vero 
onde tr 'asse o r i g i n e i l [ suo] d e l i z i o s o d e l i r i o ; che s i l l o g i z z i 
comparando l a voce che canto c o l l a pass ione o l ' i d e a che v o l e v a • 
r a p p r e s e n t a r [ g l i ] . " A s i m i l a r concept i s found i n Johann E . 
S c h l e g e l , On I m i t a t i o n , t r a n s . E . A . McCorrnick ( I n d i a n a p o l i s : 
B o b b s - M e r r i l l , 1965), pp. 30-33, and i n M e t a s t a s i o , E s t r a t t o  
d e l l ' A r t e p o e t i c a , I I , 985-87. Most s tudents o f Ar teaga have 
c r i t i c i z e d him f o r what they c a l l an excess ive emphasis on the 
importance o f the ins t rument , and on the admi ra t i on f o r the 
extent o f the d i f f i c u l t y to be overcome, i n i m i t a t i o n . See 
B a t l l o r i , L a b e l l e z a i d e a l , p . I x ; V i t t o r i o B o r g h i n i , P rob lemi  
d i e s t e t i c a e d i c u l t u r a n e l Set tecento spagnolo: Fei . joo, Luzan,  
Ar teaga (Genova! 1958), pp. 211-12; J o s § L u i s Mico Buchon, 
"Aproximacion a l a e s t S t i c a de A r t e a g a , " R e v i s t a de ideas  
e s t § t i c a s , 17 (1959), kO. Rudat attempts to defend Ar teaga 
i n these words: "Es p o s i b l e que sea § s t a una de l a s ideas 
menos afortunadas de Ar t eaga . Pero no podemos de ja r de tener 
en cuenta e l prop6sito que l e g u i a a l f o r m u l a r l a : d i s t i n g u i r 
entre a r t e y n a t u r a l e z a , y des tacar , a l mismo tiempo, l a 
p e c u l i a r i d a d d e l fen6meno a r t i s t i c o . E l a r t i s t a puede 
c o n v e r t i r en una hermosa obra de a r t e no solo l o h e l l o , s ino 
tambien l o f i s i c a y moralmente desagradable" (p . 268). 

L a b e l l e z a i d e a l , p . 1*4-. 

^ R i v o l u z i o n i , I , 4-5- Concerning the i m i t a t i o n o f nature i n 
music , he wrote e lsewhere: " I I r i s u l t a t o non per tanto d e l l a 
i m i t a z i o n mus ica l e benche t a l e qua l e non e s i s t a n e l l a na tu ra , 
ha nondimeno i n essa i l suo fondamento, poiche sebbene non 
t r o v i s i a l c u n oggetto sonoro i n p a r t i c o l a r e che p r e s e n t i 
a l l ' o r e c c h i o l a s e r i e d e i t u o n i con t enu t i n e l l ' a r i a , per 
esempio, se mai s e n t i s p i r a r t i s u l v o l t o d i Gluck , e g l i 
e pero i n d u b i t a b i l e che separatamente p r e s i s i trovano t u t t i 
n e l l a voce d e l l e persone da p a s s i o n i amorose a g i t a t e " 
( R i v o l u z i o n i , I I I , 32). 

^^Batteux pub l i shed h i s famous t r e a t i s e i n 17*1-6. The s i n g l e 
p r i n c i p l e to which he reduces a l l a r t s i s tha t o f the i m i t a t i o n 
o f na ture , or more p r e c i s e l y , o f b e a u t i f u l na ture , thus 
exc lud ing the i m i t a t i o n o f u g l i n e s s . Ar teaga argued aga ins t 
the l i m i t a t i o n s o f t h i s concept i n the t h i r d chapter o f La  
b e l l e z a i d e a l : " ' [ E ] l p r i n c i p i o fundamental d e l senor Bat teux 
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. . . no so lo es i n s u f i c i e n t e , s ino f a l s i s i m o ; porque, 
suponiendo que en l a . n a t u r a l e z a l o s obje tas i m i t a b l e s son l o s 
que nos e x c i t a n l a s ideas de l a unidad , de l a va r i edad , de l a 
s i m e t r i a y de l a p e r f e c c i o n , v iene a c o n c l u i r que solamente 
l a b e l l e z a y l a bondad son obje tos de i m i t a c i o n en l a s a r t e s 
r e p r e s e n t a t i v a s , a s e r c i o n que l a h i s t o r i a de l a s b e l l a s a r t e s 
y de l a s b e l l a s l e t r a s desmiente a cada pagina" (p. 47) . 
Arteaga b e l i e v e d tha t h i s theory o f a r t as i m i t a t i n g not on ly 
what i s b e a u t i f u l i n na ture (as the n e o - C l a s s i c i s t s a f f i r m e d ) , 
but a l so what i s u g l y (which the n e o - C l a s s i c i s t s d i d not 
a ccep t ) , was a new and o r i g i n a l concept . N a t u r a l l y , i t was n o t . 
For a d i s c u s s i o n o f t h i s , see Rudat, pp. 84-92. A r t e a g a ' s 
thought, then, d i f f e r e d from tha t o f the E n c y c l o p e d i s t s who, 
a cco rd ing to M c C o r m i c k , ( I n t r o d u c t i o n to S c h l e g e l , On I m i t a t i o n , 
p . x x i v ) , supported B a t t e u x ' s u n i f i e d view o f the a r t s . 
However, D i d e r o t r e f e r r e d to B a t t e u x ' s t r e a t i s e as "un oeuvre 
acephale" because i t d i d not g i v e a d e f i n i t i o n o f l a b e l l e  
na ture (P l an d'une u n i v e r s i t y , i n Oeuyres completes! XI [ P a r i s : 
Le Club f r a n c a i s du l i v r e , 1971], 806) . 

^?See Abrams, The M i r r o r and the Lamp (London, 1953? r p t . New 
Y o r k : Nor ton , 1958), pp. 91-94; Pau l Henry Lang, "The 
Enlightenment and M u s i c , " E igh teen th-Century S t u d i e s , 1 (1968), 
93-108. Ar teaga d i smissed t h i s new movement i n h i s u sua l 
con ten t ious f a s h i o n . D i s c u s s i n g a t r e a t i s e by M. Boye, 
L ' e x p r e s s i o n mus ica l e mise au rang des chimeres (1779), he wro te : 
" A t t a l c h e molto male, a mio a v v i s o , opinb que l moderno Autore 
che r i p o s e l ' i m i t a z i o n e mus ica le n e l rango d e l l e chimere; 
o p i n i o n e , che non.pote nascere i n l u i se non d i poca f i l o s o f i a , 
o d a i d e s i d e r i o d i d i s t i n g u e r s i con qualche n o v i t a s t ravagante" 
( R i v o l u z i o n i , I I I , 32-33). 

70 

' R i v o l u z i o n i , I , 5-

71 
' For Ar teaga , the p r i n c i p a l aim of opera i s to "penetrare 
addentro n e l cuore, e i n t e n e r i r l o " ( R i v o l u z i o n i , I , 4 6 ) ; and 
aga in (p. 47) he s t a t e s tha t opera i s "un componimento t e a t r a l e 
des t ina to a l i a mozione d e g l i a f f e t t i . " 
72 

Acco rd ing to Ar teaga , poe t ry i n s t r u c t s , but i t must be 
combined w i t h the ac t o f g i v i n g p l e a s u r e : "cos icche una 
i s t r u z i o n e scompagnata da ogni sentimento e da ogni immagine 
n u l l a a f f a t t o s i converebbe a l i a poes i a" ( R i v o l u z i o n i , I , 7). 
I;t i s i n t e r e s t i n g to observe A r t e a g a ' s i n f o r m a l thoughts on 
the mat ter i n a l e t t e r to B e t t i n e l l i dated 4 February I786: 
"Poco soggiungerb in to rno a l p reg io che V . S . concede a l l e 
l e t t e r e d i f o r t i f i c a r I ' a n i m a c o l l e u t i l i c o g n i z i o n i . Siccome 
questo e un a f f a r e d i sent imento, c o s i sarebbe una f o l l i a i l 
d i s p u t a r s u l l ' e f f e t t o che ponno e l l eno generare su t a l e 0 t a l e 
i n d i v i d u o . Quanto a me, benche c o l t i v i ed ami a l l ' estremo l e 
l e t t e r e , non l e amo ne l e c o l t i v o perche esse mi f o r t i f i c a n 
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l ' a n i m a , ma perche mi sminuiscono i m a l i d e l l a v i t a , 
procacciandomi nuove s o r g e n t i d i s e n s a z i o n i a g g r a d e v o l i " ( c i t e d 
hy B a t l l o r i , "Arteaga e B e t t i n e l l i , " p . 105)- A s i m i l a r con
cept o f what we might c a l l the " e scap i s t " f u n c t i o n o f a r t was 
developed hy the Abbe Du Bos i n h i s R e f l e x i o n s c r i t i q u e s (1719). 
Accord ing to Du Bos, a r t serves to occupy the s p i r i t of man, 
to he lp him escape from the ennui which engulfs him i n l i f e . b y 
c r e a t i n g new sources o f p l e a s u r a b l e emotions f o r him to 
experience ( R e f l e x i o n s , I , 6 -28) . 

7 3 R i v o l u z i o n i , I I I , 71-

74 
' "Dipinge [ l a musica] o ra r i ves t endo d ' immagini m a t e r i a l i l e 
idee s p i r i t u a l i ed a s t r a t t e : o r a r accog l i endo l e b e l l e z z e sparse 
n e l l a na tu ra per r agunar l e i n un so lo oggetto.: o ra l a p r o p r i e t a 
d 'un essere ad un a l t r o t ras ferendo a v i c e n d a : o ra cercando, 
che l a c o l l o c a z i o n e , l a p ronunz ia , e i l suono stesso d e ' s e g n i 
a r b i t r a r y , c i o e d e l l e p a r o l e l ' immagine mentale da l u i c r e a t a 
esprimano perfe t tamente . Anche i n q u e s t ' u l t i m a p r o p r i e t a 
u n ' a l t r a rag ione d ' a n a l o g i a d e l l a musica c o l l a poes i a c o n s i s t e : 
imperc iocche quanto p i u l a espress ione p o e t i c a d e ' m o t t i 
s ' a v v i c i n a a l i a na tu ra d e l l e cose, che s i rappresentano, tanto 
p i u agevolmente p o t r a l a musica l e cose s tesse i m i t a r e " 
( R i v o l u z i o n i , I , 6). 

^"Commuove l a musica o ra imitando c o l l a melod ia voca le l e 
i n t e r i e z i o n i , i s o s p i r i , g l i a c c e n t i , 1 ' e s c l a m a z i o n i , e l e 
i n f l e s s i o n i d e l l a f a v e l l a o r d i n a r i a , onde s i r i s v e g l i a n o l e 
i dee , che d e l l e p a s s i o n i furono p r i n c i p i o : o ra r accog l i endo 
c o t a l i i n f l e s s i o n i , che s i trovano sparse ord inar iamente n e l l a 
voce appass iona ta , e radunandole i n un canto cont inuo . . . 
o ra r i ce rcando c o i suoni a r m o n i c i , c o l l a misura , c o l movimento, 
e c o l l a melod ia q u e ' f i s i c i r i p o s t i n e r v i , i q u a l i con c e r t a ma 
i n e s p l i c a b i l legge movendosi, a l l ' o d i o , o a l l ' a m o r e , a l l ' i r a , 
a l gaudio, o a l i a t r i s t e z z a c i spingono" ( R i v o l u z i o n i , I , 8-9). 
P l a n e l l i had a l s o d i scus sed the phys io logy o f a r t i s t i c 
apprehension (Tra t ta to d e l l ' o p e r a , pp. 106-11). As a student i n 
Bologna (1773), Ar teaga had worked on a p s y c h o l o g i c a l t r e a t i s e 
e n t i t l e d Economia f i s i c o - m o r a l , which has not s u r v i v e d (see 
B a t l l o r i , "Los manuscr-itos de Esteban A r t e a g a , " i n L a c u l t u r a  
h i s p a n o - i t a l i a n a , p . 136) . Ar teaga was acquainted w i t h the 
thought o f Descar tes , Locke , C o n t i and the E n c y c l o p e d i s t s on 
the senses and the emotions. For the importance o f the 
i n v e s t i g a t i o n s i n t o the p s y c h o l o g i c a l impact and e f f ec t s o f 
music on the l i s t e n e r i n the e igh teen th century , see Lang, "The 
Enlightenment'..and M u s i c , " pp. 95-108; Denes Z o l t a i , Ethos und  
A f f e k t ( B e r l i n : Akademie-Ver lag , 1970), pp. 151-228. 

76 
R i v o l u z i o n i , I , 9 -14. 
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'Abrams, pp. 92-93- Char les A v i s o n (Essay .on M u s i c a l -
Expre s s ion [1753]), and Adam Smith ("Of the Nature o f tha t 
I m i t a t i o n which Takes P l ace i n What Are C a l l e d the I m i t a t i v e 
A r t s , " p u b l i s h e d posthumously i n Essays P h i l o s o p h i c a l and  
L i t e r a r y [London: Ward, Lock , 1 8 8 0 J , pp. 405-34) are proponents 
o f the f i r s t tendency. Rousseau, i n h i s E s s a i sur l ' o r i g i n e  
des langues (1752), and D r . John Brown, i n h i s D i s s e r t a t i o n on  
. . . Poe t ry and Music (1763), f o l l o w the second cu r ren t o f 
thought . 

7 8 I n 1799, Wackenroder wro te : "What do they want, the f a i n t 
hear ted and doubt ing reasoners , who r e q u i r e each o f the 
hundreds and hundreds o f m u s i c a l p i eces exp la ined i n words, 
and who cannot understand tha t not every p i ece has an expres
s i b l e meaning l i k e a p a i n t i n g ? Are they t r y i n g to measure 
the r i c h e r language by the poorer and to r e s o l v e i n t o words 
tha t which d i s d a i n s words? Or have they never f e l t wi thout 
words? Have they f i l l e d up t h e i r ho l low hear t s merely w i t h 
d e s c r i p t i o n s o f f e e l i n g s ? Have they never pe rce ived w i t h i n 
themselves the mute s i n g i n g , the masked dance o f i n v i s i b l e 
s p i r i t s ? . . . The human hear t becomes acquainted w i t h i t s e l f 
i n the m i r r o r o f m u s i c a l sounds" ( C o n t r i b u t i o n s to the  
Fan tas i e s on A r t f o r F r i e n d s o f A r t , i n Wilhelm H e i n r i c h  
Wackenroder 's 'Confes s ions" and ' F a n t a s i e s ' , t r a n s . Mary Hurs t 
Schubert [ U n i v e r s i t y Pa rk : Pennsy lvan ia S ta te U n i v e r s i t y P re s s , 
1971], p . 191). Herder had a l r eady w r i t t e n i n 17^9 "Was wars, 
das man mi t der e r s t en Musik ausdrucken w o l l t e ? Le idenscha f t , 
Empfindung." Th i s express ion o f p a s s i o n , acco rd ing to Herder , 
became "eine Wundermusik a l l e r A f f e k t e , e ine neue Zaubersprache 
der Empfindung" ( K r i t i s c h e Walder oder Betrachtungen uber d i e  
Wissenschaf t und Kunst des Schonen, i n Herders Sammtliche Werke, 
ed. Bernhard Suphan, IV [ B e r l i n : Weidmannsche Buchhandlung, 
I878], 1 1 7 - 1 8 ) . N o v a l i s denied the mimetic q u a l i t y o f mus i c : 
"Der Mus ike r nimmt -das Wesen s e ine r Kunst aus s i c h - - a u c h n i c h t 
der l e i s e s t e Verdacht von Nachahmung kanh i h n t r e f f e n " 
(Romantische Wel t : D ie Fragmente, ed. Otto Mann [ L e i p z i g : 
D i e t e r i c h ' s c h e n Verlagsbuchhandlung, 1939], PP-. 297-98). For 
the h i s t o r y o f the concept o f i m i t a t i o n i n music i n Germany, 
see S t a n i s l a w A . Markus, M u s i k a s t h e t i k I . T e i l : E i n B e i t r a g  
zur Geschich te der Nachahmungsasthetik und A f f e k t e n l e h r e sowie  
der i d e a l i s t i c h e n M u s i k a s t h e t i k i n Deutschland, t r a n s . K a r l 
Kramer ( L e i p z i g : Deutscher V e r l a g f u r Musik , I967)• 

7 9 " [ L ] a musica e p i u povera d e l l a p o e s i a , l i m i t a n d o s i q u e l l a 
a l cuore, a l l ' o r e c c h i o , e i n qualche modo a l i a immaginazione, 
laddove questa s i stende anche a l i o s p i r i t o , ed a l i a r a g i o n e . 
In contraccambio l a musica e . p i u e s p r e s s i v a d e l l a p o e s i a , 
perche i m i t a i segni i n a r t i c o l a t i , che sono i l l i n g u a g g i o 
n a t u r a l e , e per conseguenza i l p i u energ ico , e g l i i m i t a c o l 
mezzo d e ' s u o n i , i q u a l i , perche agiscono f i s i c amen te sopra 
d i n o i , sono p i u a t t i a conseguire 1 ' e f f e t t o l o r o che non sono 
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i v e r s i , i q u a l i dipendono d a l l a p a r o l a , che e un segno d i 
convenzione, e par iando unicamente a l l e f a c o l t a i n t e r n e d e l 
l 'uomo, hanno per esser g u s t a t i hisogno d i p i u s q u i s i t o , e 
d i l i c a t o sent imento. Quind i e, che una melod ia semplice 
commuove universa lmente a s s a i p i u che non f a c c i a un b e l 
componimento p o e t i c o " ( R i v o l u z i o n i , I , 14) . 

80 
A s i m i l a r p o s i t i o n was taken, f o r example, by James B e a t t i e 

(An Essay on Poe t ry and M u s i c , as They A f f e c t the Mind [1762], 
i n Essays 1 Ed inburgh : Creech, 1776; r p t . New Y o r k : Gar l and , 
1971]. pp. 3^7-580). Both B e a t t i e and Ar teaga i n genera l 
exclude i n s t rumen ta l music from the i m i t a t i v e a r t s , but t h e i r 
opinions on v o c a l music d i f f e r . Ar teaga cons iders v o c a l music 
as a v a l i d i m i t a t i v e a r t , w h i l e B e a t t i e admits on ly t ha t some 
i m i t a t i o n i s p o s s i b l e i n the m u s i c a l accompaniment to song 
(not i n the v o c a l pa r t i t s e l f ) , hut tha t i m i t a t i o n i s of 
secondary importance and not i n f a c t e s s e n t i a l to the a r t 
(pp. 436-55)• Pathos o r express ion i s the e s s e n t i a l cha rac t e r 
i s t i c o f v o c a l music acco rd ing to B e a t t i e , and s ince music 
(whether v o c a l or i n s t rumen ta l ) i s not e s s e n t i a l l y an i m i t a t i v e 
a r t , i t has need o f poe t ry (to which a r t i t i s a l r eady r e l a t e d 
by i t s power o f r a i s i n g emotions) to make c l e a r the emotion 
i t i s e x p r e s s i n g : "Yet i t i s i n genera l t rue , tha t Poe t ry i s 
the most immediate and most accura te i n t e r p r e t e r o f M u s i c . 
Without t h i s a u x i l i a r y , a p i ece o f the bes t music , heard f o r 
the f i r s t t ime, might be s a i d to mean something, but we should 
not be ab le to say what. I t 'm igh t - i n c l i n e the hear t to 
s e n s i b i l i t y ; but poe t ry , or language, would be necessary to 
improve tha t s e n s i b i l i t y i n t o a r e a l emotion, by f i x i n g the 
fancy upon some d e f i n i t e and a f f e c t i n g i d e a s . A f i n e 
in s t rumen ta l symphony w e l l performed, i s l i k e an o r a t i o n 
d e l i v e r e d w i t h p r o p r i e t y , but i n an unknown tongue; i t may 
a f f e c t us a l i t t l e , but conveys no determinate f e e l i n g ; we 
are alarmed, perhaps, or mel ted , or soothed, but i t i s very 
i m p e r f e c t l y , because we know-hot why: - - the s i nge r , by t a k i n g 
up the same a i r , and a p p l y i n g words to i t , immediately t r a n s 
l a t e s the o r a t i o n i n t o our own language; then a l l u n c e r t a i n t y 
van i shes , the fancy i s f i l l e d w i t h determinate ideas , and 
determinate emotions take possess ion o f the hear t" (p. 465). 
Therefore , w h i l e t h e i r p o i n t o f departure d i f f e r s , both Ar teaga 
and B e a t t i e concur on the s u i t a b i l i t y o f the un ion o f music 
and poe t ry . 

Q-] 

See Abrams, pp. 84-88. I n Chapter IV o f h i s Essay on Poe t ry  
and M u s i c , B e a t t i e p o i n t s out tha t both music and poe t ry g a i n 
from the un ion o f the two a r t s , but he emphasized the b e n e f i t 
o f tha t un ion to music which, "to a c e r t a i n degree imperfec t" 
when I t s 'mean ing i s vague and ambiguous, ga ins i n express ive 
powers through i t s un ion w i t h poe t ry (pp. 461-66). 

Already i n I692 Cha r l e s P e r r a u l t had remarked on the h ighe r 
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emotional power o f song i n comparison w i t h the spoken word. 
O l i v e r c l a ims tha t P e r r a u l t ' s " d e f i n i t i o n of. song as exa l t ed 
speech became--- the touchstone o f French o p e r a t i c c r i t i c i s m 
f o r more than a century" (The E n c y c l o p e d i s t s , p . 13). See 
a l so E . F u b i n i , G l i e n c i c l o p e d i s t i e l a musica, pp. 30-32. 
Dide ro t a l so h e l d the same p r i n c i p l e (see Bardez, p . 68 et 
pass im) . 

Q o 
- ' R i v o l u z i o n i , I , 14-16. 

84 
But Ar teaga does admit "che non ogni argomento d i s t o r i a 

e p r o p r i o d e l l ' o p e r a , siccome non e impropr io ogni soggetto 
f avo loso" ( R i v o l u z i o n i , I , 4-9-52). 
8 ^ A r t e a g a t r a n s l a t e s from d 'Alember t and Marmontel : "Presso 
d i n o i d i c e i l pr imo, l a commedia e l o spe t t aco lo d e l l o s p i r i t o : 
l a t r a g e d i a q u e l l o d e l l ' a n i m a : 1 'Opera q u e l l o d e i s e n s i . L 'Opera , 
d i c e i l secondo, non e che i l m a r a v i g l i o s o d e l l ' E p i c a t r a s f e r i t o 
a l Teatro" ( R i v o l u z i o n i ' T> 46 ) ; For a d i s c u s s i o n o f the 
E n c y c l o p e d i s t s ' c o n f l i c t i n g op in ions on the m e r v e i l l e u x as 
an element o f the opera, see O l i v e r , pp. 47-53-

86 v 
" I I f i n e u l t i m o d e l l a t r a g e d i a , e d e l l ' O p e r a e dunque l o 

s tesso , ne s i d i s t inguono se non p e i mezz i , che v i conducono: 
q u e l l a per l o sv i luppo p i u c i r c o n s t a n z i a t o d e ' c a r a t t e r i , e 
d e g l ' a f f e t t i , questa p e i p r e s t i g j d e l l a i l l u s i o n e , e d e l l a 
melodia" ( R i v o l u z i o n i , I , 46 ) . 

^ ^ R i v o l u z i o n i , I , 24-26. However, these charac te r s are some
t imes needed f o r the development o f the p l o t , but they must 
be kept i n secondary rQ le s which can be por t rayed by means o f 
s imple r e c i t a t i v e (Ij- 26-27). 

^ ^ R i v o l u z i o n i , I , 18-24. 

^ R i v o l u z i o n i - , I , 4 l . The emphasis i s mine-, 

90 
R i v o l u z i o n i , I , 53-57- Ar teaga c i t e s m support o f h i s view 

the theory o f the convent ion o f the happy ending r e f e r r e d to 
by F r i e d r i c h M e l c h i o r Grimm i n h i s a r t i c l e on the "Poeme l y r i q u e " 
i n the Encyc loped ie , ou D i c t i q n n a i r e ra i sonne des s c i ences ,  
des a r t s et des me t i e r s (1765)• 
91 

Arteaga seems to be the f i r s t to underscore t h i s important 
i n t e r p r e t a t i o n o f the nature o f the p a r t n e r s h i p . The concept 
o f the opera as a un ion o f a r t s i n which each component works 
towards c r e a t i n g a p e r f e c t whole was commonplace enough, but 
what does not seem to have been s p e c i f i c a l l y def ined before 
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Arteaga was the e p i s o d i c q u a l i t y o f the u n i o n . 

9 2 A l l o r t o , p . 141. 

9 3 R i v o l u z i o n i , I , 51-52, 40 -41 . 

gL 
y R i v o l u z i o n i , I , 59' Ar teaga d i d 'not complete e i t h e r the 
L e t t e r e m u s i c o - f i l o l o g i c h e or the t r e a t i s e De l r i tmo sonoro  
e d e l r i tmo muto n e l l a musica d e g l i a n t i c h i . B a t l l o r i 
pub l i shed the incomplete manuscr ip ts i n 1944. For f u l l 
b i b l i o g r a p h i c a l d e t a i l s , see Note 2 to t h i s Chapter . 

^ R i v o l u z i o n i , m , 16-17. 

9 ^ L a b e l l e z a i d e a l , p . 95• The chapter " Idea l en l a musica y 
en l a pantomima" i n L a b e l l e z a i d e a l , pub l i shed s i x years 
a f t e r the appearance o f the f i r s t volume o f the R i v o l u z i o n i , 
i s b a s i c a l l y a r ework ing o f the ideas expressed i n the e a r l i e r 
t r e a t i s e on melodramma. 

9 7 R i v o l u z i o n i , I I , 265; I , 20-21. Ar teaga p r a i s e s Me tas t a s io 
f o r d i s t i n g u i s h i n g between what should be sung by the human 
v o i c e and what should be expressed by i n s t rumen ta l music a lone 
( I I , 263). 

^ ^ R i v o l u z i o n i , I I , 269-

" T h e connec t ion between music and mathematics i s present i n 
Western thought from the t ime o f Pythagoras . The most famous 
French composer o f the e igh teen th century , Jean P h i l i p p e Rameau, 
r e s t a t e d i t f o r c e f u l l y i n h i s T r a i t e de l ' h a r m o n i e r e d u i t e a  
ses p r i n c i p e s n a t u r e l s (1722) and h i s l a t e r w r i t i n g s . Rameau 

-cla imed tha t harmony was based on geometry, and tha t melody 
de r ived from harmony. On the disagreements between Rameau 
and the E n c y c l o p e d i s t s concern ing the r e l a t i v e s u p e r i o r i t y 
o f melody or harmony, see O l i v e r , pp. 100-12; Snyders, pp. 
71-137; E . F u b i n i , G l i e n c i c l o p e d i s t i e l a musica, pp. 59-91. 

^ Q ^ R i v o l u z i o n i , I , 26-28; I I I , 22-25. Th is concept was not 
grasped, f o r i n s t a n c e , by A l g a r o t t i f o r whom the a t t r a c t i o n 
o f the accompanied r e c i t a t i v e would merely be to reduce- the 
d i s p a r i t y between r e c i t a t i v e and a r i a , w h i l e the r 6 l e o f the 
music would he to r e i n f o r c e the poe t ry , r a t h e r than to ac t 
i n a coope ra t ive c a p a c i t y as envisaged by A r t e a g a . 

^ ^ R i v o l u z i o n i , I , 28. 
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±[JC"Jj& sua maniera d ' i m i t a r e e c o s i inde te rmina ta e g e n e r i c a , 
i s a g r i f i z j che c i c o s t r i g n e a f a r e n e l l a p o e s i a e n e l l a 
declamazion n a t u r a l e sono t a n t i , s i r e p l i c a t i e s i g r a n d i , 
i segni e s t e r i o r i d e l l e p a s s i o n i , che servono d i ma te r i a a l 
l i n g u a g g i o m u s i c a l e , sono c o s i poco e n e r g i c i e c o s i ambigui 
. . . i p u n t i i n somma d o v ' e l l a pub a f f e r r a r e g l i o g g e t t i 
sono s i o s c u r i e s i r a r i che l a musica non c i o f f r i r e b h e 
verun compenso, ne meri terehbe g l i omaggi d e l l e persone d i 
gusto se l ' a r t e d ' i l l e g i a d r i r e l e cose, e per conseguenza 
una d i s c r e t a l i c e n z a n e g l i ornamenti non s u p p l i s c e i n l e i 
a l l e a l t r e mancanze" ( R i v o l u z i o n i , I I I , 33-35)-

1 Q 3 R i v o l u z i o n i , I I , 295-300. 

104 . 
R i v o l u z i o n i , I I I , 29-

^Arteaga b e l i e v e d tha t the a r i a "dee con rag ione ch iamars i 
i l capo d 'opera d e l t e a t ro drammatico" ( R i v o l u z i o n i , I I , 133)-
Rousseau had a l r eady expressed a s i m i l a r v iew i n h i s L e t t r e  
sur l a musique f r a n c o i s e , i n which he desc r ibed a r i a s as 
"grands morceaux de musique i t a l i e n n e q u i r a v i s s e n t , ces: chefs-
d 'oeuvre de genie q u i a r rachen t des larmes, q u i o f f r e n t l e s 
tab leaux l e s p l u s frappans . . . et por ten t dans l ' ame toutes 
l e s pass ions q u ' i l s expriment" (ed. i n Oeuvres completes de  
J . J . Rousseau, I I I [ P a r i s : Houssiaux, 1853J> 536)- A few 
years l a t e r , Grimm presented an analogous o p i n i o n i n h i s 
a r t i c l e "Poeme l y r i q u e " : " L ' a i r , comme l e p lus pu i s san t 
moyen du composi teur , d o i t e t re r e s e r v § aux grands tab leaux 
et aux moments subl imes du drame l y r i q u e " (Encyc loped ie , X I I 
[1765], 826). 

1 0 6 A b r a m s , pp. 73-7*1-. 

^ w ' ' N a t a l i agrees w i t h Ar teaga tha t P l a n e l l i wished to have 
the melodramma composed on ly o f r e c i t a t i v e ( N a t a l i , I I S e t t e  
cento , I I , 810). Th i s c o n c l u s i o n i s s u r p r i s i n g , as P l a n e l l i 
devotes s e v e r a l passages o f h i s t r e a t i s e to a d i s c u s s i o n o f 
the a r i a and i t s compos i t i on . I t i s t rue tha t he s t a t e s (as 
does A l g a r o t t i ) t ha t the r e c i t a t i v e can a t t imes be s u p e r i o r 
i n q u a l i t y to the a r i a ; nor does he deny tha t the melodramma 
would ga in i n d i g n i t y i f i t were composed e n t i r e l y i n r e c i t a t i v e : 
"Io non vo 'negare , che p i u d i g n i t o s o r iusce rebbe i l Melodramma, 
se t u t t o i n e s s i fosse r e c i t a t i v o , come furono t u t t i i l , . 
Melodrammi f i n o a ' p r i m i armi d e l d i c i a s e t t e s i m o seco lo" 
(T ra t t a to d e l l ' o p e r a i n . musica , p . I83) . He does however defend 
the custom o f hav ing the a r i a express the pas s ion tha t grows 
from the r e c i t a t i v e , and he f e e l s tha t the adverse c r i t i c i s m 
o f the a r i a i s the r e s u l t o f the abuses p r a c t i c e d by composers 
and a r t i s t s , and tha t g i v e n the proper mus i ca l accompaniment, 
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the a r i a would be capable o f moving the hear t o f the spec ta to r s 
(T ra t t a to d e l l ' o p e r a i n musica , p . 94). I t i s perhaps the 
extreme s i m p l i c i t y o f s t y l e i n the poe t ry and m u s i c a l 
accompaniment advocated by P l a n e l l i t ha t l eads Ar teaga (who 
defended—with r e s e r v a t i o n s — t h e b e l canto a r i a ) to h i s 
conc lus ions concern ing the i n t e n t o f the author o f the T r a t t a t o  
d e l l ' o p e r a i n mus ica . 

108 
R i v o l u z i o n i , I I I , 270~71n. The E n c y c l o p e d i s t s g e n e r a l l y 

p r e f e r r e d the a r i a o f the I t a l i a n opera, a l though Marmontel 
i s an e x c e p t i o n : "Mais veut -en nous persuader que ses a i r s , 
qu ' on a p p e l l e en I t a l i e , a i r s de bravoure , a i r s de s t i ne s a 
f a i r e b r i l l e r l a v o i x , so i en t l a Musique I t a l i e n n e par 
e x c e l l e n c e & par essence? De l ' a v e u des I t a l i e n s - m § m e s , ce 
n ' e s t la. qu 'un v a i n l u x e , & qu 'un abus de l e u r s r i c h e s s e s : ce 
n ' e s t pas ce q u ' i l s nous proposent d ' i m i t e r de l e u r Op§ra . L a 
p a r t i e sublime de l e u r Musique, c e l l e q u ' i l s admirent s e r i e u s e -
ment, ce sont des r e c i t a t i f s obliges du p lu s grand ca rac t e re" 
( E s s a i sur l e s R e v o l u t i o n s , p . 182). 

^ Q ? R i v o l u z i o n i , I , 53-54- Ar teaga does not spend much time 
i n a d i s c u s s i o n o f the r u l e s . The aim of the Enl ightenment 
was no l onge r tha t o f s e t t i n g up r u l e s as such, but r a t h e r 
tha t o f i n v e s t i g a t i n g the p r i n c i p l e s o f t h i n g s . 

1 1 0 R i v o l u z i o n i , I , 42-54. 

1 1 1 R i v o l u z i o n i , I I I , 171-84. 

112 
R i v o l u z i o n i , I I , 78-176- Ar teaga has been accused o f s e l f -

c o n t r a d i c t i o n i n h i s chapter on M e t a s t a s i o , o f f i r s t p r a i s i n g 
and then apparen t ly c r i t i c i z i n g the same p o i n t s . G i a z o t t o , f o r 
example, concludes tha t the praise- . o f Metas tas io seems-"";quasi 
messa contro v o g l i a , d e t t a t a da a l c u n i c o n s i g l i e con f i n i 
n a s c o s t i , " w h i l e the s e c t i o n on the defec ts "pare l a p i u 
spontanea e l a p i u i n t e l l i g e n t e " (Poes i a melodrammatica, p . 
116) . Ar teaga was h i m s e l f aware tha t he was open to such 
charges i n h i s s e c t i o n on M e t a s t a s i o , and he the re fo re se t 
out to defend h i m s e l f i n a note to h i s t e x t ( R i v o l u z i o n i , I I , 
157-58n). 

1 1 3 R i v o l u z i o n i , I I , 177-82. 

11 4 

R i v o l u z i o n i , Chapters X I I I - X V . 

• ^ R i v o l u z i o n i , I I I , 237-41. 

^ ^ R i v o l u z i o n i , I , 80. 
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117 
1 R i v o l u z i o n i , I , 82. 

118 
C f . R i v o l u z i o n i , I , 66-67, and Rousseau's L e t t r e sur l a  

musique f r a n g o i s e , pp. 524-57' Ar teaga a l s o c i t e s the very 
stanzas from Tasso quoted by Rousseau to show the harmonious 
q u a l i t i e s o f the I t a l i a n language, and to defend i t from the 
a c c u s a t i o n o f effeminacy ( c f . R i v o l u z i o n i , I , 71-73, and L e t t r e  
sur l a musique f r a n g o i s e , p . 527)• 
" ^ 9 C f . R i v o l u z i o n i , I , 66 and 73, and B a r e t t i ' s D i scou r s sur  
Shakespeare, ed. Francesco B i o n d o l i l l o (Lanc iano : Carabba, 
1911), pp. 120-23. 

120 
C f . R i v o l u z i o n i , I , 71 and 82, and B e t t i n e l l i ' s D i sco r so  

sopra l a poes i a , pp. 187-88 and 192. 
121 

C f . [Alessandro V e r r i ] , " R i n u n z i a a v a h t i no ta io d e g l i a u t o r i 
d e l presente f o g l i o p e r i o d i c o a l Vocabo la r io d e l l a C r u s c a , " I I  
Caf fe , No. 4 (1764; r p t . and ed. Serg io Romagnoli [ M i l a n o : 
F e l t r i n e l l i , i 960] ) , p . 40. 
122 

C f . R i v o l u z i o n i , I , 68-69 and 83, and C e s a r o t t i , Saggio, 
pp. 19-22, 56-60. 

123 
- ' O l i v e r ' s t r a n s l a t i o n o f t h i s passage from R i v o l u z i o n i , I I I , 

111 ("The p l o t s taken from h i s t o r y and the p r e v a i l i n g t r end o f 
I t a l i a n opera no l o n g e r make good thea te r" [The E n c y c l o p e d i s t s , 
p . 131]) i s acephalous, beg inn ing i n the middle o f A r t e a g a ' s 
sentence and hence m i s r e p r e s e n t i n g the p o i n t he i s t r y i n g to 
make, i . e . t ha t i t i s the f a i l u r e to f o l l o w M e t a s t a s i o ' s example 
tha t has caused a d e c l i n e i n the q u a l i t y o f melodramma, not 
t ha t Ar teaga b e l i e v e s tha t h i s t o r i c a l subjec ts are u n s u i t a b l e 
per se . 
124 

R i v o l u z i o n i , I I I , 111. 
125 

- ' R i v o l u z i o n i , I I I , 119-25 . "[D]opo avere n e l l a sua 
d i s s e r t a z i o n e sopra Metas ta s io i n a l z a t o f i n e a l l e s t e l l e i l 
mer i to d e l poeta cesareo, e poste n e l p i u ch ia ro lume l e 
s t ranezze e l e i r r e g o l a r i t a d e l s is tema melodrammatico f rancese , 
s ' a v v i c i n a p o i a l t r e t t a n t o n e l l a esecuzione a questo, quanto s i 
d i s p a r t e d a i r e t t o s en t i e ro i n d i c a t o da q u e l l o a i p o e t i 
i t a l i a n i " (p . 121). C a l z a b i g i deeply r e sen ted -Ar t eaga ' s 
a n a l y s i s o f h i s l i b r e t t i , and he r e p l i e d w i t h h i s mordant 
R i s p o s t a d i Don S a n t i g l i a n o (1790) . 

1 2 6 A l l o r t o , pp. 136-37. 
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127 R i v o l u z i o n i , I I , . 2 5 2 . 

128 
R i v o l u z i o n i , I , x x - x x i , x x v i i i , x l i i . 

1 2 ? L e t t e r dated 15 May 1790, c i t e d i n B a t l l o r i , "Arteaga e 
B e t t i n e l l i , V- p . 101. 

1 3 ° " A r t e a g a e B e t t i n e l l i , " p . 101. 

131 
J L a b e l l e z a i d e a l , pp. 131-32, 156. On p . 155 he w r i t e s ; 

"Toda l a Europa, por ejemplo, aplaude e l t a l e n t o de Shakespeare, 
cuya pluma r e t r a t o con t a l e v i d e n c i a l o s puntos mas f i n o s de 
l a s pasiones y de l o s ca rac t e re s de l o s hombres, que parece 
negado a l a humana capacidad e l i r ade lan te . . . . Shakespeare 
parece e l i n t S r p r e t e de l a n a t u r a l e z a , dest inado por e l l a a 
ser e l espejo que represents- con pun tua l idad sus movimlentos 
mas i m p e r c e p t i b l e s . " However, he then goes on to add: "Pero 
cuando se r e f l e x i o n a sobre l o s enormes defectos a que dio l u g a r 
en e l poeta i n g l § s l a escrupulosa e x a c t i t u d en i m i t a r l o na tu r a l ; 
cuando se l.een l a s bajas expres iones . . . cuando se ven i n -
f r i n g i d a s . . . l a s r e g l a s de unidad . . . cuando se observa 
su e s t i l o , ya pomposo fuera de sazon, ya l axo y d i fuso . . . e l 
l e c t o r ya no puede menos de d i s g u s t a r s e viendo de lan te de sus 
ojos l a r e p r e s e n t a c i o n de una n a t u r a l e z a tan cargada de 
impe r f ecc iones . " 

^ R i v o l u z i o n i , I I , 252 and 137 i I I I , 358. 

1 3 3 A l l o r t o , p . 142. A l l o r t o judges what he terms as A r t e a g a ' s 
incomprehension o f G l u c k ' s reform to be a l l the more s e r i o u s 
i f h i s p o s i t i o n i s compared to P l a n e l l i ' s o p i n i o n o f Gluck as 
expressed i n "quel t r a t t a t o che 1 ' A r t e a g a aveva a s s e r i t o d i 
conoscer bene" (p . 143) , and from which A l l o r t o quotes : "Questa 
musica [ G l u c k ' s A l c e s t e ] e s i conforme a l l ' i d e a q u i espressa 
d e l l a Mus ica T e a t r a l e , c h ' i o , o s se rva ta c o s i ben i n t e s a 
composizione, mi s e n t i i inondar l ' a n i m o da un m a r a v i g l i o s o 
p i a c e r e i n considerando, che mentre i n questa estrema pa r te 
d 'Europa i o stendea un t e o r i c o saggio , ma debo l i s s imo , e 
breve, d i q u e l l a M u s i c a ; i n a l t r a pa r t e un degno Professore 
ne mostrava s i sensatamente l a p r a t i c a " (T ra t t a to d e l l ' o p e r a , 
p . 148) . A l l o r t o then adds: "Per i l P l a n e l l i 1 ' ope ra d i 
Gluck e sau r i s ce , con l ' a u t o r i t a d i una compiuta esper ienza 
a r t i s t i c a , i l p rece t t i smo s u l l ' o p e r a mus ica l e " (p. 144) . I t 
seems, however, t ha t A l l o r t o ' s c o n c l u s i o n s on P l a n e l l i a re , 
a t t h i s p o i n t , premature, f o r a f t e r quo t ing G l u c k ' s preface 
to A l c e s t e , P l a n e l l i q u a l i f i e s h i s p r a i s e o f Gluck w i t h these 
words: "E se fosse s ta to anche p i u parco n e l l e r e p l i c h e d e l l e 
p a r o l e , .e n e l l ' u s o d e g l i s t r o m e n t i ; avrebbe f a t t a una Mus ica 
T e a t r a l e to ta lmente secondo i l mio cuore" (T ra t t a to d e l l ' o p e r a , 
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p . 151)- Th i s would suggest tha t G l u c k ' s i n s t rumen ta t i on was 
not understood hy P l a n e l l i e i t h e r . 

1 ^ R i v o l u z i o n i , I I , 326-27. 

1 3 5 A l l o r t o , p . 146. 

136 
^ Hea r t z , "Opera and P e r i o d i z a t i o n , " p . 167. 

^-^The E n c y c l o p e d i s t s , p . 132. See a l s o Riccardo M a l i p i e r o , 
L ' o p e r a n e l Set tecento (Roma: F r a t t i n a , 1970), pp. 50-52. 

^ 3 8 D o n a l d J . Grout , A H i s t o r y o f Western Music (New Y o r k : 
Nor ton , 1973), P- L6~; O l i v e r , p . 143; P . H . Lang, Music  
i n Western C i v i l i z a t i o n , p . 558. 

139 
- ^ R i v o l u z i o n i , I I , 160. Ar teaga i s frequent and l a v i s h i n 

h i s p r a i s e o f Me tas t a s io and when speaking i n genera l terms, 
he makes o f him the one who has pe r f ec t ed melodramma. For 
example^: " [E ] c o s i l a t r a g e d i a mus i ca l e , che f r a l e mani 
d e l l ' i l l u s t r e poeta cesareo avea tocca to l a p e r f e z i o n e . . . . " 
( R i v o l u z i o n i , I I I , 383). Or a g a i n : "Metas ta s io , i l p i u gran 
g i u d i c e i n f a t t o d i musica e d i s t i l e mus ica l e" ( l e t t e r to 
B e t t i n e l l i , quoted hy B a t l l o r i , "Arteaga e B e t t i n e l l i , " p . 100). 
But i t i s when Ar teaga i s d e a l i n g s p e c i f i c a l l y w i t h Metas t a s io 
as a reformer tha t he expresses r e s e r v a t i o n s : " [ A ] s s e r i r 6 
francamente che n e l caso che non r i s o r g a un n o v e l l o s p i r i t o i n 
I t a l i a s i m i l e a l n o h i l d i s c e p o l o de l Grav ina , i l qua le , 
promovendo l e d i l u i v i r t u , compisca c i o c h ' e g l i non ebbe 
coraggio d ' i n t r a p r e n d e r e , i l melodramma e per cadere i n un 
grado d i depravazione non d ive r so da q u e l l o , i n c u i g i aceva 
n e l secolo passato" ( R i v o l u z i o n i , I I I , 112) . 

^ A l l o r t o , p . 143. 

141 
"Arnaud, F r a n c o i s , " G r o v e ' s D i c t i o n a r y o f Music and  

M u s i c i a n s , 1954 ed. In Grove i t i s s t a t ed tha t such men as 
J . F . de L a Harpe, a very i n f l u e n t i a l c r i t i c , and Marmontel 
found the Abbe Arnaud to be a redoubtable d i s p u t a n t . Most 
o f h i s w r i t i n g s on the G l u c k - P i c c i n n i q u a r r e l are to be found 
i n Leb lond , Memoires. 

- ^ R i v o l u z i o n i , I I I , 240-41. 

143 
^ R i v o l u z i o n i , I I I , 284n. The t e x t tha t Ar teaga reproduces 

i s t ha t o f Arnaud ' s L e t t r e sur l a musique a. M. l e cqmte de  
Cay lus , p u b l i s h e d i n 1754 ( R i v o l u z i o n i , I I I , 243-84) . 
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^ R i v o l u z i o n i , I I I , 270-79-

"'-^See, f o r example, Arnaud ' s L a So i r ee perdue a 1 'Opera ( i n 
Memoires, pp .46-56), i n which Arnaud c r i t i c i z e s the opera 
where "Les Instruments accompagnent l a v o i x , comme un v a l e t 
accompagne son m a i t r e " (p . 5*0 > see a l so h i s L e t t r e sur  
I ph igen ie en Taur ide , and h i s L e t t r e au P . M a r t i n i , both i n 
Memoires, pp. 432-35 and 240-48. 

146 
Arteaga c l a ims to present Arnaud ' s l e t t e r "cor reda ta con 

a lcune mie note a maggior i l l u s t r a z i o n e de l l ' a rgomento" 
( R i v o l u z i o n i , I I I , 242) . I t should be noted, however, t ha t 
the anno ta t ion to the l e t t e r i s f o r the most pa r t Arnaud ' s , 
Ar t eaga ' add ing on ly three b r i e f no tes , i n c l u d i n g the one on 
Brown (which i s i n f a c t the on ly one tha t dea ls w i t h r e fo rm) . 
1 4 7 

' P u b l i s h e d i n 4 volumes ( P a r i s : P i e r r e s , 1780), the E s s a i 
i s cons idered the f i r s t French encyc loped ia o f music . La Bord 
had been i n contac t w i t h P . M a r t i n i about h i s work ( Z a c c a r i a , 
p . 128), and we can suppose t ha t M a r t i n i would have possessed 
a copy i n h i s vas t l i b r a r y . P roo f o f A r t e a g a ' s knowledge o f 
the work can be found i n the I n t r o d u c t i o n to h i s t r a n s l a t i o n 
o f Arnaud ' s l e t t e r i n the R i v o l u z i o n i ; i t bears a s t r i k i n g 
s i m i l a r i t y to L a Borde ' s I n t r o d u c t i o n to the same l e t t e r i n 
h i s E s s a i ; both men p r a i s e Arnaud, express t h e i r r e g r e t tha t 
the l onge r work he had planned on music was not completed, 
and both g i v e as t h e i r reason f o r p u b l i s h i n g the l e t t e r i n 
i t s e n t i r e t y the f a c t tha t i t had become very r a r e . C f . A r t e a 
R i v o l u z i o n i , I I I , 241-42, and L a Borde, I I I , 547-48. Arnaud ' s 
l e t t e r i s reproduced i n V o l . I l l o f the E s s a i , pp. 5^1-67. 

148 
In the "Discorso p r e l i m i n a r e , " Ar teaga r ecogn izes tha t the 

a r t i s t i s e s s e n t i a l , when he w r i t e s tha t i n order to put i n t o 
e f f ec t the dramatic system tha t he envisages , one must f i n d 
u n i t e d i n one person the t a l e n t s not on ly o f a ph i lo sophe r l i k 
Locke , or a grammarian l i k e du M a r s a i s , but a l so "d 'un musico 
come Hendel , o P e r g o l e s i , e d 'un poeta come Me ta s t a s io" 
( R i v o l u z i o n i , I.,' x i i ) . "'. 

- ^ R i v o l u z i o n i , I I I , 70-71-
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Conclusion 
i 
See Norman Del Mar, Richard Strauss: A C r i t i c a l Commentary  

on His L i f e and Works (London: Barrie & Jenkins, 1972), I I I , 
245• The circumstances of the composition of Capriccio are 
dealt with hy Del Mar, I I I , 179-245. See also Strauss' 
preface to Capriccio, published i n Strauss, Recollections and  
Reflections, ed. W i l l i Schuh, trans. L. J. Lawrence (London: 
Boosey & Hawkes, 1953), PP- 106-110. 
2 
This i s Strauss' own phrase, c i t e d i n Del Mar, p. I83. 

3C. M. Bowra, Primitive Song (Cleveland: World Publishing Co. 
1962), p. 29. 

4 
Bowra, pp. 36-40. The remarks of an Eskimo song-maker on 

the creative process are rather s t r i k i n g , as they have t h e i r 
d i r e c t counterpart i n Arteaga: "'Songs are thoughts, sung 
out with the breath when people are moved by great forces 
and ordinary speech no longer s u f f i c e s * " ( c i t e d by Bowra, 
p. 36). 

^Poetics, 1448 b-1449 a. 
See, for example, Hendrik van der Werf, The Chansons of the  

Troubadours and Trouveres: A Study of the Melodies and Their  
Relation to the Poems (Utrecht: Oosthoek, 1972), pp. 37-38. 

r I n addition to the i n d i v i d u a l c r i t i c s studied i n the pre
ceding chapters, we may also point out Antonio Conti, Preface 
to his Prose e poesie, I (Venezia: Pasquali, 1739)5 Melchiorre 
Cesarotti, D e l l ' E p i s t o l a r i o , i n Opere, vols. 35-40; Cesare 
Beccaria, "Notes," i n Memoires de l a revolution operee dans  
l a musique, pp. 57-58; P. Verr i and A. V e r r i , Carteggio di 
Pietro e Alessandro V e r r i , ed. Emanuele Greppi et a l . , 12 
vols. (Milano: Giuffre, 1910-42); P. V e r r i , "La Musica," 
I I Caffe, 2, No. 8 (1765), ed. Romagnoli, pp. 343-47; 
V i t t o r i o A l f i e r i , V i t a s c r i t t a da esso, ed. Lui g i Fasso i n 
vo l . I of Opere ( A s t i : Casa d ' A l f i e r i , 1951); and S a t i r a IX 
i n V i t a , rime e s a t i r e , Vol. I of Opere, ed. Lui g i Fasso ~ 
(Torino: U.T.E.T., 1949), cap. i i ; and "Risposta dell'autore 
[ a l Calzabigi]," ' i n Tragedie, ed. Bruscoli v, I, 38-54; and 
Preface to Abele, i n Tragedie (Firenze: Le Monnier, 1926), 
v o l . I I . These writings make no s i g n i f i c a n t contributions 
to the discussions on' melodramma and for that reason have 
not been examined i n the present study, 
p 
Poesia melodrammatica, pp. 17&-77. 

^ L i b r e t t i d'opera e . a l t r i saggi (Firenze: Vallecchi, 1974), 
p. v i i ' i , 
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