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that Jommelli's style changed radically during his sojourn in Stuttgart, and that the change was due to German influences. T h e origins of this thesis go back to the early 1770s. Jommelli had completed sixteen years (1753 to 1769) in the service of the Duke of Wiirttemberg, first in Stuttgart and later in Ludwigsburg. H e had then returned to his native village of Aversa, and begun to write operas for Naples and Rome. Charles Burney, who was in Naples in 1770 and heard Demofoonte performed there, claimed that Jommelli had three stylistic periods: T HAS LONG BEEN HELD



1



Before he went to Germany, the easy and graceful flow of Vinci and Pergolesi pervaded all his productions; but when he was in the service of the Duke of Wiirttemberg, finding the Germans were fond of learning and complication, he changed his style in compliance with the taste and expectations of his audience; and on his return to Italy, he tried to thin and simplify his dramatic Music, which, however, was still so much too operose for Italian ears. It is questionable how much of the music from Jommelli's Stuttgart years either Burney or his Italian contemporaries actually knew. Judging from the scarcity of surviving copies of those operas as compared with the large number of extant manuscripts of his early and late works, the Stuttgart operas were probably not widely known outside of Germany. More than likely, Burney was basing the above statements on hearsay rather than on actual knowledge. Certainly, the opinion that Jommelli's music had been corrupted by German influences was strong in Naples at the time Burney was there. As Jommelli's friend, Saverio Mattei, a Neapolitan scholar, poet, and critic observed, "It is being spread abroad that he abused and corrupted his



1 Charles Burney, A General History of Music from the Earliest Ages to the Present Period (London, I 776), IV, p. 565.



3* 7 style in Germany, taking on a German harshness and forgetting the Italian f l ~ i d i t y . " ~ Lyn Tolkoff is the most recent scholar to hold that the outstanding characteristics of Jommelli's style after I 753 were not in evidence before the composer went to Stuttgart and were, therefore, acquired in germ an^.^ In her efforts to refute Abert's conclusions that Jommelli remained essentially Hasse's d i ~ c i p l eTolkoff ,~ compares two settings of Demofoonte: one written for Padua in 1743, just three years after Jommelli wrote his first serious opera; the other written for Stuttgart in I 764, and revised for repetition the following year at Ludwigsburg. In the process of successfully showing how far from Hasse's compositional ideals and practices Jommelli had come by I 764, Tolkoff leaves the reader with the understanding that the new stylistic elements apparent in the latter version were acquired after Jommelli went to Stuttgart in 1753. An examination of Jommelli's operas of the I 740s and early I 75os, rather than supporting this thesis, corroborates the view of Mattei: THE EVOLUTION OF JOMMELLI'S OPERATIC STYLE



Jommelli has neither corrupted nor changed his style although his last pages may be different from his first. Any writer who has exercised his pen for fifty years makes advances in certain virtues and falls behind in others because such are the imperfections of things human, and every age has its virtues and its defects. In his youth you find greater impetus and fluidity but less exactness: in his maturity you find greater exactness, but less impetus and greater [i.e., less] f l ~ i d i t y . ~



Jommelli was dedicated to a faithful and dramatic expression of the text, upon which he depended for musical inspiration. O n October 17, 1769, he wrote to his friend and librettist, Gaetano Martinelli:



"Va spargendo ch'egli ne avea fatto abuso, e che aveasi corrotto lo stile in Germania, affettando un'asprezza Tedesca, e dimenticandosi della fluidith Italiana." Saverio Mattei, Elogio del Jommelli o sia I1 progress0 della poesia, e musica teatrale (Napoli, r 785), p. 120. The Elogio is reproduced in Marita McClymonds, "Niccolo Jommelli: The Last Years" (Ph. D. diss., University of California, Berkeley, r 978), pp. 895-972. Audrey Lyn Tolkoff, "The Stuttgart Operas of Niccolo Jommelli" (Ph.D, diss., Yale University, r 974). Hermann Abert, Niccold Jommelli als Opernkomponist (Halle, I go8), p, 350. "Jommelli ne ha corrotto, ne ha cambiato lo stile, sebene le sue carte ultime sien differenti dalle prime. Ogni scrittore, che ha tenuto in esercizio la penna per cinquant' anni, si va avanzando in certe virtu, e va mancando in certe altre, perch6 tal' e I'imperfezione delle cose umane, ed ogni eta ha le sue virtu, ed i suoi difetti. Nel giovane ci troverete un maggior impeto, e una maggior fluidita, ma minor esattezza: nel vecchio ci troverete maggior esattezza, ma minor impeto, e maggior fluidita" Mattei, p. 123.
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Be persuaded, therefore, that every effect that you experience, and that you can experience in listening, the composer who writes with soul and mind has experienced first. I do not know how to, nor can I create in myself the illusion that carries me to that grade of passion that I need to write expressive music if my soul itself is not touched and does not feel it. A thousand times, I have found myself in similar, very difficult, straits. It is my absolute duty not to betray the words and to express them well, but it is neither my duty nor within my power to give the words that acumen of sensibility and of passion that they, of themselves, by their nature do not posses^.^



In his letters to the theatrical director of the Portuguese court, his employer from I 769 until his death, the composer expressed this concern over and over again. O n September 4, 1770, he wrote: I hope the cavatina enclosed here will not be displeasing. The nature of the same cannot be otherwise, owing to the state of mind of the charactersomewhat dazed and frozen by the surprise encounter with his supposeddead Semiramide.'



Concerning two new arias for Nitteti, "Mi sento il cor trafiggere" (II:8) and "Dicesa t la mia sorte" (III:8), Jommelli commented: The two arias included here are more for an expressive than a singing musician, but I did not know how I could have done them otherwise. Considering that they suit the words very well, my expedients will probably not be found extravagant or disproportionate.8



O n September 25, 1770, he admonished: I repeat on this occasion what it seems to me I have said more than once "Persuadetevi percib, che tutto l'effetto che prova, e pub provare ogni ascoltante; lo sente prima, e lo prova il compositore della musica, che scrive con anima, e ragione. 10 non so, ne posso farmi un' illusione che mi porti a quel grado di passione che mi i necessaria per fare una rnusica espressiva; se l'anima mia da se stessa npn n'e tocca, e non la sente. Mille volte mi son trovato in simile difficilissimi passi. E mio assoluto dovere il non tradire, e bene esprimere le parole; ma non e ne mio dovere, ne i gia nelle mie forze il potersi dare quell' acume di sensibilita, e di passione, che da per se stresse, di lor natura non anno." Transcribed in McClymonds, pp. 6 12-1 3. "La cavatina, che in questa accludo, spero che non sara per dispiacere: il carattere della med:a non pub essere diverso; stante la situatione dell' animo dell' attore, piuttosto stordito, e gelato dal sorprendente incontro della sua creduta morta Semiramide." Transcribed in McClymonds, pp. 643-4. T h e cavatina in question was "Vorrei spiegar l'affanno," from Semiramide riconosciuta, Act I , scene 4. "Queste ~ u d due : ~ arie qui accluso, sono piil per un musico espressivo, che per un musico cantante: ma non b saputo fare altrimenti. Considerate che si saranno ben bene le parole, non si troveranno forse stravaganti, o spropositati i miei ripieghi." March 20, r 770. Transcribed in McClymonds, p. 640.
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before, namely, that my pieces, if they are to have the correct feeling, the exact sentiment that I have given them, must be taken precisely at the tempo indicated. Rehearsals must determine this. A little faster or a little slower can make all the difference. This can hardly be guessed at first sight.9



This compositional ideal-the creation of expressive music-manifested itself in many ways: in a carefully shaped, sometimes declamatory vocal line; in the development of ever more powerful motivic, textural, dynamic, and harmonic effects; and in the exploration of orchestral resources. The same applies both to the aria, where the orchestra assumes an increasingly dominant role, and to the obbligato recitative, which steadily gained in importance. Indeed, Vogler declared that Jommelli often went beyond the poet: Sometimes his fancy took him far above the poet and was not satisfied with his instructions only-also little external incidents were of interest to him, and he knew how to use them. H e spoke without words, and let the instruments speak loudly when the poet was silent. l o



Ultimately, Jommelli developed a wide range of expressive musical options that went far beyond the Italian taste of the time. Thus the Neapolitans complained of learning and complication in his late operas, elements that expressed themselves, not in canons and fugues, as one unfamiliar with his music might assume, but in rich harmonies, sudden modulations, complex textures and motivic elements to which the Neapolitan audience was unaccustomed. A comparison of Jommelli's settings of Achille in Sciro for Vienna (1749) with his setting for Rome (177 1)'' makes it clear that many of the characteristics of Jommelli's style so greatly admired in his operas for Stuttgart and still apparent in his latest works did not originate in Germany but were already present in his pre-Stuttgart operas. "Riplico in questa occasione, quel che piu di una volta mi pare di aver detto: c i d : che le cose mie, perche abbiano il giusto sentimento che io gli o dato; devono esser prese a quel tale precis0 andamento notato: le prove sono quelle che devono fissarlo: un poco piu presto, o un poco piu adagio; puo fare il tutto. A prima vista; dificilmente s'indovina." Transcribed in McClymonds, p. 646. l o "Zuweilen flog er kuhn uber seine Dichter hinweg und begnugte sich nicht blos mit dessen Vorschrift-auch kleine aussere Umstande interessirten ihn, und wuste sie ze benuzen. Er sprach ohne Worter, und liess die Instrumenten fort declamiren, wenn der Dichter schwieg." Georg Joseph Vogler, Betrachtungen der Mannheimer Tonschuk, V-VI (October-December, I 778), p. I 60. l 1 Achilk in Sciro (Pietro Metastasio), Vienna, Burgtheater, August 30, 1749 (MS score in A-Wn, 18000; libretto in A-Wn, 25825-A); Rome, Aliberti Theater, Carnival, I 771 (MS scores in D-B, F-Pn, I-Nc, and Acts I and I1 in I-Mc; libretto in I-Rsc). Library sigle are those of RISM.



JOURNAL OF THE AMERICAN MUSICOLOGICAL SOCIETY 3 30 Pressed for time in composing the 177 1 version, Jommelli borrowed freely from the Viennese setting, adopting much of the large-scale tonal plan (Jommelli devised such plans for his operas from the very beginning of his career), l 2 vocal incipits from arias, and other ideas as well. All of these borrowings the still creative mind of the composer transformed into a mature work. Jommelli's short-breathed, declamatory vocal lines and motivic use of basses and violas did not originate during the Stuttgart period, for they can be found in passages from the 1749 setpng, such as the one at the beginning of Deidamia's first aria, "No ingrato! amor non senti" (I:2) (Ex. I). Granted, such interpolations in the bass line as are found in the first two measures are the exception rather than the rule in Jommelli's early operas, where the bass is relegated to repeated notes and beat-keeping much of the time. Still; the seeds of Jommelli's future style are here in both the vocal and instrumental parts. Motivic dialogue between parts, whether imitative or not, placed within the context of a homophonic texture (Ex. I , mm. 18 and 19, between upper and lower parts) appears early in Jommelli's work and continues to be a textural option throughout his career. While these dialogues are more likely to appear in the upper parts, the lower parts are never entirely excluded from such activity even in Jommelli's earliest operas. Still other characteristics of Jommelli's mature style appear in the aria of I 749. There is no need to look further than the opening phrases for a four-part harmonic texture and strong dynamic contrasts. Here also one finds the practice of scoring for a single violin part plus viola and continuo in the opening ritornello, changing to two violins and continuo for most of the vocal sections. In addition, each line of text receives a different treatment, as often in Jommelli's later operas. Consistently with Jommelli's mature style, the four-part harmony in the aria of 1771 (Ex. 2 ) is maintained for a longer period of time, and the parts are balanced in such a way that the continuo is no longer necessary to fill in the middle register with missing tones of the harmony. The melody has become more elaborate, ornamented, and rhythmically varied, and the bass line has assumed a more important role, providing contrary motion, dropping the double bass for some figuration with the violin and viola, and later holding sustained tones. Passages where the late version is actually simpler than the early one are not infrequent. In this aria, the contrapuntal string writing in mea-



l2 For a fuller discussion of large-scale tonal planning in Jommelli's operas, see McClymonds, pp. 436-68.
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Example I Jommelli, Achille in Sciro (1749): " No, ingrato! amor non senti", mm, 18-25 Source: A-Wn.
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