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PREFACE

The eighteenth~century symphony could aptly be compared to
an iceberg, of which only one-eighth is visible above the surface.
The gsymphonies of Haydn and Mosart (and only the late ones at that)
make wp the visible parte These few eighteenth-century symphories
are the ones most frequently performed, and remain those generally
familiar to the public and to most musicians.

There exists, however, a vast quantity of symphoniss from this
period which is relatively unknown, These woxks, which are in
mamugeript part sets in libraries and have not been performed for
nearly two hundred years, bridge the gap from the Baroque period to
the mature symphonies of Haydn and Mosmart; they are the works in which
the symphonic fomm evolved, Without them, the symphonies of Haydn
and Mozmart might not have developed as they did. Yob, considering its
bulk, this area has undergone scant musicological ressarche—-and
same of this research has been inacaurate.l

Most of these symphonies were written by men whose names have
lang since passed into the limbo of obscure entries in music
dictionaries. Yet these works were certainly popular and widely
performed in their tims-ea fact attested to by the great quantity
of part sets, both printed and in mammscript, which still exists in
lFor example, present-day authorities no longer ascribe the whole
emergence of the symphony to Johann Stamits and the Mannheim School,
as did Hugo Riemamnn.
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many Buropean libraries. The recent Union Thematic Ca’caig,. of

2

Righteenth-Century Symphonieg lists over ten thousand incipits.
Publishers, then as now, were in business to make morey; copylsts
had to be paids If the demand for these works had not existed,

they would not have been duplicated so prolifically.

The purpose of this short study is an attempt to assess the
place of Niccold Jammelli (L71L-177L) in the development of the
symphony. Primarily remembered as an imporitant Neapolitan opera
composer, his longest held position was in the court at Stutigart,
Germany, As with g1l opera camposers of this period, his ginfordas
served the dual function of opera overture or independent concert
piece.

This study is based on nine Jomelli sinfonias (one of them in

two versions) fran three sources: six came from the Gimo Collection

of Italian Manuseript Music in the University Idibrary of Uppsala,
Sweden; three were procured from the Allgemeine Musikgesellschaft
in Zirich, Switgerland; one was obtained from the Library of Congress.

Those fram Zirich arrived in full-sized Xerax copies, while the
others are on microfilim,

All of the sinfonias were in copylsts! manuscript; none are
published versions. Most of the parts were copied on ten-stave
oblong paper and undoubtedly date from the eighteenth century,
2mis catalog, prepared by Jan La Rue (in collaboration with others),
has apparently not been published yet., It is described in articles by
La Rue in MiG and JAMS.

iii

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



probably fram within a few ysars of the actual camposgition,
Apparently none of these sinfonias is an autograph; however the
scope of this study--asnalysis of form and instrumentation~-does not
require autographs, As with most sinfonias of this period, these
exist only as sets of parts. Therefore the first task in writing
this paper was to recopy all of the works in score form.

Special tharks are due for the patient and wise guldance of
Dr. James Riley and for the able assistance in score copying and
typing by my wife Ruth.
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INTRODUCIION: THE SINFONIA

During the seventeenth century, the Italian opera overture
was known as the "Sinfonia avanti l'operat, By 1700, this sinfonia

had become standardized as a three-section form: fast, slow, fast.
Although examples of such a form occurred earlier, it is Alessandro
Scarlatti (1659-1725), founder of the "Neapolitan School®, who is
credited with establishing this as the normal Italian opera
overture form.t

This three-section framework (fast, slow, fast) was the most
noticeable characteristic of the Italian ginfonia, representing a
break with the older sonata da chiesa form which began with a slow

gsection. The French overture, which developed only slightly earlier
than the sinfonia, also began with a slow section.? However, the
ginfonia was a sharp break with tradition in anoﬁh:ar and perhaps

more important way--its texture, The sinfonia was decidedly
homophonic as opposed to the polyphonic barogue sonata and the fugal
allegro section of the French overture. It was this homophonic
texture which allowed themes and mﬁves to acquire individual
character, a process which was the basis of the clasgical symphony.
0f course, both the polyphonic baroque style and the new gallant style

1) noted earlier example of the tripartite form is A. Stradella's
Il Barcheggio (1681).

2game authorities trace the slow introduction of the fully developed
symphony back to the French overture.

1
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2
existed side by side during the first part of the eighteenth century,
but thanks to what Domld Jay Grout calls "the growing taste for simplicity,
ease, lightness of texture, tuneful melody, and facile ormamentation,"
the baroque style was fast losing popularityes

~The change fram polyphonic to hamophonic texture resulted in
a new type of melodye A typical baroque melodic line consisted of
a recognizable opening motive followed by a "spinning-out? process-—e
that is, a contimuation either derived fram the motive itself or
baged on abstract scale and broken chord patterns. On the other
hand, a typical gallant melody consisted of short melodic fragments,
uswally of distinctive shape and rhythm., These were often no more
than two bars long, and the composer frequently achleved length by
mere repetition, In the absence of any camplex polyphonic texture,
these fragments impress themselves on the listener as "themes",
Fram the gallant melody (ce 1720) to the mature works of Haydn and
Momart (c. 1780), there took place a gradual development in the
length and cohesiveness of these "themesg"; the short-winded fragments
became long, self-contained, logical musical thoughts.

The three-movement sinfonias of A. Scarlattl were rather modest
in scopes The three sections were often connected by half-cadences,

and the final section was usually in the form of a mimuet or gigae.h

3ponald Jay Grout, A Short History of Opera (New York: Columbka
: ) of Op :
University Press, 1%: )’ pomﬂ

)"For an example, see A, T, Davidson and W. Apel, Historical tholo

of lMusic (Cambridge, Mass.: Harvard University Fress, 1950 0e 259,
er references to HAM.)
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By 1740, the beginning of the period with which this study is concerned,
the three sections had lengthened to become separate movements, and
questions of tempo and meter had been largely standardized, Adam
Carse gives the following concise description of the sinfonia at this
time (which aptly fits the symphonies of Jommelli):

e « » an Allegro, usually in Common Time, of about 80 to 120

bars, energetic, showy and fully scored; an Andante which might

contain from 30 to 80 bars (varying according to the length of

the bar), lyrical and quietly scored; a final Presto of 100

or more bars, usually in 3/8 time, bustling and fully scored.

The whole might occupy only six or sevem mimtes in

perfornance,

Although originally conceived as an opera overture, some
sinfonias were also written for concert performance without any
comection to an operas In fact, ginfonlas which were writben
to precede operas usually had no thematic or dramatic relationship
with their opera, and were often performed as comcert pieces in their
own right. There was no musical difference whatever between the
independent sinfonia and ore written for an opera.

The first movement of the sinfonia nurtured the evolution of

sonata forme Reinhard Ge Pauly, in Music In the Classic Period,

gives the following table showing how somata farm evolved fram the
baroque binary form:6

SAdem Carse, 18th Century Syphonies (Londa: Gelliard, Ltde, 1962),
Pe 1Lle

6RBinhard G. Pauly, Music in the Classic Period (Englewood Cliffs,
Ne Je: Prentice-HaJIf'Ec., 965)s Pe .
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(Note: R indicates dominant or relative major)

BAROQUE SUITE MOVEMENY

No clear-cut theme) tthome!! = = = - =
. I contmuatd.on -, “ 1_ .

SINFONIA c. 1730

lgt theme -~ 2nd theme

R- 1]

lst theme - 2nd theme

. I- R

LATAR SINFONIA
lst theme - 2nd theme « = lst thame - 2nd theme
T - s -1

"SONATA FORMH
lst theme - trans, - 2nd theme -
. —[ closing section -

Expogition

(repeat often indicated)
4 lst theme - trans. - 2nd theme -

(modulating) . closing section |
- ¥-IT - - I-171
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As can be seen in the table, two major developments were
required before the true sonata form emerged: 1) the combrasting
second theme, and 2) the development section,

No single composer can be credited with the invention of the
contrasting second theme. At first, there was only a modulation to
the dominant (oxr relative major), but gradually this area took on
more character until in the hands of many cmmoéers, recognizable
gecond themes appeared. It should be noted that there was little
if any real conirast between the first and second themes initia]ly;
and that some composers (even in the time of Haydn) wrote sonata forms
without a clearly contrasting second theme at all, Among the camposers
who were active during the time when the second theme emerged are
Giugeppe Tartini (1692-1770), Rinaldo di Capua (1700=c. 1780), and
Ge B, Samartini (1701-1775)e7 Bathia Churgin considers Sumartini
"the first important mster of the symphonic form".8 There are well-
defined triadic themes in some of his first movements, although there
may be even more than two themes, and in keys other than tomic and
dominant, Sammartini did not write rezl development sections.

Tartini, Rimaldo, and Sammeriini belong to the generation before
Jormelli, By the time Jommelli and his contemporaries became active
(ee 1740), the second theme (in the daminant or relative major) was a
well-egtablished idea, However, a well-defined development section was
TFor a collection of Samar?ini's early symphonies (to ce. 1740), see
arvand nivor T Foaees TRy te B aTes H Yoo 2630 =

B%uz'gin, QP 9_5_{?_., Pe Te
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gbill lacking in the first movements of most of these ccmposers.9
The form of the sinfonials first movement during the time Jommelli
was active was basically that which Pauly in his table labels
ULater Sinfonia',

The sinfonias of this period have modest middle movements,
Usually marked Andante rather than pdagio, these sections were
often more lightly scored (i.e. wind instruments were tacit)s The
movements were usually in simple bimary or ternary fom, often based
on a single theme, and were short, as already noted in the quotation
fram Carse, The texture was typically that of a lyrical melody in
the first violinsg with a simple accompaniment in the other paris.

By Jamellits time, the third movement of the sinfonia had
lost its specific dance-like charactere It could be in any one of
the foms already mentioned (binary, ternary or rudimentary sonata),
or it could be a rondo, Pauly states that, "After 1750, rondos appear
with increasing frequency. w10 me things which these third movements
did have in cormon were their almost invariable 3/8 meter and their
fast tempo markings, usually Presto.

A1l of the Jommelli sinfonias which are included in this study
are in this three-movement form, a style which was;canﬁ.nued in the
works of many other composers including J. C. Bach (1735-1782) and
IThere had been isclated examples of fully developed sonata forms as
early as the ginfonia to Pallade trionfante (1722) of Francesco Contd
(1681-1732), according to the article Woymphony" in We Apel, ed.,
Harvard Dictionary of Music (Cambridge, Mass.: Harvard University Press,
I98L), pe 725,
0pauly, ope cite, pe 45
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even in the earlier symphonies of HMogaxte > However, during the
period of Jormellits activity some composers did write four-movement
symphonies with the addition of a mimuet, The earliest example of
this is ascribed to the Austrian Georg Mathias Mom (17L7-1750) in
his gymhony in D major of 1740,%2 Another Austrian composer who
m‘b*be four-movement symphonies was Georg Christoph Wagenseil (1715~
1777)

Perhaps the begt-known four-nmovement symphonies were composed
by Johann Stamits (1717-1757), founder of the so-called "Mannheim
Shool!, and by many of his followers in this school such as Fram
X. Richter (1709-1789), Christian Carmsbich (1731-1798), and Ignats
Holsbauer (1711-1783)e Stamitz published a Symphomy in D in 1755
(No, 1 in a collection titled Ia melodia Germanica) which is in four

movements and which uses the cresce il forte &3 Considered a very

Important figure in the development of the symphony, Stanitz was |
credited at one time with the invention of the orchestral cregcendo.
It is curious however, that standard sources are not explicit about the
specific dates of his works and do not say when he first used the
crescendoe

The :'msbrmentam_m of the sinfonia in the period beginning
Ce 1740 was fairly standard, The majority of works composed within this
Lone later Mosart symphony is also in three movements: Symphony No. 38
in D major, the "Prague", K. 50k
12See HAM No. 295 for the last movement of this worke An article by Jan

La Rue in Journal of the American Musicological Soc:.e:cg:, X.EII (1960),
18196, casts some doubt on the a.u’chsn’sicmy of

Lror an analysis, see Pauly, Ope Cibe, PPe 49-51.
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period are ginfonia 3 8 vocl, meaning four-part strings plus

two horns and two oboes or flutes. Published versions often state
“flutes or oboes", thereby making the work playasble by more orchestras.
There were also many sinfonia & 6 voci; strings plus two horns.

Larger cambinations were umugual wntil the 1770's when the sinfonia

a 10 voci became commom,

The presence of certain additional instruments was taken for
granted, howevere During this period, most orchestras were
directed from the harpsichord (although Mammheim was led by the
first violinist)e There are many passages in these sinfonias with
incomplete harmonies which the leader (often the composer) filled in
at the harpsichord, playing from a bass parte It was also expected
that a bassoon would double the bass line, a carry-over from the

baroque basso continuo. It was not until the 1780%s that bassoons

generally had a separate parte Adam Carse cites as an example of this
practice a bound part book in his possession labelled "Bassoons®,
comt aining over sixty overtures, Not a single part is headed

"bassoon®; they are all called Basso, Basso Continuo, Organo, or
i1

Violoncello and Organo.

Many of these symphonies may also have included parts for
trumpets and timpani in their original instrumentation. Such mris
were not essential and could easily be added when the occasgion
demanded, Carse cites manuscript sets of parts which included trumpets
and drums while the corresponding published versions in eight parts

wcarse, OPe Cltey Pe L3e
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did notel®
Often written in haste, there are many passages in these works
in which the second violin part was “col violino primo* and the viola

doubled the basso part an octave higher, resulting in two-part string
writings Three-voice texture, in which there were two violin parts
but the viola still doubled the gg_sgg', was also very cammon. A
truly independent and essential part for the viola was wmsual,
Another sign of haste is the occasional flute or oboe part which
dipped below the range of the instrument when doubling the violins,
The clarino horn and trumpet technicue of the baroque was dying out,
80 melodic parts for these instruments were rare.

This, then, was the state of the sinfonia during the time that
Niocold Jommelli flourished,

lgmdo’ Pe Uhe
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JOMMELLI®*S LIFE AND STYLE

Niccold Jammelli was born in Aversa, near Naples, on September
10, 171, At this time the "Neapolitan School! was a damnating force
in the world of music, attracting musicians from all over Burope to
sbudy in the four famous conssrvabtories located at Naplea.l These
institutions were originally homes for orphans who received
training in choral singing, religion, and a trade, By the end of
the seventeenth century, however, the emphasis turned to music and
the conservatories attracted such famous teachers as Francesco
Provengale (1627-1704), Alessandro Scarlatti (1660-1728), and
Ieonardo Leo (169L-17lk)e Not only did students of these masters
leamm the current style of Neapolitan opera, but they also received
a solld grounding in the older contrapuntal style, In addition to
producing many of the major eighteenth-century opera composers, the
Neapolitan School fostered a revitalization of church music, represented
by such masters as ILeo, Francesco Durante (1684-1758), and Antonio
Lotti (ce 1667-1740)s As & youth, therefore, Jommelli was immersed
in a very vital and well-balanced musical envirommente

Jamellits first training in music was from a cleric named
lrhese were the Conservatorio dei Poveri di Gestl, Conse della Santa
Maria di Loreto, Conse i Sant' Onofrio, and Cons. La Pietd ded
Turchini. An interesting first-hand description of the Cons. di Sant!

Onofrio is givenimOliver Strunck, Source Readings in Mugic History
(HW York: W. W. Norton & COQ, 195653 Pe .

10
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Muzillo, leader of the choir in the cathedral at Aversa,® This is
the only part of his training wpon which standard references agret,
Baker's Biographical Dictionary of Musicians (further references to

Bakerts) avoids the issue of his further training completely, saying
that whether he studied at any Naples conservatory cannot be established’
Grove's Dictionary of Music and Musicians (Grove's) also says that

Jormellits training at the Naples conservatories is “obscure®, but in
a lengthy footnote gives evidence supporting hig study with leo,

Francesco Mancini (1679-1739) and Prota.t Anna Mondolfi, writing in
Die Musik in Geschichte und Gegerwart (MiG), gives the most camplete

account of Jommellits attendance at the congervatories of Naples,

According to Miss Mondolfi, Jamelli was enrolled by his father in

the Conservatorio di Sant! Onofrio in 1725 (age eleven) where he studied

with Prota and Francesco Feo (1691-1761), Then on September 20, 1728 he

switched to the Conservatorio della Pietd dei Turchini where he studied

with Nicola Fago (1677-17L45, teacher of Leo and Feo), Sarcumi and Bassod
Miss Mondolfi goes on to say, "Wemngleich er nicht wmitielbar

21\10 biographical information is available, Spellings of Muzillo in

various sources include also Mazillo and Moazillo,

3Nicolas Slomimsky, ed., Baker's Biopraphical Dictiomary of Musicians
(5th edes New York: G, SCHirmer, 1950)y Pe 780s

by, Julian Marshall, "Jamelli, Niccald,® rev. Alfred Loewenberg, in
Grove's Dictio of Music and Musiciang, Eric Hlom, eds (5th ed.;

Wew Tork: Ote %ﬁ'ﬁ's Press, 1955), 1V, 652. No biographical informafiion
is available on Prota.

5 Anna Mondolfi, "Jammelli," in Die Musik in Geschichie und Qegemwart
(Kassel: Birenreiter, 1958), VII, 1i3, No biographical information
is available on Sarcumi or Bassoe
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Schiller leos war, so wirkte doch der Einfluss des grossen Meisters
stark wid gewlnnbringend auf ihn ein."® However, this statement is
in direct conflict with the griicles on Leonardo leo in both MGG and
Bakeris. According to Baker's, Leo succeeded Ae Scarlatti as instructor
in the Conservatorio di Sant' Onofrio in 1725 (the year of Jormelli's
enrollment), %, o . where he remained until his death ilﬂ;la s training
nay illustrious pupils, including Pergolesi, Jormelli, Piccinnd,
Sacchini, Traettay simltansously taught at the Conse della PletdenT
This clearly establishes Ieotls presence in both of the conservatories
at which Janmelli is supposed to have studied, It is highly unlikely
that Jommelli would not have studied with Leo sometime in the course of
the several years sgpent in those two institutionse A more
contemporary source, Charles Burney, also supports the supposition
that Jomelli did in fact study with LeasO

His formal education behind him, Jormelli presented his first
opera sexria, L!'Errore amoroso, abt the Teatro Nuove in Naples in the

spring of 1737, his twenty-third year. This opera was successful,
and the "Maestro di Cappella Napoletano® brought out Odoardo in the
following year, The favorable reception of these first two works

resulied in Jommelli's being summoned to Rome under the sponsorship
6loc. cite "Although he was not directly Leo's student, the great
master’s influence on him was strong and fortunate.*

TSionineky, Op. gites Pe 938

8tharles Burney, A General Histary of Music, (New York: Dover
Pﬂblica'bions, Inc., T9;i 5’ II, 927 «
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of the Cardinal Duke of Yorke There he composed hig third and fourth
operas in 1740 and 1741, respectively,

In 1741, Jommelli proceeded from Rame to Bologna where his opera
Esio was produced, By this time Jomuelll, now twenty-seven years old,
had become fimly established asa master in the eyes of the public
and his colleaguss, for he was named to membership in the Accademia
Filarmonica of Bologna, While in Bologna he also came in contact with
Padre Martini (1706-178L4). Burney tells a story of this meeting
which, although perhaps apocryphal, seems worth repeating:

e + o ho (Jommelli) told this learned contrapuntist thab he had
a scholar to introduce to him, Padre Martini adsiwred him, that

4

he should be glad to instruet any ome so well recammendeds And

a few days after, the good father asiking who and where was the

disciple he had talked of? Jamelli, answered, Padre son 1o
. andy pulling @ studio of paper out of his pocket, on which he

had been trying hls strength in modulation and fugue wpon canto

farmo, begged of him to examine and point oub his errors.9 ,

After a brief gtay in Bologna, Jommelll continued his grand tour

of important Ttalian musical centers, travelling to Venice where his
opera Mergpe appeared in 174l. Jomuelli was active in Venice for a
mmber of years, while also supervising productions of his works in
Turin, Bologna, Padua, Rane and other Italian cities, In 1743,
through the influence of the composer Johann Adolph Hasse (1699-1783)
Jormelli was gppointed director of the Comservatorio degli Incurabili
in Venice, a position he held umtil 17h7. One work fraw this period,

the overture to Cajo Mario (Rame, 17L6), is included in this studye

Tbides Pe 929
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In 1747, Jamelli began two productive years in Rome, writing
several operas including Didone abbandonate (17h47) which is also

among the overtures discussed here,

In 1749, he began a two-year stay in Viemna. Here he had new
successes and continued to widen his fame; but most important of all,
he formed a close friendship with the great librettist Metasgbtasio,
At this time he wrote two operas, both of which were on librettos
by Metastasio., The overture to one of these, Achille in Sciro,

is examinad in this studye While in Viemma he also revised three of
hig earlier operas and took part in the composition of several
pasticcie

April, 1750 saw Jammelli in Rome again where he remained
wntil 1753« In addition to writing several operas during this
period, he produced a few Intermeszzi. Jomelli was also camposing
church music at this time, for tharks to the support of Cardinal
Albani he had been named assistant to the Maestro di cappella of the

Papal Chapel. Two important societies, the Accademia di S. Cecilia
and the Arcadia, deemed him worthy of membership. it is interesting
to note that in 1753, Christian Camnabich (1731-1798), an important
early classical symphonist and a native of Mannheim, was sent by the
Elector to Rome to study with Jommelli,

Later in 1753, Jormelli was summoned by Count Karl Bugen von
Wirttanberg to the city of Stuttgart, Germany., On August 10, Jormelli
entered the Wirttemberg court, assuming the most important position
of his career and joining the ranks of Italianw-born or -trained
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compogers who daninated the operatic scene in the major courts of
Burope outside of Italy., He remained in this position until 1769,

Jomellits conditions of employment in Stuttgart were, to say
the least, enviable, In addition to free dwellings in Stuttgart
and Iudwigsburg, he received a yearly salary of 3000 florins, one-
half in cash and oneéhﬂ;t‘ in goods, By 1767, his income had risen
to 6100 ﬂ.orins.m For each opera written he received an honorarium
of 100 Zechinen in a golden smuff-box,'t When the Duke made his frequemt
trips, Jormelli and the entire chepel were teken along, In addition
to all this, Jonmelli was guaranteed six months of vacation in Italy
every tlree yeoarsl

The Duke of Wirttemberg was a mugically educated person who
honored Jommelli both as an artist and as a person. Jommellils
wlshes and suggestions were supported by the Duke at all times and
he acquired a power which few of his countrymen enjoyed in the
German courtse Joammelll was not only master of the orchestra but
also of the sta.ge;, and had the final word in all questions of performance.
Stuttgart opera during this time bore the umnistakable stamp of
Jommellits personalitye.

During this period, Jommelli composed a greal number of
new operss including Creso (Rome, 1757; the overture is included in
lDThe florin was the same as a Gulden or guilder, equal to the "pound
Scots", or one-twelfth of the pound sterling (L s. 8 de)e
llThe Zechine was a gold coin worth approximately nine Marks.
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this study) and Fetonte (1768).™ He also produced church works,
among them an oratorio on the Passion and a Requiem for the Duchess
of Wilrttemberg, The proximity of Mammheim was a further advantage
for Jammelli, since his operas were occasionally performed there, In
1763, Jamelli had his first meeting with the young Mozart, after
which Leopold Mogart claimed unjustly that Jommslli had prevented
them from meeting the Dukee >

Jormelli returned to Naples in 1769 where he was to spend the
remainder of his life, His financisl problems were long behind him
by now, and he and his wife lived in comfortable semiretirement in
nearby Aversa, his birthplace. His first opera won his return,

| Annida abbandonata (1770), had only moderate successe. The fourteen-

year-old Momart and his father were in Naples at this time and had a
second, more pleasant meeting with Jawmelli, Mozart heard Armida
abbandonata and had this to say about it in letters to his sister:

"The day before yesterday we were at the rehearsal of Signor Jamellits
opera, which is well camposed and which I redlly like, He himself
spoke to us and was very polite, wihs t*The opera here is one of
Jonmellit's; it is beautiful, but too serious and old-fashioned for
12printed in Denlafler deutscher Toricunst, Vol. XXKII-XXXITI, ed. by
He Abert (19077,

13otto Jahn, The life of Momart, transle Pauline D. Townsend (New
York: Hiwin F:“Kms, (:T'd‘.'j‘)‘: I, 31.

l"‘mﬂy Anderson, The Letters of Mogart and His Family (2nd ed.;
New York: Sbo mts Pxess’ 1966), I’ 208.
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the thea:lma.":"'5 Mozartts last comment may give a hint as to why
Jormellits next two operas, his last for Naples, were failures,

During these final years in Naples, Jommelli was also
receiving g pension fram the King of Portugal who tried to persuade
him Yo go to Lisbone Jommelli declined this honor because of his
wife's poor health, However, he did provide three new cperas and
revived several of his older warks for the Iisbon stage, His lasgt

opera, L'accademia di musica, was perfomed in ILisbon in 1775, the

year after his death, Jormelli's most famous and lasting
composition, written in 1773 in Naples, was not an opera but the

Miserere for two voices and orchestra to an Italian texte.

Late in 1771, after producing Armida abbandonata, Jommelli had
suffered a stroke which, however, did not impair his intellect. He
rallied to produce his final works during the next three years, but
on the night of August 28, 1774, he suffered a second and fatal
stroke. Saverio Mattei, a close friend of Jommelli and the
translator of the text for his Miserere, gave this description of
Jamellits funeral which indicates the high egteem in which he was
held:

Yosterday all the musicians of this city wnited in celebrating

the funeral of the great Jommelll, The church was very finely
omamented; and a great number of wax tapers were placed aboub
‘the pampous bier, Two orchestras of three rows each could
scarcely contain the vocal and instrumental performers who
assisted in executing the Music that was expressly composed

15Thid,, pe 211,
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on the occasion by the worthy Sabatini, who beat the time
himgelf, as maestro di capella. It was the celebrated Gemaro
Manna, camposer of the archiepiscopal church, who first
suggested this plan of a public funeral, in which all these
musicians had an opportunity of manifesting their regard for
Jomelli; end of furnishing an example to posterity of the
gratitude due to great talents, which may likewise stimulate
young artists to merit equal honors, At the desire of Signoxr
Mama, not only every musician attended the funeral and
performed gratis, but contrihuted likewise towards the
expenses of this solemmity.

Jommelli was not only held in high esteem as a composer; those
who knew him spoke highly of him as a person. Young Momart'!s comment
has already been noteds Matlel said,

Jomelll was my friend; he lived two years in my neighbourhood,
and I had frequent opportunities of conversing with him, and
of admiring his captivating manners, particularly his modesty
in speaking of rival artists, whose camosgitions he readily
praised, though ﬁe:.r authors were not equally candid in

speaking of hime

Burney met Jormelll in 1771, and gave the following description

of his gracious receptions

This morning I first had the pleasure of seeing and conversing
with Signor Jonmelli, who arrived at Naples from the country
but the night before, He is extremely corpulent, and, in the
face, not unlike what I remember Handel to lmve been, yet far
more polite and soft in his mamner, I found him in his night-
gown, at an instrument, writing. He received me very politely,
and made many apologies for not having called on me, in
consequence of a card I had left at his housej bubt apologies
vere indeed umecessary, as he was but just come to towm, and

16SM.0 Ma'b'bei, quoted in Burney, CPe 92;9‘ 3 Peo 932.

17]331-(1', Pe 932,
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at the point of bringing out a new opera that must have
occupied both his time and thoughts sufficientlye ¢ o »

In short, I went away in high good humor with this truly
great composer, who is indisputably one of the first of his
profession now alive in the universe; for were I to name the
living composers of Italy for the stage, according te my
idea of their merit, it would be in the f%ming order:
Jormelli, Galuppi, Piccinni, and Sacchini,

Present day authorities are in general agreement about the style
of Jommelli, In fact, so mch are they In agreement that ome suspects
a camon source for their opinions. Both Baker's and Grove's
state that Jommelli partially adopted the German style dnrihg his
stay in Stuttgart, and that this was responsible for the failure of
his last works after returning to Napless. Again quoting Burney,
one finds the followings

o o o but Germany and Jomelli were of mutual service to

each other: the one perhaps wanted grace, and the other
golidity. Jomelli on his arrival at Stutgard composed in his
first manner, which was thin and artless; but finding that
the Germans delighted in rich harmony and contrivance, he met
them half way, and by a mixture of siyles, both were improved
and more generslly admired.+? ‘

Jomelll had three styles of compositione Before he went to
Germany, the eagy and graceful flow of Vinel and Pergolesi
pervaded all his productions; but when he was in the service
of the Duke of Wilrttemberg, finding the Germans were fond of
learning and complication, he changed his style in compliance
with the taste and expectations of his gudience; and om his
return to Italy, he tried to thin and simplify his dramatic

Charles Burney, The Present State of Music in France and Italy.
(2nde eds, Londons T, Becket & GOaey L773)s De J05s

19Burney, A Qenoral History ¢  « 5 Do S5
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Musiec, which, however, was still so much too operose for
Italian ears, that in 1770, upon my asking a Negpolitan
how he liked the opera of Demofoon% s he cried out with
vehemence -~ € scelerata, Signore

e o o his long regidence in Germany obliged him to a constant
exercise in learned counterpoint; for which, though unjustly
censured by his countrymen, he has aoquﬁed great reputation
among the lovers of harmony, elsewhere,

The factors in Jomellits stylistic change then, according to
Burney, were 1) richer hamonic content and 2) a more contrapuntal
texture, Unfortumately, these factors are not demonstrated in the
one work included in this study which can definitely be dated after
Jamellits move to Stuttgart (overture to Crese, 1757)e Auna
Mondolfi, writing in MGG, probably came closer to the truth when she
blamed the failure of Jommellil's last operas on changing public tagte.22
'mis) supposition is supported by the already-quoted remark of young

Mogart that Armida abbandonata was "hHoo serious and old-faslﬁ.onéd".

The Neapolitan gpera seria style in which Jommelll was nurtured was
gradually changing, On the other hand, Jommelli himself was known
as somowhat of an opera reformer, having socquirsd the sobriquet of
"the Italian Fluck*, His main reform, and an anticipation of one
of Gluck's refoms, was largely to reject the da capo aria. He also
made more use of recitativo accompagnate as opposed to the

traditional recitativo secco of the opera geriae

20151 d,, pe 930-l. A rough translation: "It's awfuli
211bid,, Do 583.
22Mondolfd, ope Cibiey Pe Lkt

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



There is ore stylistic area in which Jommelli may have made |
an imporbant contribution to the symphony--the orchestral crescendo,
Paul Henry Lang mekes the flabt statement that, "The crescendo
manner reached the German symphonists through Jormelli, 23 The
origin of the orchestral cresecendo may not be that simple,
although Lang is certainly correct in stating that it did not originate
with the Mannheimers as previously thought, Jommellit's opera
Artaserse (17h9) has for the first time in his works the words,
"erescendo il forte". This and his next opera, Iphigenia in Aulis,

were performed in Mannheim by 1751, three years before Jommelli
arrived in nearby Stuttgarte. According to Hermamn Abert, two of
Jommellit's models, Ieo and Hasse, used the term "rinforzando®s
and in his earlier operas Jarmelli used that tem as well as

"piano - poco forte - pidt forte - forte agsaif 2t However the

idea, if perhaps not the actual term, had occurred even earlier,

In 1733, Rameau used graphic signs for crescendo gnd diminuendo

similar to the signs which we use today; and as early as 1675 Matthew
Locke had indicated "lowder by dsegr&:es.“25

23paul Henry lang, Misic in Wesbern Civiligation (New York: W. W.
Norton & Co., 1941)y Pe 603 |

e vmamn Abert, introductory remarks to edition of Fetonte in
Denkmiler deutscher Tonkunst (1907), XXXII-XXXIIL, vi.

25ngter Gerstenberg, "Dynamik," in Die Musik in Geschichte und
Gegemiart (Kassel: Brenreiter, 195k), ILL, 1030e
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Apparently, the idea of the crescendo was conceived
independently at different times by various ¢ awposers, and
received a strong impetus fram Italian dramtic music, The subject
of the orchestral crescendo needs further investigation, but it seems
certain that Jamelll was abt least one of the means by which it
found its way to the Germen symphonistse Of the nine Jommelli
ginfanias covered by this study, Wwo have crescendd indications and
ore has a diminuendo (manCando il forlte), all such markings appearing

in the first movementse
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JAPMELLI'S SINFONIAS

In the ensuing discussion, the sinfonias will be designated
as follows: those from the Gimo Collection of Italian Manuscript
Music will be referred to as Gimo 16 to Gimo 169; those fram
the Allgemeine Musikgesellschafi as AMG 797 and AMG 798; and the
one sinfonia which was available from the Library of Congress will

be referred to as L of C,

An additional sinforia, AMG 796, proved to be another copy of
Gimo 166, although its scoring is & 6 whereas Gimo 166 is a 8,
including oboes, There was a discrepancy between the mumbers in the
Allgemeine Musikgegellschaft catalog and the numbers on the part sets
receiveds (The mmbers for AMG 796 and AMG 797 ware in reverse order
on the actual parts as compared to the cabalog listing, These
sinfonias are referred to here by the numbers which appear on the part

setss) For a sample page fram one of these part sets, see Appendix C,
Example 1,

Of these nmine sinfonias, only four can be aszigned dates because
they are identified as overtures to specific operaset The
laimo 16l: Overture to Achille in Seiro, Viema, 1749
Gimo 168: Overture to Zaje VMarlo, Wames 176,
Gmo 1663 Overture to eso‘m, 1757,
Gimo 167: Overture to ne sbbandonata, Rome, 1747, New versions
in Viema, 1749, and Stuttgart, e

23
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five remaining works are labelled simply "Sinfonia® or "Overtura
da orchestra', Since these are not autographs, the indication is
cleaxr that they were copied to be performed in concert, independent
of their operas.
| Pour of these sinfonias, Gimo 165, 167, 169 and AMG 797, are

written for the smaller i 6 instrumentation (strings plus two horns).
The remaining five are 3 8 with a pair of oboes in all cases except
for the L of C sinfonia which callg for flutese The viola part to
Gimo 168 is missing,

As pointed out in the introductory chapter, the presence of a
bassoon and harpsichord is to be taken for granted in all sinfonias
of this periods This was the period of dual leadership in orchestras,
and Carse says that "X, H. Graun at Berlin, Hasse at Dresden and
Jorelli at Stutigart directed the opera from the keyboard, assisted
by their respective violinigt-leaders J. G. Graun, Pisendal and Bini
o o «"2 Some of the part sets for these sinfanias included an extra
basso, apparently for the harpsichords In fact, the basso parts for
two sinfonias, AMG 796 (the duplicate of Gimo 166) and AMG 797,
are figureds

Some idea of how these sinfonias sounded mgy be gleaned from the
size of the orchestra which Jommelli had at his disposal in Stuttgart.
In 1757, his fourth year at Stuttgart, the orchestra had the
following persommel: fifteen violins, fowr cellos, tiwo basses, three

2)dan Carse, The Orchestra in the 18th Century (Cambridge: W. Heffer
and Sons, Ltds, 1940, Pe 9Le
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flutes, three oboes, and four horns.3 Although vidlas, basscons,
trumpets and drums are not listed, it could be agsumed that the
violists were counted in the violin section since all of these
sinfonias do include obligatory viola partse It was common in those
days for players to double on two or more instruments, so it is possible
that bassoon, trumpets and drums were also available to Jammelli,

These players were divided into Kaymer and Hof musiclans, so it is

likely that the orchestra which Jormelli used for the opera was
somewhat gmaller, esgpecially in the wind section.
Jormelll seems to have maintained a very high standard of performace

at stuttgart, for contemporary sources ranked his orchestra on a
par with Mannheim, However, in the Italian orchestras of that time,
conditions were certainly much more lax, and Jommelli would not
have had the autocratic authority which he wielded at Stuttgarte
Burney gives the following amusing account of an incident which
involved Jommelli and the famous violinist and composer, Felice
Glardini (1716-1796)., Glardini, as a young man, had acquired a
position in an opera orchestra at Napleg, He had also acquired
the habit of improvising on the music at hand whenever this seemed
appropriates

YHowever, " says Giardini, of whom I had this account, "I

acquired great reputation among the ignorant for my

impexrtinence; yet one night, during the opera, Jomelli, who

had camposed it, came into the orchestra, and seating
himself close by me, I determined to give the Magstro di

3Ibid., pe 27.
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Capella a touch of my taste and execution; and in the
symphory of the next song, which was in a pathetic style,
I gave loose to my fingers and faney; for which I was
rewarded by the camposer with a--violent slap in the face;
which," adds Giardini, "was the best lesson I ever
received from a great master in my lifel®

Regarding the technique of orchestration, Carse singles out

Jormelli as
¢ « o One who represents progress, and the best of the
transition stage amongst the Italian operatic composers of the
Neapolitan school « » « « Posgibly the knowledge of what
northern Soaposers were doing at the time accounts for the
better musicianship and greatly improved orchestration of
this Italian as compared with the work of many of his
compatriotsed

Some aspects of these nine sinfonias support Carse's opinion,
The strings are usually in three-part texture with the violas |
doubling the bass line an octave higher as was common in this perilod,
However, there are several passages containing true four-part
writing with an independent viola parte (See incipits for first
novements of Gimo 167, Gimo 169 and AMG 798 in Appendix A, and
Example L in Appendix C.)

While most of Jamellits wind writing in these sinfonias
fo}lows the nom for that day (i.es unimaginative havmonic fill-in
for the horns and violin doublings for the oboes), there are some
notable exceptions, Melodic passages for the horns, usually
L‘cha.rles Burney, A General H:‘.s%% of Mugic (New York: Dover
Publications, Ince., 1957) 11, .

Sadam Carse, The History of Orchestration (New Yorks Dover
Publica‘bions, Imo, 9 s PPe 150"510
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labelled Corni di caccia, can be found in the third movements
of Gimo 167 and AMG 797 (see incipits in Appendix A). There was
~a wide divergence of clef, key signature and transposition in the

corni parts, indicating that horn notation had not yet become
standmrdized in this periode The gecond movement of the L ef C
ginfonia consists of a florld duet for flutes over a light
accompaniment by first and second violins alone (see incipit in
Appendix A), One example of haste in scoring ocours at the end of
the first movement of this symphony where the first flute, doubling
the violing, descends to a low B.

The most umisual scoring for winds is found in AMG 798. Here
there are some truly remarkable solo passages for both horns and
oboes. The sscond theme group of the first movement, in its first
appearance, cmsists of a long solo passage for the two oboes,
sometimes In parallel thirds, sometimes passing short fragments back
and forth. However, when the second theme group retwrns in the tonic
the horns enter the picture. (See Example 2 in Appendix C.) The
passage opens with a seven-measure solo for the two horns (Example 2
begins with the fifth measure), followed by a concertante séotion
in which the pair of oboss and the pair of horns exchange motives,
The horn part (in F) rises to a high DI The second movement of
this symphony is entirely a solo for the two oboes,s In the third
movement, a rondo, the three couplets are entrusted to solo oboes,
horns, then oboes again, while the refrains are tutti. wWhether this
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concertaiite and soloistic writing far oboes and horng represents

an advance in orchestration or a regression to the baroque style is
a moot questione Certainly the clarino horn tecinique required here
was a declining art,

Sudden changes in dynamics abound in these sinfoniasg, even in
the slow movements, The g¢rescendo appears in the first movements of
Gimo 166 and AMG 797. The only use of diminuendo is in the first
movement of AMG 798, but here Jommelld uses the term manCando il
forte rather than dimimuendo, Ornamentation consists mainly of
descending and ascending appoggiaturas, but there are also occasional
mordents and trills,

The majority of these zinfordas hgve three independent, self-
conbained movements, However, three of them have movements which
are comected, as in the original A. Scarlatti modelse The second
movement of AMG 798 ends with a half '6adenca. In the L of C
sinfonda, which has all three movements connected, the first movement
also ends on a half cadence. However, the second and third
movements of this sinfonia, and the first and second movements
of AMG 797 are completely linked as shown in Examples 3a and 3b
of Appendix C, |

Jamelli was not a slave to the four-measure phrase, a fact
which ranks him above many of his contemporaries in this period,
There are many phrases in his sinfonlas which are other than four
or eight measures in length. For one example, see the three-measure

opening theme of AMG 797 in Appendix A,
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A complete formal analysis of each symphony appears in
Appendix A, However, some general conclusions may be reached
concerning Jonmellits handling of forme Most of the first movements,
when reduced to their simplest form by overlooking transitions and
codas, are basically ‘% g é‘ g « This corresponds to the form
of the "Later Sinfonia" on page four of this study. As can be
seen in Appendix A, only two first movements--AMG 797 and L of Ce-
differ from this basic pattern,

First themes are rhythmic and usually outline the tonic chord,
Second themes generally contrast quite sharply with the opening themes
(see Example 4 in Appendix C)e The transitions between are often
sequential-~in Gimo 167 the sequential material is derived from the
first themee The most exciting parts of the first movements are in
fact found in the transitionse A common scoring here congists of
measured tremolo in the violins with passage work in the bass and
viola partsy and it ié here that the instances of crescendo er
diminuendo occur.‘

Development sections are lacking with one exception: in Gimo 169,
the return of the A theme is interrupted by a quick modulation to the
supertonic and a passage of fifteen meagsures which introduces new
material before the remainder of the A theme returnse It could be
speculated that Jommelli felt the need for more excitement in the
middle of this movement, and took a tentative step toward the full
sonata forme

Jommelli's second movements are not so easily categorised, In
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seven of them the winds are tacit, but the other two, AMG 798 and
L of C, condlst of solos for cboes or flutes, Five are monothematic,
either through-composed or having a B theme which is derived from the
A theme, Only one, Gimo 169, has a clear-cut ternary second
movement, Surprisingly, three of these movements are in the first-
movenent form of%v?m) é%, and one, Gimo 166, can only be
described as a complete sonata form in gsplte of a recapitulation
which begins with new materisl.

There is also same variely in the form of the last movements,
Four of them are rendos, a fact which might give some clue to the
date of these sinfonias since rondos were more prevalent after 1750,
There is one finsl movement in monothematic baroque binary form
(Gimo 168), widch also might give a clue to the year of composition.
The remaining four last movements are again in the form of §- 3 ; ?,
with some variation, however, In Gimo 166 and AMG 797, the A theme is
first restated briefly in the dominant before reappearing in the
tonice Gimo 169 approaches sonata form by inserting a statement of
A in the dominant, followed by a transition section, before the
second appearance of A in the tonic,

From the foregoing discussion, it seems clear that Jommellits
ginfonias are fairly typical for his periods, Yot there are enough
exceptions to the rules to show Jmlli ag a canposer with a high
degree of skill and originality. His sinfonias show several diverse
influences: his heritage as an Italian melodist, and the early
classical fragmentary thematic style; formal designs that came from
the baroque, and others that looked forward to sonata form; soloistic
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wind parts in concertante style, and pedestrian doublings and
harmonic fill-in for the windse In his own time, Jommelli was a
highly renowned and influential camposers The part which he may
have played in the development of the orchestral crescendo has been
outlined here, However, the definitive word on this, his influence
on symphonic form, and other possible contributions must await future
researche It is hoped that this thesis has shown the place of
Jammelii in msic history to be a subject worthy of further
investigation,
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APPIVDIX A: THEMATIC INCIPITS

Gimo 16l: Overtura Da Orchestra Del Sig:r Niccold Jomelli

(Overture to Achille in Sciro)
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Qimo 16%: Sinfonia Dol Sig:r Nicolo Jomelll

(overture to Cajo Mario) o
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Gimo 166: Overtura Del Sig:r Niccolo Iammelld

(Overture to Creso)
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' Gimo 167: Sinforia Del Sigsr Nicolo Jomelli
| (Overture to Didons sbbandonata)
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Gimo 168: Overtura gﬂ Orchestra Del Sig:r Niccold Iomelli
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APPRDIX B: ANALYSIS

Chart I: Key Relationships of Movements
I II III

Gimo 16l D ¢ (IV) D

Qino 165 D ¢ (1) D

Gimo 166 D A (V) D

Gimo 167 G c (I a

Gimo 168 D d (i) D

Gimo 169 D ¢ (V) D

e 797 D a (Iv) D

AMG 798 r d (vi) r

LofC G D (V) a

Chart _I.I_: Tempo, Meter, length of Movements
I IT IIL

o 16 mggrx; L/h Andagpiem.B/h Pms;z m%/8
G0 165 Aﬂ:g%r;L b/l Andag’gem.B/h Alleggom‘B/ 8
Gt 166 Mlogro W/ Andantte m:/h m$%§om3/8
oo 167 Allgir; 3/4 Anda;lzem‘é/B A:!J.e%ro 3/8
Gimo 168 Allggr;. L/h Andm{gem{.a/fi Mleg;}e'tZo 3/8
sy [P V[ T [
ry— ‘u.le%r;‘ L/L Anda?gem‘Z/h meﬁ?ﬁ‘:i/ 8
AMG 798 Misgro W | andagte 3/ | Migggo 3/
L of C megr; o 'mdm:idnﬁva/" FrogRg 2/°

(% indicates intémal repeats not included
in measure count)

I
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Chart TIT; First Movements

| Gimo | Intro, A(5) tiéns - B(25) trans B(LL9) trans | Coda(62)

8l Q) oy (33) (87)
I I IV , V ¥IIII, I I, I

Gimo |4(1) tra B(26) codstta A(L3) tr B Coda

I IVIIIOVV v I IVIIIVILX I

Gimo [A(L)  B(19) trans  C(L8) A(76)itrans  B'(103) Coda(113)
166 C(29) o (90) ‘

I v v Vv 1 VI B S

Gimo |A(1) trans B(32) A(hlj t B(77) Coda(85)
rans | ) tizos BT Coda(es)

167 |
I IV, v I IIIIVILI T
1 Gimo A1) "A@Q7) A(26) B(3h) A(l2) B(S1) coda(57)
~ 18] 0 w(8)  tr(22) (o) |
- T Iy v yIr ivv v I I I
ino [A(L B(4S (68 A(93) B(102) Coda
158 At t(19) (cgdetta(éz) () 413) dev(77) p3) B02) 1)
I IV Vv V¥ Vs I I aI I I,
TKDa eV a 'Eagap____
| ne |AQQ) trans - B(1L) A(-°.3) trans  B(36) C(L6) A(53) |
91 (7) (29) P
A I I I I I
L AMG JAL) B(‘éh) A(LL) A(53 B(68 A(oL) - :
798 tr(12) abedg )tr(SS) ébcglex ( )tr(lo6) -
I III V v . I III I ph: I -
: ;,;gf AQ) B(17) N p;-a;na(sz)  (thwough-composed) oty
T v I v : |

' (Notes Ishmber in parentheses :!.s that of measure in which section a
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Chart IIXs . Second Movenents

@mo | A(L)  trans.(5) A(8 trans.(12)A(16 Coda(20
e “(méﬁid()”)(deﬁ?gdg)() (#0)
I R A 1 I |
; Gim;6 g - Through-camposed, baroque spinning-out of initial motives. |
| 1) V()  I@0)  1(12) |
= 'A(l)  Bl2) A7)  B(28) C(3L) B}
e «.I.l%a_‘.r____' [ SR S -
. Rﬂﬁﬂ'h ' 3
Gno A1) B(9)  AQ6) -
167 (dexrived) = .
I (ITI)V, I
? .
B(S A(9)
e | a8, o)
IID IWIIL I
S | A@) BUS)  A(25)  Coda(31)
I v 1 = 1
v Throughe-composed w42 goms thematic repetdtdon.
797 I1) v(8) IIXI I(9)
(min) |
AMG Intro(l) A(3)  B(15)  A(31) . B(k6)
798 a b ‘abe ac d abed -
1  IImx, _ITI,\I(ITIW)I I°
Lofo | Introfl) A2)  B(9)  A(18)  B(28)  Coda(dh)
I I IV I I I |
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Chart TII; Third Movements

Ginmo l ML) B9)  Mgh) '0(32) AL6)  D(54) - Coda(él)

16l |
I v VvV Inwi I -1 I
amo | ML) Ke)  Aan) G(2s) AG3) D()  Coda(ss)
I I vV v I I I
ano A1) B(z5)  AW) AT B(13)  Coda(96)
I vV v I(W 1I I
amo | AV B3 A@). 6e3) Aws)  Codarse)
I I vV III I I
Gimo ML) - A9) . K13) Coda
168 l[?(_ ) s ;) gﬁl) |
I v v I I
Gimo A1) B(zlr CA(35)  A(86) B(61) M(]IS)
169 ||k trans.(S) | trans. (39) :
IIV, V VIII I I I
n1G A(36) AQ2) B Coda
| .cfﬁl) e O S
IIII, V v I¥WI I

S e e T e T e B

A (1) B %26) P (514) 879) Coda (102)
trang{71
I ? V | I I i’ | I

LofcC
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 Douple 3 a: Sinfonia in G (L of C), transe IT--IIL,
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