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Figure 29. Opening of ‘En tok som for en flickas skull’ in Syrinx.
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Table 34. Identified arias in Syrinx.

Syrinx | Role Aria incipit | Original Original opera Composer
incipit
Actl, Faunus Frihet bdsta | Armero di | Foca Superbo Antonio
scene 5 lefwnad sdegno (Venice, 1715) Lotti
gifwer
ActIl, | Sylvanus | Hor pa Dal mio Foca Superbo Antonio
scene 2 hwad zelo (Venice, 1715) Lotti
brudskatt
Actll, | Syrinx Ség mig, Sage, mein | Sieg der Schon- | Georg
scene 4 mitt hjerta Herze heit (Hamburg, Philipp
1722) Telemann
Actll, | Pan Mitt hopp Zuletzt Scipio Africanus | Carl
scene 5 mig nya wird noch | (Brunswick, Heinrich
krafter mein 1732) Graun
gifwer Gliick
erwachen
ActIIl, | Syrinx Hielpen mig | Per pieta Artaserse Carl
scene 4 mit 6de bell’idol (Berlin, 1743) Heinrich
mio Graun
ActIIl, | Syrinx Ack najader | Care luci Onore vince Leonardo
scene 5 gidren mig | non timete | amore Leo
glader! (Naples, 1736)
ActIIl, | Astrild Wet, at Mich Scipio Africanus | Carl
scene 6 Nymphen ei | ergetzt ein | (Brunswick, Heinrich
forswunnit heimlich 1732) Graun
Gliicke

Other arias were borrowed from other operas and adapted to the Swedish lyr-
ics. Seven of these arias have so far been identified (Table 34).4? They exhibit
a range of origins and styles. The earliest arias come from Antonio Lotti’s
opera seria Foca Superbo (Venice, 1716). Three arias come from operas in
German: one is from Georg Philipp Telemann’s Sieg der Schonheit (Hamburg,
1722), and two are from Carl Heinrich Graun’s German-language opera Scipio
Africanus (Brunswick, 1732). The aria ‘Hielpen mig mit 6de sorja’ comes
from Carl Heinrich Graun’s opera seria Artaserse (Berlin, 1743) and ‘Ack
Najader giéren mig glader’ is derived from the opera buffa Onore vince amore
by Leonardo Leo (Naples, 1736). The adaptation of some of these arias is dis-
cussed in detail below.

Little is known about who selected and adapted the arias in Syrinx or about
the provenance of the arias. The pasticcio adaptation has been attributed to

482 Two of the attributed arias were identified in the RISM catalogue entry for the S-Skma score:
‘Hielpen mig mit dde sorja’/’Per pieta bell’idol mio’ and ‘Ack Najader gidren mig glader’/’Care
luci non timete’; see RISM entries for S-Skma, T/Sv.-R (190026884); T/Sv./R (190026885). 1
have identified the other five arias.
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Lars Lalin by Gustaf Johan Ehrensvérd.*®* This attribution is plausible, since
he later made pasticcio adaptations for Kungliga Operan, including Acis och
Galatea in 1773.% Nineteenth-century writers sometimes attributed the ar-
rangement to Johan Ohl, but that is probably based on the attribution of some
of the music to him, rather than the adaptation of the arias.**

Noble patrons may have provided some of the music for Syrinx, but there
are no concordances between the arias in Syrinx and arias in Swedish eight-
eenth-century music collections, similar to ‘Confusi i miei pensieri’ and
‘Gudinna alt hwad jag menat’ in Arachne (Chapter 1).

The two arias from Antonio Lotti’s Foca Superbo in Syrinx have concord-
ances in a manuscript of the complete opera in the historical collection of
Kungliga Operan.**¢ The eighteenth-century manuscripts in the collection
most likely belonged to the court before being donated to Kungliga Operan in
the late eighteenth century. The only other extant score of Foca Superbo is
now in Dresden (S-DI1).#7 This could indicate a connection between the S-St
score and the inclusion of two arias from the opera in Syrinx, but where the
versions differ from each other, the arias in Syrinx have more similarities to
the arias in the Dresden manuscript, rather than the one in Stockholm. This
suggests that the arias in Syrinx were not based on the S-St manuscript, but
rather on a source with a connection to the Dresden manuscript, suggesting
that they might have had different origins.

‘Per pieta bell’idol mio’ is another aria with a court connection. Graun’s
Artaserse was performed at the marriage ceremony of the crown prince couple
Adolf Fredrik and Lovisa Ulrika in Berlin in 1743. There are two manuscripts
of the aria from the eighteenth century in Swedish collections*® The manu-
script in Uppsala University Library has the Swedish lyrics from Syrinx and
would post-date the opera. The manuscript in Stockholm is from the Oxen-
stierna collection, which was assembled in the nineteenth century, and the
provenance of the manuscript before that is uncertain.

Three identified arias all have a connection to Brunswick. Though it was
premiered in Hamburg, Telemann’s Sieg der Schéonheit was performed in

483 Bhrensvird, ‘Anteckningar om svenska teaterns uppkomst’, 212—13.

484 Bertil Van Boer, ‘The Gustavian Pasticcio’, in Gustav IIl and the Swedish Stage: Opera,
Theatre, and Other Foibles: Essays in Honor of Hans Astrand, ed. Bertil Van Boer (Edwin
Mellen Press, 1993), 220-23.

485 Carl Envallsson, Svenskt musikaliskt lexikon (Stockholm, 1802), 235-36; Tobias Norlind,
‘Syrinx’, in Allmdnt musiklexikon, I1 (Wahlstrom & Widstrand, 1928).

486 S.St, F2 (18).

487 Séichsische Landesbibliothek - Staats- und Universititsbibliothek (D-DI), Mus.1-F-30.

488 Uppsala universitetsbibliotek (S-Uu), Vok. mus. i hs. 54:29; Musik- och teaterbiblioteket
(S-Skma), T-SE-R (190010836)
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Brunswick in 1725, 1728, and 1732.4% Graun’s Scipio Africanus was premi-
ered in Brunswick in 1732 and was performed there again in 1734.4° This is
probably not a coincidence, but I have found no concordances to these manu-
scripts in Swedish collections, nor any evidence of who might have been in
Brunswick in the early 1730s. Interestingly, the intermezzo Pimpinone, most
likely from Telemann’s 1725 version, was also performed in concerts in
Stockholm in 1744 and 17454

There are no concordances to ‘Care luci’ by Leonardo Leo in Swedish li-
braries, but the date of the aria, 1736, coincides with the dates of many Italian
manuscripts in Swedish libraries, such as Ekeblad’s Italian manuscripts. Jo-
hann Helmich Roman was travelling through Italy in 1736 and 1737, and it
could have been among the arias he brought back.*>

The performance

Little is known about the performers at the premiere of Syrinx. There are no
contemporary accounts of the singers of Syrinx, but in 1790, Kellgren listed
some of the original cast:

Among the persons who played in the Piece when it was performed in 1747,
the following are mentioned: Astrild, Miss Elisabeth Lillstrém, later Mrs. As-
sessorskan Olin, who, at only 7 years old, had already gained general approval
and revealed the talent that would one day adorn a larger theatre and make her
one of the foremost singers of her time. Arlequin’s role was played by the au-
thor Lindahl mentioned above; Sylvan’s by Mr. Trundman; [...] Philemon was
played by Mr. P. Stenborg, the father, and Chloris by Miss Enbeck, later Mrs.
Lofblad, who still plays at the Comical Theater today.*>

Kellgren did not name the singers of the two main roles, Syrinx and Pan. It is
strange that he would have known who sang the smaller roles but not the

489 Georg Philipp Telemann, Sieg der Schénheit: Singspiel in drei Akten (Hamburg 1722):
TVWV 21:10: Braunschweiger Bearbeitung 1728 — Ariensammlung, vol. 42, ed. Wolfgang
Hirschmann, Musikalische Werke (Béarenreiter, 2008), XIII.

490 Prologus, So Wegen des am 20ten Mart. 1734. Hichstbegliickt einfallenden Gebuhrts-Ta-
ges, der ... Frauen Christinen Louisen/ Regierenden Herzogin zu Braunschweig und Liineburg
... Nebst der Opera Scipio Africanus Am 19. Mart. 1734. Unterthdnigst aufgefiihret wurde
(Bartsch, 1734).

1 Vretblad, Konsertlivet i Stockholm under 1700-talet, 143—44.

492 Helenius-Oberg, Johan Helmich Roman, 102-6.

493 ‘Bland de Personer, som spelte i Piecen, d& han gafs 1747, anmirkas foljande: Astrild, M:
le Elisabeth Lillstrom, sedan Fru Assessorskan Olin, som da, endast et Barn pa 7:de éret, redan
vann allmént bifall, och réjde den talang som en gang skulle pryda en storre Theater, och bereda
henne ett rum bland sin tids forndmsta Séngerskor. Arlequins role speltes av Auctorn, den
ofvanndmnde Lindahl; Sylvans av Hr Trundman; Philemon, Hr P. Stenborg, Fadern, och Chlo-
ris, M: le Enbeck, sedermera Fru Lofblad, som &n idag spelar pa Comiska Theatern’. Kellgren,
Samlade skrifter av Johan Henrik Kellgren, 5:288.
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principals. Perhaps this suggests that their identities were still common
knowledge in 1790.

The role of Syrinx was most likely performed by Elisabeth Lillstrém
(1717-1791). Lillstrom was engaged at Swenska Comedien at the time and
received a salary from the company.** She was also the mother of Elisabeth
Olin, née Lillstrom (1740-1828), who sang the role of Astrild at the age of
seven and later became one of the main singers at Kungliga Operan in the
1770s.

The role of Pan was sung by a tenor voice, based on the range of his arias
in the manuscripts. There is a possibility that the role was performed by Lars
Lalin, since he has been mentioned in connection to Syrinx and was engaged
at the theatre in the late 1740s. The tenor range for Pan is also similar to that
of Jupiter in Thetis och Pelée, which Lalin sang in 1773.4%

From the score, we can assess the level of singing among the original cast.
Syrinx received the most advanced arias, but all roles display some degree of
virtuosity in at least one aria. This suggests a relatively high standard of sing-
ing among Swedish performers by the late 1740s. The singers seem to have
been an important part of the success of Syrinx (see below).

Swenska Comedien performed at Stora Bollhuset in Stockholm, originally
a tennis court that had been used for theatrical productions since the seven-
teenth century. The venue was variously referred to as Svenska Skadeplatsen
(‘The Swedish Theatre’) or Kungliga Teatern (‘The Royal Theatre’). It was a
large theatre with a capacity of around 800 people.**

There are contradictory accounts of the quality of Swenska Comedien’s
scenography in this period. Swenska Comedien had financial difficulties to-
wards the end of the 1740s, and the decorations may have been old and run
down. In the spoken play Sanningens tempel from 1747, one of the dialogues
explicitly mentions the empty seats and old-fashioned decorations in reference
to the current theatre:

Although they [i.e., the actors], through constant change, seek to please the
public, they mostly play to empty boxes and outdated decorations.*’®

494 Bystrom, Svenska komedien 1737-1754, 87.

495 Thetis och Pelée, Kungliga teaterns bibliotek (S-St), ohne Signatur (190000501).

49 Bystrom, Svenska komedien 1737—1754, 52-53.

498 “Fastin de [komedianterna] genom stindig forindring soka behaga det allminna spela de
merendels for tomma loger och aldriga dekorationer’. Sanningens tempel (1747). Quoted in
Bystrom, Svenska komedien 1737-1754, 46.
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The libretto for Syrinx provides very few stage instructions, except for at the
end of Syrinx’s final aria ‘Ack najader, gidren mig glader’, where it states that
‘Syrinx drowns herself in a lake that has appeared’.**

The libretto for Arachne, on the other hand, describes stagings that were
relatively elaborate, for example, at the beginning of the third act:

[...] the middle curtain is drawn up, then Arachne’s cave is revealed at the back
of the stage, which consists of green vaults, decorated with shells and mussels
in garlands. At the opening of the cave, and directly in front, stands a low chair,
on which Arachne is seated. Around her sits a group of shepherdesses on
smaller benches, all in a posture for knitting, in which they are being instructed
by Arachne. Finally, Arachne comes out of the grotto onto the stage together
with Amarillis, followed by the other shepherdesses, who position themselves
by the wings in the same order in which they had been seated.%

It is possible that the printed libretto for Arachne included stage instructions
that did not represent the actual performance, and that the spoken reference to
the ‘outdated decorations’ in Sanningens tempel was a more truthful descrip-
tion. There are no contemporary accounts that mention the staging of Syrinx,
only the music and the lyrics, as seen below, which perhaps suggests that the
staging was neither outstanding, nor embarrassing.

Cultural transfer

Syrinx exemplifies different processes of cultural transfer. One is the transfer
of the arias that were incorporated in Syrinx. The identified arias primarily
have a connection to German cities, which is another route of transfer than
that of the Italian manuscripts and English and French prints that have been
discussed in previous chapters. The German arias by Telemann and Graun
were performed in Brunswick in 1732. ‘Per pieta bell’idol mio’ comes from
Graun’s Artaserse, which was premiered in Berlin in 1743. Antonio Lotti’s
Foca Superbo was premiered in Venice in 1715, but Lotti was staying in Dres-
den in 1717-1719, and the similarities between his arias in Syrinx and those
in the Dresden manuscript of the opera may suggest that they were brought to
Sweden via Dresden. The aria by Leonardo Leo, on the other hand, may have

499 <Qyrinx drinker sig i en sig wisande Sio’. Syrinx, eller Then uti Waf3 forwandlade Wattu-
Nymphen (1747), 18.

300 ¢[,,.] drages medlersta Gardinen up, di Arachnes grotta synes i fonden af Theatren, hwilken
bestdr af gréna hwalf, utsirade med snickor och muslor i festoner, wid Opningen af Grottan,
och midt for fronten star en lag stol, hwarpa Arachne sitter. Omkring henne sitta pa smérre
bénkar en hop herdinnor, alle i positur, at wircka; hwaruti de af Arachne underwisas. Anteligen
gér Arachne utur Gorttan fram pa Theatren tillika med Amarillis, d& de andra herdinnorne folja
efter, och stélla sig wid Coulisserne i samma ordning som de setat’. (Act III, scene 1) Lalin,
Den Straffade Formdtenheten, eller, Arachne, Férwandlad til en Spindel, 11-12.
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come from Italy via a traveller in the mid-1730s, alongside other such arias in
Swedish libraries. Many other arias in Syrinx have yet to be identified and may
in the future disclose other routes of transfer.

Syrinx also exemplifies the transfer of musical practices. The cast of Syrinx
in 1747 consisted solely of Swedish singers, but who sang Italian and German
opera repertoire with a relatively high degree of virtuosity. Italian and German
singing teachers were employed by or associated with Hovkapellet in the
1720s and 1730s, and they may have contributed to the singing skills of Swe-
dish singers and actors in the 1740s.5"!

It is more difficult to gauge the compositional skills in Sweden, since it has
not been possible to ascertain how much of the music in Syrinx comprised
original compositions. The recitatives and some of the ‘smaller arias’ are idi-
omatic to Italian operas of the period and show a certain level of ability to
adopt the Italian musical style in Sweden.

The Swedish libretto was an original composition, but has parallels to other
secular vocal genres, such as English secular oratorios and French opéra
comiques. The libretto demonstrates a willingness to adapt foreign influences
in creating a Swedish dramatic work.

The range of musical styles in Syrinx is striking. There are arias in Syrinx
from German and Italian operas, from opera buffa and opera seria, from the
mid 1710s to early 1740s, as well as new compositions. In Syrinx, diverse
influences were adapted to the unique Swedish context, ultimately establish-
ing precedence for future operatic endeavours in Swedish.

Reception of Syrinx
The audience in 1747

The nobility was involved in the establishment of Swenska Comedien, but has
been described as abandoning the troupe in later years. The company had eco-
nomic difficulties, the quality of the troupe was in decline, and its reputation
was diminishing among the general public.’”® Nevertheless, members of the
nobility evidently attended performances of Syrinx in 1747 and may have con-
tributed to its production.

The earliest known account of Syrinx comes from the journal of Count Gus-
taf Reuterholm (1721-1803), who is a rare example in this study of someone
associated with the opposition party Mdssorna (‘the Caps’). On 25 May 1747,
Reuterholm attended a performance of Syrinx together with the renowned

S0 Karle, Kungl. hovmusiken i Stockholm och dess utévare 1697—-1771,207-11.
303 Bystrom, Svenska komedien 1737—1754, 44-48.
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female poet Hedvig Charlotta Nordenflycht (1718—1763) and some of her rel-
atives, referred to in the diary using pseudonyms.*** Reuterholm wrote:

I slept past midday today. Then I wrote in my journal, after which I received a
visit from Damir, whom I took with me to Akerblad’s coffeechouse. Then I
searched for Calydon in vain. At half past five I met, according to prior ar-
rangement, Celadon and Amphimaque in Slotts-backen, where we strolled un-
til Galathée, Flora, and Mosanire arrived.

We then brought them with us into the theatre, where a comic opera written in
Swedish verse, called Syrinx, was performed. The verses were rather plain, but
the music, the singing, and the composition of some of the arias were quite
good. At any rate, today I enjoyed myself more than ever before here, for at
ordinary comedies, when one cannot hear the words, the senses have nothing
to occupy themselves with, as they now did with the music.

From there I went with Celadon, Amphimaque, and Alidor to
Kungstradgarden. Our company grew along the way and so much that, at least
for my part, I had no peace from this promenade, which nevertheless lasted
until nearly twelve at night. 3%

Reuterholm was particularly pleased with the music and the singing, and en-
joyed himself ‘more than ever before’ at a performance by Swenska Comedi-
en. Reuterholm’s account of his day and evening, with its opera performance
and promenades, is not dissimilar to how Ekeblad described his evenings in
Paris (Chapter 1). This suggests that Swenska Comedien, at least to some ex-
tent, served a purpose similar to that of opera houses elsewhere. It was a public
space, a public arena, to which the elite went to socialise and be seen.

There are other contemporary accounts of nobility in the audience. In May
and June 1747, there were two short notices in the French-language newspaper
Stockholm Gazette about upcoming performances of Syrinx:

Next Monday, the 25th of this month, the opera Syrinx will be performed for
the second time at the Royal Theatre. It was widely applauded at its premiere

304 Skuncke, ‘Frihetstidens teaterliv i Stockholm’, 173.

305 “Middagen sof jag bort i dag, skref sedan pd Journalen, hwaruppa jag fick besok af Damir,
som jag forde med mig uppa Akerblads caféhus, sedan sokte jag Calydon forgifwes; Kl. half
sex motte jag efter efter aftahl Celadon och Amphimaque pa Slotts-backen, dér wi patroullerade
till dess Galathée, Flora och Mosanire ankommo, dem wi forde med oss in uppa comoedien,
hwarést forestélldes en pa swensk wers forfattad comique opera Syrinx kallad, werrserne woro
ganska slita, musiquen, sdngen och composition af somlige arier passabel; Atminstone roade
jag mig idag mera dn nagonsin forr hér, ty pa ordinaira comedier ndr man icke horer orden
hafwer icke sinnena nagon syssla, som nu af musiquen. Hérifran gick jag med Celadon, Am-
phimaque och Alidor till Kongs-trédgarden, wart séllskap blef under wégen och dér s forstérkt,
att jag atminstone for min dehl icke hade ndgon ro af denna promenade, som dock warade till
kl. inemot 12 om natten’. Riksarkivet (Stockholm), Reuterholm-Adelgrenska samlingen,
vol. 11, ’Journal 1744-1749’.

188



and will now be enhanced with several embellishments that could not be exe-
cuted during the first performance. By request of the nobility, the same panto-
mime that followed Mithridate’*® will also be added.>"”

It is announced that public enthusiasm for the opera Syrinx has been so great
that, in order to meet this demand, there will be another performance at the
Royal Theatre tomorrow, Wednesday, the 3rd of this month of June. The piece
will be followed by a divertissement in the Italian style.>%

These announcements show that members of the nobility were attending and
involved with Swenska Comedien, through their ‘request’ for a particular pan-
tomime. The quotations also indicate that Syrinx was well received by the
public at its premiere and that changes were made after the first performance.

Syrinx was indeed a public success, presumably for a wider audience than
just the nobility. The success can be seen in the number of performances in
the next few years. There were seven known performances of Syrinx: three in
1747, two in 1748, one in 1750, and one in 1751. Compared to known perfor-
mances of other plays and musical entertainments at Swenska Comedien, this
is an unusually high number. For other recurring plays, such as Macchabeerne
(1744 and 1748) and La malade imaginaire (1740 and 1746), there are no
more than three known performances each.>®

There were several revivals of Syrinx throughout the eighteenth century. In
addition to the performances between 1747 and 1751, there are newspaper
advertisements for subsequent performances of Syrinx in 1761, 1770, and
1790.51

306 This was a translation of Racine’s Mithridate, which had been performed by Swenska come-
dien a few weeks earlier on 6 May 1747. Reuterholm attended this performance and wrote in
his journal that ‘the adaptation was successful in very few places, the acting was even worse,
and the music execrable’ (’versionen pd mycket fa stéllen lycklig, agerades &nnu mindre vél,
musiken exekrabel’); see Bystrom, Svenska komedien 1737-1754, 98, 122.

307 ‘Lundi prochain 25 du présent mois, I’on representera sur le Téatre Royal, pur la seconde
fois, I’Opera de Syrinx, qui a été generalement aplaudi, et qui sera augmenté de plusieurs em-
bellisemens qui n’ont pl étre exécutés a la premiére Représentation, et par ordre de la Noblesse,
I’on y ajoutera la méme Pantomime qui a suivie Mithridate’. Stockholm Gazette, 22 May 1747.
Quoted in Schiick, ‘Franska trupper i Sverige’, 244.

398 “On fait avertir, que I’Empressement du Public a été si considerable pour /'Opera de Syrinx,
que pour repondre a sa volonté, 1’on fera une Représentation sur le Théatre Royal, demain
Mecredi 3 du présent mois de Juin. Cette piece sera suivie d’un Divertissement dans le gout
Italien’. Stockholm Gazette, 2 June 1747. Quoted in Schiick, ‘Franska trupper i Sverige’, 245.
309 Bystrom, Svenska komedien 1737—1754, 112-27.

310 Stockholms posttidningar, 10 August 1761; Dagligt Allehanda, 9 November 1770; Dagligt
Allehanda, 23 November 1770; Stockholmsposten, 2 January 1790. Dahlgren also mentions a
performance in 1768, but I have found no advertisements for this; see Fredrik August Dahlgren,
Anteckningar om Stockholms theatrar (P. A. Norstedt & Soner, 1866), 357.
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The printed libretto was sold throughout the century. It was printed three
times, in 1747, 1748, and 1770.5"" There does not seem to have been a new
printing for the 1761 production, nor of the new adapted lyrics of Syrinx in
1790. There were regular advertisements in newspapers for the sale of the
printed libretto. The first one appeared in Stockholms Weckoblad in 1747 .51
There were subsequently a number of advertisements in Stockholms
Weckoblad, Dagligt Allehanda and Stockholmsposten in 1757, 1759, 1761—
1762, 1768, 1781-1783, 1785-1787, and 1790.5* The sale of the music for
Syrinx in 1762, mentioned above, is another indication of Syrinx’s enduring
popularity.

Swenska Comedien may have been in decline towards the end of the 1740s,
but Syrinx was evidently successful and well-received. Members of the nobil-
ity attended the performance and influenced the choice of pantomime to be
performed after it. The many revivals and the continued advertisements for
the printed libretto suggest that Syrinx made a lasting impression and was re-
membered throughout the century.

Memories of Syrinx in the late eighteenth century

After Swenska Comedien came to an end in 1754, there were few more at-
tempts at opera in Swedish until the establishment of Kungliga Operan in
1773. Queen Lovisa Ulrika invited Italian and French troupes to perform in
Sweden and did not support any other Swedish theatre company. The operas
performed at Swenska Comedien were seen as precursors to the Swedish op-
eras at Kungliga Operan, but with some ambivalence. They were a first at-
tempt at operas in Swedish, but by the 1770s, aesthetic ideals had changed.
Kungliga Operan had an ambition to create a Swedish style of opera based on
reform opera ideals, and they had more resources available to them through
royal patronage. The late-eighteenth-century commentary on Syrinx reflects
this tension. On one hand, Syrinx was considered the first opera in Swedish,
which made it comparable to the pieces at Kungliga Operan. On the other
hand, some writers were quick to distance themselves from such earlier at-
tempts and to show how far Swedish opera had come.

In August 1779, there was an anonymous item in the newspaper Dagligt
Allehanda advocating for a revival of Syrinx:

S Syrinx, eller Then uti Wap forwandlade Wattu-Nymphen (1747); Syrinx, eller Then uti Waf3
forwandlade Wattu-Nymphen (1748); Syrinx, eller Then uti Waf3 férwandlade Wattu-Nymphen
(1770).

*12 > Af Kongl. Tryckeriet ar utkommit: [...] Syrinx, eller then uti Wass forwandlade Wattu-
Nymphen, Opera Comique, 1747, in 4:to, 5. Ore S:mt’. Stockholms Weckoblad, 4 July 1747.
313 See Svenska tidningar, Kungliga biblioteket, https:/tidningar.kb.se/.
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It is indeed an undeniable truth that both Thetis och Pelee as well as Acis och
Galathee are a couple of excellent pieces, which have brought much joy to the
spectators during their performances. But in my childhood years, I saw a Swe-
dish play called Syrinx, which has great value in terms of its music. Music
lovers have always regarded the aria ‘Hjdlpen mig mitt 6de sorja’ as a master-
piece. Several other similar ones appear in the same opera. I am convinced that
if there were some minor improvements in the lyrics, the play could still be
performed with pleasure and honour at the Swedish Theatre. I hope to receive
support from experts in my request, and I believe that during its representation,
spectators would never be missing.>'*

The quotation makes a number of interesting points. Syrinx was favourably
compared to Uttini’s opera Thetis och Pelee (1773) and the pasticcio adapta-
tion of Acis och Galatea (1773) by Lars Lalin and Henrik Philip Johnsen. The
writer claimed that music lovers regarded the aria ‘Hjalpen mig mit 6de sorja’,
the adaptation of Carl Heinrich Graun’s ‘Per pieta, bell’idol mio’ from Ar-
taserse, as a masterpiece. The quotation shows that the memory of Syrinx was
alive, and that some still compared what they saw on stage at Kungliga Operan
with familiar older pieces such as Syrinx.

Two years earlier, in 1777, Carl Gustaf Ehrensvérd wrote his Anteckningar
om svenska teaterns uppkomst (‘Notes on the Origins of the Swedish Thea-
tre’), a treatise on the history of Swedish theatre and an account of the events
that led to the foundation of Kungliga Operan in 1773.5'* As one of the driving
forces behind the enterprise, theatre director Ehrensvérd had first-hand expe-
rience of the effort that was made to create a permanent opera house in Swe-
den. In his account of the history of theatre and opera in Sweden, Ehrensvéard
has a very different view of Syrinx from that of the anonymous author above:

During this decline of the Swedish theatre [in the 1740s] a new type of perfor-
mance was attempted, previously unknown in Sweden. It was a kind of opera
comique, a deformed child of opera, and that had all the imperfections that
these works have avoided in later times. A few people who could sing, came
together to perform the operas Syrinx and Arachne, of which court secretary
Lalin claimed to be the author. He had already by that time learnt the craft of
using old music collected from several masters, composed on various occa-
sions, for his new opera.

514 °Det &r wil en onekelig sanning at bdde Thetis och Pelee s wil som Acis och Galathee &ro
et par fortréffeliga piecer, hwilka wid representationen tilbringat askadarena mycket ndje. Men
sa har jag i mina barnadr sedt en Swensk piece Syrinx kallad, upforas pa Theatren, hwilken
hwad Musiken betréffar dger sitt stora warde. Musik-élskare hafwa i alla tider ansedt den Arien
Hjdlpen mig mitt ode sorja for et Mastarstycke. Flere af dylik halt forekomma i samma Opera.
Jag dr forwilad at om ndgon liten forbattring i orden skulle foregd, sa torde piecen &nnu med
ndje och heder kunna upféras pa Swenska Theatren. Jag wintar i min begéran bitrdde af kén-
nare, och tror jag at wid del3 representation dskadare aldrig skulle tryta’. Dagligt Allehanda, 16
August 1779.

315 Ehrensvird, ‘ Anteckningar om svenska teaterns uppkomst’.
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This new type of play gained much approval, and people either did not know,
or excused, all its flaws. This play had the same fate as the others: it was per-
formed a few times with approval and then was forgotten and despised. Lalin
did not anticipate at that time that he would become an equally poor author of
larger operas, and that his craft, a product of idleness, ignorance, and poverty,
would be approved and used in more enlightened times. Swedish plays were
governed throughout this time by an unlucky star.>'

The strong negative assessment of Syrinx suggests that Ehrensvird was eager
to distance himself and Kungliga Operan from the previous examples of opera
in Swedish, and, perhaps more personally, from Lars Lalin, with whom he had
worked a few years earlier. A theme in Ehrensvérd’s account is that Kungliga
Operan had been formed out of practically nothing and succeeded against all
odds, which may account for his minimising the importance of the previous
endeavour. Ehrensvérd also made a general criticism of the practice of pastic-
cios as a ‘product of idleness, ignorance, and poverty’, despite the inclusion
of pasticcios on the repertoire during his directorship, such as Lalin’s Acis och
Galatea. This is another indication of changing aesthetic ideals in the late
eighteenth century, ideals that Syrinx could not meet.

The 1790 revival and the historiography of Syrinx

In January 1790, there was a revival of Syrinx at Svenska Komiska Teatern.
Poet and critic Johan Henric Kellgren, who a few years earlier had written the
libretti for the operas Gustaf Wasa (1786) and Gustaf Adolf och Ebba Brahe
(1788), attended the performance of Syrinx and wrote a detailed review in
Stockholmsposten.®'” This is the most thorough account of Syrinx that we have
from the eighteenth century. He did not only review the performance, but also
provided details of the 1747 production, such as the names of some of the
original cast. As such, it is an important source of information on Syrinx.

516 *Under detta svenska theaterns forfall forsoktes dock pé ett nytt slags skadespel, hitintils i
Sverige okéndt, det var en slags opera comique, ett vanskapadt barn af operan, och som hade
alla ofullkomligheter, som i senare tider dessa arbeten undgatt. Nagra fa personer som kunde
sjunga, sammansatte sig at upfora operorna Syrinx och Arachne, til hvilka hofsecreteraren Lalin
utgaf sig for auctor.

Han boérjade redan den tiden med det handtverket at nytja gammal musique hopasokt af flere
maéstare, componerad vid atskilliga olika tilféllen til sin nya opera. Detta nya slags skadespel
vann mycket bifall, och antingen kénde man icke eller urséiktade alla dess brister. Detta skade-
spel hade de 6frigas 6de; det upfordes nagra ganger med bifall och glomdes och foraktades til
slut. Lalin trodde icke den tiden, at han skulle bli en lika elak auctor til storre operor, och at
hans handtverk, ett foster af ldtja, okunnighet och fattigdom, skulle i mera uplysta tider blifva
godkédndt och nytjadt. Svenska skadespelen styrdes under hela denna tid af en olycklig stjerna’.
Ehrensvird, ‘Anteckningar om svenska teaterns uppkomst’, 212—13.

317 Stockholmsposten, 23 January 1790.

192



However, later historiography has not always distinguished between his
notes on the original production and his description of the 1790 revival. The
mix-up between the two versions is particularly evident in relation to the mu-
sic. Kellgren’s account of the music reflects the 1790 production, but it has
led to continual claims that the arias in the original production of Syrinx were
by Handel and Graun, despite there being no arias by Handel in the manuscript
scores.’'® Kellgren wrote that:

The music is a compilation of the works of several masters and adapted to the
words. The greatest bass arias for Pan are by Handel, and the soprano arias for
Syrinx are by Graun. Some of the smaller arias and duets, as well as the reci-
tatives in the old score, are by the organist Ohl.5!°

Kellgren gives a few more details of what was changed in the music in the
1790 production and how the music was received by the audience. Signifi-
cantly, ‘Hjelpen mig mit 6de sorja’ continued to be a favourite aria:

He [i.e. the Director] has, however, found it necessary to make some changes
with respect to the verses and to remove the parts that would be too offensive
to the taste of our times. Likewise, the music has undergone some improve-
ments by Mr. Concertmaster Zander.>2¢

Among those who performed at the revival of the play, young Mr. Annerstedt,
in the role of Astrild, has been greatly applauded. Both of his arias were com-
posed by Mr. Zander. In general, it has been noticed, as could be expected, that
the modern music added here and there has given the greatest pleasure. How-
ever, Mlle. Séfstrom’s aria ‘Hjelpen mig mitt 6de sorja &c.” has also been well
received. [...] In general, the recitatives seemed to please little.>?!

The changes to the music are corroborated by the S-Skma score of Syrinx.
According to a note in the manuscript, the S-Skma score was used for the 1790

518 This has been repeated in virtually all references to the music in Syrinx in the twentieth
century. An exception is Skuncke, ‘Frihetstidens teaterliv i Stockholm’.

319 *Musiken dr sammanletad av &tskillige méstares arbeten och limpad efter orden. De storsta
Bas-Arierna for Pan dro af Hendels och Discant-Arierna for Syrinx af Grauns composition. En
del af de smérre Arier och Duetter, samt Recitativerne uti gamla Partituret, dro af Organisten
Ohl’. Kellgren, Samlade skrifter av Johan Henrik Kellgren, 5:288.

520 "Han har dock dervid funnit nddigt att géra en och annan forindring, i anseende til verserne,
och att borttaga stdllen som alt for mycket skulle stota véra tiders smak. Likasd har musiken
under gatt vissa forbéttringar af Hr Concertméstaren Zander’. Kellgren, Samlade skrifter av
Johan Henrik Kellgren, 5:284.

521 *Bland dem, som nu spelte vid Piecens upforande & nyo, har ung Herr Annerstedt, i Astrilds
roll, blifvit mycket applauderad. Biagge hans Arier dro componerade af Hr Zander. I allménhet
har man maérkt, vad som létt kan véntas, at den hér och der tilagde moderna musiken gjort mésta
ndjet. Dock har dfven M: le Safstrom i Arian Hjelpen mig mitt 6de sorja &c. vunnit bifall. [...]
Recitativerne i allménhet tycktes foga behaga’. Kellgren, Samlade skrifter av Johan Henrik
Kellgren, 5:288-89.
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production. There are various changes to the lyrics in the manuscript. Many
of these changes appear in the recitatives. In the arias, the most common
change is the substitution of the repetition of the lyrics in the second half of
the A section with the lyrics from the B section. Presumably, the arias were
shortened in this way, through omission of the B section and the da capo of
the A section. Several arias have no changes in the S-Skma manuscript, in-
cluding the arias for Astrild that Kellgren wrote had been substituted in the
1790 production. Likewise, Pan’s arias in the manuscript have no changes,
which indicates that they too were substituted for other arias in the 1790 re-
vival. This most likely means that the Handel arias that Kellgren mentions
were added in 1790, which would account for Kellgren’s assertion that the
bass arias for Pan were by Handel.

Like earlier writers, Kellgren was more critical of the poetry and the plot
of Syrinx than of the music. There was no new printed edition of the libretto
in 1790 that reflected the changes made to the opera. When discussing the
libretto, Kellgren referred to ‘the printed play, the verses and content un-
changed’, as opposed to the changes made during the performance.*?> He spent
most of his review summarising and assessing the plot. For example, he de-
clared that, ‘The third opening, like the second, which was like the first, shows
the same room, where the same people hold the same conversation’.’* As a
librettist himself, he was perhaps especially keen to point out the differences
between Syrinx and his own more recent efforts.

Kellgren’s account is an important source regarding the late-eighteenth-
century reception of Syrinx. Kellgren affirms that Syrinx was then considered
the first lyrical piece to have been sung throughout in Swedish:

It is said to be the first of its kind to be performed in this country. This hap-
pened on 20 May 1747, at the former Bollhuset, or now called the smaller
Royal Theater. Swedish plays had already been performed in the 1730s, in-
cluding those mixed with song, but no fully lyrical piece, entirely in music, and
with recitatives, was yet known.>*

In addition to its historical importance as the first opera in Swedish, Kellgren
explained that the greatest value of the performance was that it exhibited the

522°[,..] den tryckta Piecen, oforindrad til verser och innehdll’. Kellgren, Samlade skrifter av

Johan Henrik Kellgren, 5:285.

523 “Tredje Opningen, lik den andra, som var lik den forsta, visar samma rum, dir samma per-
soner hélla samma tal’. Kellgren, Samlade skrifter av Johan Henrik Kellgren, 5:287.

524 *Den lar i sit slag vara den forsta som blifvit gifven hir i Landet. Detta skedde 1747 den 20
Maj, pa fordna Bollhuset, eller nu s& kallade mindre Kongl. Theatern. Man hade vél redan pé
1730 talet sett Svenska skadespel upforas, dfven sadane som voro blandade med séng, men
ingen fullkomligen Lyrisk Piece, hel och hallen i musik, och med recitativer, l4r &nnu varit
kénd’. Kellgren, Samlade skrifter av Johan Henrik Kellgren, 5:284.
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progress that had been made in Swedish operas in the past 40 years, especially
in relation to the verses and the drama. He even suggests that it might have
been better if fewer changes had been made to it, since these differences would
then have been more obvious:

It should be a pleasure for lovers of letters to measure the progress that lyrical
dramas have made in our times, despite their weak beginnings. [...] One can
easily find that a piece of such composition, without any action or interest,
where the characters come and go without knowing why, creating new scenes
when they return shortly after, and new acts when they stay a bit longer, where
the only reason for the division of arias and recitatives seems to be that a recit-
ative should always be followed by an aria and an aria by a recitative; that such
a piece, though good for its time and despite the corrections that have been
made, or possibly could be made, to the verses, cannot now please for any other
reason than its quality of having been the first of its kind, and to show us the
taste of 40 years ago. [...] Finally, it must be repeated that since the intention
of this opera’s new performance was probably to please amateurs, and there-
fore it is intended to be shown only as an old memorial from time to time. It is
only from this perspective that any fair viewer should judge it. Perhaps it would
have been best, even from this perspective, if no changes had been made to the
old words or music. Nevertheless, one cannot deny the director of the spectacle
all gratitude for their efforts to seek variety and appeal to all classes of specta-
tors.’»

In an advertisement in Stockholmsposten for a second performance in July
1790, the phrases Kellgren used, such as ‘old memorial’ and ‘the first of its
kind to be performed in this country’, are used verbatim to convey the inten-
tions behind the performance and, presumably, to encourage attendance:

325 *Det bor for Vitterhetsilskare vara ett ndje att mita de framsteg, som Lyriska Dramen i véra
tider gjort, med svagheten af dess upphof. [...] Man lérer ldtt finna at en Piece af dylik sam-
manséttning, utan all action och alt intresse, der personerna komma och gé, utan att veta hvar-
fore, gora nya Scener nir de strax komma tillbaka, och nya Acter nir de drojer nagot langre,
dér indelningen af Arier och Recitativer tycks ha den enda grund, at pa recitativet maste folja
en Aria och pa Arian et Recitativ; at en sddan Piece, ehuru god for sin tid, och oacktadt de
rittelser som vid verserne blifvit gjorde eller mgjligen kunna goras, icke nu kan behaga af annat
skdl, dn sin egenskap at ha varit den forsta i sit slag, och at visa oss smaken for 40 ar tilbaka.
[...] Slutligen far man uprepa, att som afsigten med denna Opera & nyo upforande férmodeligen
varit, at behaga Amateurer, och den saledes &r &mnad, at sdsom et gammalt minnesmaérke blott
da och da visas, sé dr det allenast ur denna synpunkt, som hvar och en billig 4skéddare bor domma
den. Kanske hade det ock i detta afseende varit bdst, om ingen fordndring skett fran det gamla,
hvarken i orden eller musiken. Emellertid 14r man ej neka Spectaklets Direkteur all tacksamhet
for sitt bemodande att genom omvéxling sdka rora alla classer af Spectateurer’. Kellgren, Sam-
lade skrifter av Johan Henrik Kellgren, 5:284-89.
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This play, like an old memorial, is given with the intention of entertaining,
through variation, even the class of spectators who remember that it is said to
be the first of its kind to be performed in this country.>?¢

The general impression from Kellgren’s descriptions is that the audience did
not receive the performance very well, partly because tastes had changed. In
a letter after the second performance in August 1790, Kellgren wrote that “Syr-
inx has again been given to the ridicule of the spectators’.’>” It suggests that
for all its historical importance, it was by now a piece that was ridiculed, even
with significant changes.

In the nineteenth century, descriptions of Syrinx were based on Kellgren’s
account from 1790. It was said to have had music by Handel and Graun, and
Ohl is often cited as both composer and arranger.’® Gradually, it was no longer
called the first Swedish opera, but was usually described as a sdngspel. In-
stead, Thetis och Pelée from 1773 has come to be called ‘the very first Swe-
dish-language opera’.’>

From the eighteenth-century reception of Syrinx, it is clear that it was a
successful piece of theatre that attracted the public. It was considered an im-
portant part of Swedish opera history, even though it was often criticised for
its deficient qualities. It is a reminder that pasticcios should not be overlooked
in accounts of eighteenth-century opera history. Syrinx may have lost its po-
sition as the first Swedish opera in modern historiographies, but it was con-
sidered as such in the eighteenth century.

Adaptation and use of arias

The following section explores how arias in Syrinx were adapted and trans-
lated for the Swedish stage: the new lyrics and the dramatic context, the abil-
ities of the performers, and the expectations of the audience. This is discussed
through an analysis of four arias.

526 *Denna piece, sdsom et gammalt minnesmirke, gifwes i den afsigt, at genom omwixling

soka roa dfwen den Classen af Spectateurer, som fora sig til minnes, at den ldr i sit slag wara
den forsta, som blifwit gifwen hér i landet’. Stockholmsposten, 20 July 1790.

327 *Syrinx har anyo blifvit gifven till dskddarenas 4tldje’. Johan Henric Kellgren, Samlade
skrifter av Johan Henrik Kellgren, vol. 6, ed. Otto Sylwan (Svenska Vitterhetssamfundet,
1922), 278.

328 Norlind, ‘Syrinx’; Dahlgren, Anteckningar om Stockholms theatrar, 33, 357; Klemming,
Sveriges dramatiska litteratur till och med 1875, 85; Per Daniel Amadeus Atterbom, Svenska
siare och skalder eller grunddragen af svenska vitterhetens hdfder. Fjerde delen. (Lundequist,
1847), 319.

529 Martin Tegen, ‘“Thetis Och Pelee”: An Opera’s Successive Transformations’, in Gustavian
Opera: An Interdisciplinary Reader in Swedish Opera, Dance and Theatre 1771-1809, ed.
Inger Mattsson (Royal Swedish Academy of Music, 1991), 237.
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The source for these discussions is primarily the S-Skma full score of Syr-
inx, with some support from the S-N short score, in the few cases where there
is a lack of clarity in the voice or bass part. The music in the two manuscripts
is virtually the same, besides the scoring.

‘Sdg mig mit hierta’/‘Sage, mein Herze’: translation and
transliteration

Syrinx’s aria ‘Sdg mig mit hierta’ in Act II is a lightly revised version and
translation of the aria ‘Sage, mein herze’ from Telemann’s German opera Sieg
der Schéonheit. The opera was premiered in Hamburg in 1722 and was per-
formed again in revised form in Brunswick in 1725, 1728, and 1732.5° The
style of the aria is galant, with a slow harmonic rhythm of one bar, light tex-
ture, and regular phrases.

‘Sdg mig mit hierta’ is the only identified aria in Syrinx in which the lyrics
have been directly translated from the original (Table 35). The A section
closely follows the lyrics of *Sage, mein Herze’, whereas the B section is a
freer translation, but with essentially the same meaning as the original. The
rhyme pattern is the same throughout in both versions.

There 1s also some transliteration, where the Swedish and German words
sound similar in the same places in the melody. This happens in the opening
line ‘Sage, mein Herze’/‘Sdg mig mit hierta’, where the words correlate
closely in both meaning and sounds. This is also clearly the case in the second
line of the first stanza, ‘Nein, du stehest felsenfest’/‘Nej, tu star som klippan
fast’, where the ‘Nein’/‘Nej’ and ‘-fest’/‘fast’ are retained for similar empha-
ses and sounds at important places in the melody.

330 Telemann, Sieg der Schénheit: Singspiel in drei Akten (Hamburg 1722), 42:1X.
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Table 35. The lyrics of ‘Sdg mig mit hierta’ and ‘Sage, mein Herze’.

Syrinx (Act 11, scene 4) Sieg der Schonheit (Act 1, Scene 5)
Sag mig mit hierta Sage, mein Herze,
kan kiérlek tig rora? wilt du dich ergeben?
Nej, tu star som klippan fast. Nein, du stehest Felsen-fest.
Skulle jag mig til trélinna nu gidra, Sollt’ich in ewiger Dienstbarkeit leben?
Swiksamma #lskares lackande hora, Sollt’ich nach Dunst und nach Schatten-
Som forswinner med en hast.>?! werk streben,
Das sich niemals fassen lisst?”3
English translation English translation
Tell me, my heart, Say, my heart,
can love move you? will you surrender?
No, you stand firm as a rock. No, you stand firm as a rock

Would I now make myself a slave girl, | Shall I live in eternal servitude?
The enticing sound of a swift lover, Shall I strive for vapours and for works of
Who disappears in a hurry. shadow,

That can never be grasped?

There are two extant manuscripts of arias from Sieg der Schéonheit. One is
from a manuscript collection of 21 arias from Sieg der Schénheit (D-SWI) and
the other is from a manuscript of the full score of a production in Brunswick
in 1732 (D-B).5* The two versions of ‘Sage, mein Herze’ are very similar, but
there are some smaller differences in key, instrumentation, text setting, and
ornamentation. The version from the Brunswick score has been used for the
comparisons here, as it is the version that is most similar to the aria in Syrinx.5**

There are some differences in the music in Syrinx compared to ‘Sage, mein
Herze’ (Figures 30 and 31). The music has been transposed to A major for the
soprano role of Syrinx. In the opening ritornello, the viola doubles the bass,
which has crotchets on the beats, rather than the syncopated rhythm (quaver,
crotchet, quaver) in ‘Sage, mein Herze’. On the last beat of the prelude, a sem-
iquaver figure is added in the viola and the bass, leading into the next phrase.
These changes are repeated when the same musical material returns in the
opening phrases of the vocal part and in the B section.

331 Syrinx, eller Then uti Wap3 forwandlade Wattu-Nymphen (1747), 12.

332 Sieg der Schonheit (Stromer, 1722), 11.

333 Telemann, Sieg der Schénheit: Singspiel in drei Akten (Hamburg 1722), 42:1X.

334 Telemann, Sieg der Schénheit: Singspiel in drei Akten (Hamburg 1722), 42:39-43.
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Figure 31. ‘Sage, mein herze’ (D-B). Bars 1-11.
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The Swedish text setting stays very close to the German in the A section,
whereas the translation is freer in the B section and the text setting differs
more noticeably, but there are some transliterations (Figure 32). The opening
‘Skull’ iag mig’ is close to ‘Sollt ich in’, and the final word ‘hast’ ends with
the same consonant as ‘1af3t’. There are some longer words, such as ‘trdlinna’,
that gives the line slightly different emphases than the German, and the me-
lisma on ‘-na’ in the third bar falls on a weak syllable. This is also a rare oc-
casion where the two Syrinx scores differ. In the S-Skma score, in the repeti-
tion of the line the scribe has skipped the ‘nu’ on the final quaver of bar 15,
and instead prolonged the melisma for the accented part of the word ‘-lin-’,
and gives the final note to ‘-na’ instead of ‘nu’. This is probably a mistake,
since the S-N score repeats the melody in bar 15 as it was in bar 3, but may
have come about to avoid the melisma on the weak syllable. In bar 7, the words
‘schattenwerk’ and ‘smickrande’ should have comparable stresses, but the
Swedish text setting emphasises the second beat of the bar and the middle part
of the word, which again accents a weak syllable.

This is an example in which the Swedish adaptation remains close to the
original aria. The lyrics are a translation of the original lyrics and are often
translated in such a way that the syllables correlate between the German and
the Swedish. The changes to the music appear in the preludes and interludes,
rather than in the voice, and there are only small changes in text setting.

201



D-B

Syrinx S-Skma

Skull'iag__ mig till tra - lin - na nu giora Swik-sam - ma

il - ska - res smick -ran-de_ ho -ra, som___ fér - swin-ner med_ en

T
1aBt, sollt ich__in e-wi - ger Dienstbar - keit leben, sollt ich__nach

D-B “/
f

hast, skull'iag__ mig till trd - lin - na gié-ra swik-sam - ma

das. sich nie - mals fas - sen

24
9 T K N—T i s = i T—t i |
D-B

[ 4 f T T
146t das_sich nie - mals, nie - mals fas - sen 14Bt?

Hat o

s
S-Skma ’

[ \rl 'V Iy } I I = | } T } 1 |
hast som for - swin - - ner_ med en hast.

Figure 32. Comparison of the vocal lines in the B sections of ‘Sage, mein Herze’ (D-
B) and ‘Sdg mig mit hierta’ (S-Skma).
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‘Mit hopp mig nya krafter gifwer’/‘Zuletzt wird noch mein
Gliick erwachen’: simplification and variation

‘Mit hopp mig nya krafter gifwer’ is the final aria of the second act, in which
Pan’s hope to win the love of Syrinx has been rekindled. It is an adaptation of
the aria ‘Zuletzt wird noch mein Gliick erwachen’ from Scipio Africanus by
Carl Heinrich Graun. Scipio Africanus was a German opera that had its prem-
iere in Brunswick in 1732. A manuscript score of the opera survives in Ber-
lin.**

The lyrics of ‘Mit hopp mig nya krafter gifwer’ are not a direct translation
of the German original, but the subjects and the characters of the two arias are
similar (Table 36). In both, hope gives the character new strength. For Pan,
his hope causes him to ‘redouble his zeal’, whereas for Sophonisbe in Scipio
Africanus, her hope makes her trust heaven to end her misery. The meter and
the number of syllables are also the same in both versions.

Table 36. The lyrics of ‘Mit hopp mig nya krafter gifwer’ and ‘Zuletzt wird noch mein
Gliick erwachen’.

Syrinx (Act 11, scene 5) Scipio Africanus (Act 1, Scene 10)

Mit hopp mig nya krafter gifwer; Zuletzt wird doch mein Gliick erwachen,

O! At thet ej ma sla mig fel:

Thet skal fordubbla all min ifwer.
Jag tror jag andtlig lycklig blifwer.
Mit hopp! tu dr min bésta del.

Die Hoffnung stéirket meine Brust.

Ich trau des Himmels treuen Hinden,
Er wird mein Elend endlich enden
Zu meinem Trost, Zu meiner Lust.>3¢

English translation

English translation

My hope gives me new strength;
Oh, That it may not prove mistaken:

It shall redouble all my zeal.

My hope! You are my best part.

I believe that I shall at last be happy.

At last my fortune still shall waken,
Hope strengthens my breast.

I trust the heavens’ faithful hands;
They shall at last end my misery
To my comfort, To my delight.

Some of the differences between the two versions have been made to accom-
modate different vocal ranges. In the manuscript score of Scipio Africanus,
the aria is in A major for a female soprano and in Syrinx it is in E major for a
male singer. The Syrinx aria is notated in the soprano clef in both the S-Skma
and S-N scores. Transposed down an octave, the range of the aria is in the

335 Staatsbibliothek zu Berlin (D-B), Mus.ms. 8205, Digitale Sammlungen der Staatsbibliothek
zu Berlin, https://digital.staatsbibliothek-berlin.de/.
336 Scipio Africanus, 12.
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tenor range of the other arias for Pan in the bass clef. Some smaller changes
in the bass line accommodate the differences in key. In Syrinx, the aria has a
da capo from the beginning, whereas in Scipio Africanus, the B section ends
with a slightly varied version of the opening ritornello and there is a dal segno
at the vocal entry.

The aria in Syrinx has been significantly shortened and simplified, com-
pared to Graun’s original (Figure 33). Some of the longer coloratura passages
have been cut, which simplifies the vocal line. In the B section, the melodic
line is less chromatic in the Syrinx version. Pan’s aria is not without coloratura
passages, but they are fewer and shorter. The final cadenza in the B section
‘Adagio’ has been dropped. There are eight arias for Pan in Syrinx. Pan’s arias
are usually less complex than Syrinx’s arias, but they are generally not as sim-
ple as some of the homophonic chorale-like arias for the other male characters
Sylvan and Arlequin.

Other changes do not have an obviously practical purpose and instead
demonstrate the practice of constant variation that has become apparent
throughout this study. An example of this is the demi-semi quavers in the ri-
tornello, bars 5 and 7. In Scipio Africanus, they are demi-semi quavers with
octave leaps and neighbour notes, whereas in Syrinx, they are arpeggios with
an octave semi quaver on the final beat of the bar.

‘Mit hopp mig nya krafter gifwer’ illustrates adaptations made in order to
accommodate the abilities of the singer. Not all the coloratura passages were
cut, but their number and length were reduced; a certain level of virtuoso skill
was still required, even though the aria was generally simplified and short-
ened.
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Figure 33. Comparison of ‘Zuletzt wird noch mein Gliick erwachen’ from Scipio
Africanus and ‘Mit hopp mig nya krafter gifwer’ from Syrinx.
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‘Frihet basta lefnad gifwer’/* Armero di sdegno eterno’: new text,
opposite meaning

The aria ‘Frihet bidsta lefnad gifwer’ is sung by Pan’s companion Faunus in
Act I, scene 5. In the aria, Faunus tries to persuade Pan to give up his pursuit
of Syrinx, since ‘he who does not make love, sweetly enjoys his days’ and
‘freedom gives the best life’.

The aria is in D major, with a quaver walking bass and with crotchets and
quavers in the violin part, with larger leaps of sixths and octaves (Figure 35).
The two quavers and one crotchet rhythm in the second half of the bars in the
violin stress the weaker fourth beat, creating some rhythmic irregularity
against the steady quavers of the bass. The rhythmic foundation of the voice
part is a slower rhythm of dotted crotchet and quaver. The overall impression
is of a joyful, bouncy rhythm that accompanies Faunus as he tries to convince
Pan that freedom gives the purest joy.

Table 37. The lyrics of ‘Frihet bista lefnad gifwer’ and ‘Armero di sdegno eterno’.

Syrinx (Act 1, scene 5) Foca Superbo (Act 111, scene 3)
Frihet bésta lefnad gifwer: Armero di sdegno eterno

Then som stddse therwid blifwer, Questo cuor, e dell’Inferno

Kan alt stadigt wara ndgd. L’empie Furie invochero.

Then som ingen élskog skidter Spiantero fin dal profondo
Liufligt sina dagar néter, Metaponto, e tutto il Mondo
Frihet ger then rensta frogd.>® Con le stragi inondero.’*

English translation English translation

Freedom gives the best life: I will arm with eternal indignation
The one who remains steadfast thereby, | This heart, and from Hell

Can always be satisfied. The unholy Furies I will invoke.
He who does not make love I will flatten from the depths
Sweetly enjoys his days, Metapontum, and the whole world
Freedom gives the purest joy. With slaughter I will flood.

The music originally comes from Foca Superbo by Antonio Lotti, which was
premiered in Venice in 1715. The lyrics of the aria in Foca Superbo are strik-
ingly different from those in Syrinx (Table 37). It is sung by Foca, the emperor
of Greece, and it is a call for arms and revenge. He invokes the unholy Furies
from hell and promises to flood the whole world with slaughter. Here the quick

338 Syrinx, eller Then uti Waf3 forwandlade Wattu-Nymphen (1747), 7.
339 Antonio Maria Luchini, Foca Superbo (Marino Rossetti, 1716), 49.
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pace and rhythmic irregularities instead evoke resolve and indignation. The
major key has its original connotation of hardness, rather than joy.

There are two extant manuscript scores of Foca Superbo. One is in Dresden
(D-DI) and the other is in Stockholm in the historical collection of Kungliga
Operan (S-St).>* For the comparison below, the Dresden manuscript version
has been used. The two versions are very similar, but there are some differ-
ences in the violin and bass parts in the Stockholm manuscript. Whenever the
two versions differ, the aria in Syrinx correlates to the Dresden version. It sug-
gests the adaptation was based on a manuscript that was closer to the Dresden
score, despite the possibility that the S-St score was in Sweden at the time.

340 D-DI, Mus.2159-F-1, SLUB Digitale Sammlungen,
http://digital.slub-dresden.de/id42660069X; S-St, F 2 (18).
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Figure 34. Comparison between ‘Armero di sdegno eterno’ from Foca Superbo and
‘Frihet basta lefwnad gifwer’ from Syrinx. Small noteheads indicate music in the Foca
Superbo manuscript (D-DI) that are not in the Syrinx score (S-Skma).
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The music of ‘Frihet basta lefnad gifwer’ stays close to the Italian aria in the
Dresden manuscript (Figure 34). They are both in D major, but the voice part
is notated in the alto clef in the Dresden version and in the soprano clef in the
S-Skma score of Syrinx. The aria was presumably sung an octave down by a
male singer in Syrinx, like the previous aria, whereas the original was for an
alto castrato.

The viola part is omitted in the S-Skma manuscript of Syrinx. The viola
consistently doubles the bass line in the Dresden manuscript. The only place
where the viola does not double the bass line is in bar 29, where a second line
has been added for the cello in the Syrinx manuscript. The absence of a viola
part in the Syrinx score is likely a simplification of the notation, rather than a
difference in instrumentation.

Most of the changes in the music accommodate the different stresses in the
Swedish text compared to the Italian (Table 38). In both the Italian and the
Swedish lyrics, the rhyme pattern and syllable count are the same in both stan-
zas: 8 + 8 + 7. However, the words are grouped differently in the Swedish
compared to the Italian version. In the Swedish, each line is divided into
groups of two syllables, i.e., Frihet (2) — bésta (2) — lefnad (2) — gifwer (2)
etc., with a single syllable at the end of both verses, i.e., Kan alt (2) — stadigt
(2) —wara (2) —nogd (1). In the Italian, the first two lines are grouped in three
and five syllables, i.e., Armero (3) — di sdegno eterno (5) etc., and the last line
in both verses is grouped in two and three, i.e., L’empie (2) — Furie (2) — in-
vochero (3). This means that the Swedish divides the words in different places
than the Italian, and this has consequences in the melody.

In the Italian aria, ‘di sdegno eterno’ is repeated at the end of the first line
in the A section. The Swedish text does not group the first line into three and
five syllables, and the corresponding part of the Swedish text would cut a word
in half (°-ta lefnad gifwer’), if it were repeated. In the Swedish version, the
repetition at the end of the line is therefore omitted in both instances in the A
section. In the second repetition of the verse in the A section, there is the ad-
dition of quaver notes in the second repetition of ‘stidse therwid blifwer’ to
fit the extra number of syllables in the melody. Another difference in the A
section is the omission of the penultimate bar in the ritornello, which shortens
the ritornello and makes it into an eight-bar phrase, rather than the nine bars
of the original.

In the B section, the Swedish text corresponds even less to the Italian text
setting. The Italian text setting includes significant word repetition in the sec-
ond half of the verse, whereas the Swedish repeats the whole verse twice, with
only ‘then rensta frogd’ repeated once in the first repeat of the verse. At the
end of the B section, the cadenza on ‘inonderd’ in the penultimate phrase is
omitted, as well as the penultimate bar.
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Table 38. Differences in text setting in ‘Frihet bésta lefnad gifwer’ and ‘Armero di
sdegno eterno’. Italics indicate parts of the melody that are omitted in the Swedish
version.

Syrinx Foca Superbo
Frihet bésta lefnad gifwer: Armero di sdegno eterno
di sdegno eterno
Then som stiddse therwid blifwer, Questo cuor, e dell’Inferno
Kan alt stadigt wara ndgd, kan alt stadigt | L’empie Furie invochero .
wara nogd. invochero.
Frihet basta lefnad gifwer: Armero di sdegno eterno
di sdegno eterno
Then som stiddse therwid blifwer, Questo cuor, e dell’Inferno
som stddse therwid blifwer e dell’Inferno
Kan alt stadigt, kan alt stadigt L’empie Furie invochero
Kan alt stadigt wara ndgd. L’empie Furie invochero
Then som ingen dlskog skidter Spiantero fin dal profondo
Metaponto,
e tutto il Mondo
Liufligt sina dagar néter, e tutto il Mondo con le stragi
Frihet ger then rensta frogd. inonderd, inondero,
then rensta frogd. inondero.
Then som ingen élskog e tutto il Mondo
Skibter, Liufligt sina dagar néter, con le stragi inondero, inondero
Frihet ger then rensta frogd. con le stragi inondero, inondero.

In this aria, then, most changes in the music are related to the differences in
the meter and rhythm of the lyrics and other choices in terms of text setting
and word repetition. Other changes appear to be simplifications and shorten-
ings, such as the omitted bar in the ritornello, as well as the cut of the cadenza
at the end of the A section.

Of the identified arias in Syrinx, this is the most striking example of an
adaptation with very different lyrics from the original. Most of them at least
have a similar character, such as ‘Mit hopp mig nya krafter gifwer’ above. It
is not obvious why such different lyrics were used in the aria in Syrinx. If the
aria was known, perhaps the difference was comical. Another possibility is
that it reflects changes in style and affect between the 1710s and 1740s. The
music that reflected rage and revenge in 1715 might have sounded more joyful
in the mid-eighteenth century. Regardless, it reflects the reception of the aria
that it could be used for this very different purpose in Syrinx. It was not an
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unusual practice to change the meaning of the lyrics drastically in this way
when an aria was given a new text, but it still suggests that the arranger thought
the new lyrics fitted the aria, and this might have been related to changing
perceptions of musical affect.

‘Hjelpen mig mit 6de sorja’/‘Per pieta, bell’idol mio’: the
pleasure of recognition

‘Hjelpen mig mit 6de sorja’ is one of the climactic arias for Syrinx in Act III.
In response to Pan’s persistent advances, Syrinx laments her fate and foresees
her misfortune, unless she receives help from the gods. This aria made a par-
ticularly strong impression on the audiences, as mentioned above. It was sin-
gled out as a masterpiece by the author of the anonymous writings in Dagligt
Allehanda in 177754 In the 1790 revival of Syrinx, Kellgren noted that Mlle
Safstrom’s rendition of the aria was well received by the audience, which oth-
erwise preferred the modern substitutions.’*

The aria is an adaptation of ‘Per pieta, bell’idol mio’ in Artaserse by Carl
Heinrich Graun. Artaserse was first performed at the Royal Theatre in Berlin
in 1743. It was also performed at the wedding festivities of the Swedish Crown
Prince and Princess, Adolf Fredrik and Lovisa Ulrika, in Berlin in 1744 .54
Lovisa Ulrika later acquired musical scores through her correspondence with
her brother Frederick II, and in the autumn of 1744, concerts were given at
court of pieces from Graun’s Artaserse and Catone in Utica.’*

Through its connection to the crown prince couple, this aria was likely rec-
ognised by some members of the audience in the 1740s. The inclusion of the
aria in Syrinx was surely deliberate. It might have added some royal prestige
to the production, as Swenska Comedien did not receive any direct endorse-
ment from the royal family. In some circles, it might already have been a fa-
vourite aria, which they had the chance to listen to again. The chance to re-
experience favourite pieces of music again, was indeed one of the pleasures
of pasticcios.’*

341 Dagligt Allehanda, 16 August 1779.

342 Kellgren, Samlade skrifter av Johan Henrik Kellgren, 5:288.

343 Cheryl Ruth Sprague, 4 Comparison of Five Musical Settings of Metastasio’s Artaserse
(University Microfilms International, 1982), 82—84.

344 Sundstrom, ‘F.A. Uttini och Adolf Fredriks italienska operatrupp’, 10; Nyblom, ‘Lovisa
Ulrika och musiken vid svenska hovet 1745-1755°, 28.

345 Markuszewska, ‘Pasticcio and Pleasure’, 38.
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Figure 35. Comparison of ‘Per pieta bell’idol mio’ from Artaserse (D-B) and ‘Hjelpen
mig mit dde sorja’ from Syrinx (S-Skma). The melody and rhythm of the bass line is
the same in both versions, but the beaming and dynamics in the transcription is derived
from S-Skma.
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Compared to the arias analysed so far, the music of ‘Hjelpen mig mit 6de
sorja’ differs very little from the original (Figure 35).5 In fact, it is strikingly
similar, which is another indication that the aria was meant to be recognised.

Table 39. Structure and text setting of ‘Per pieta, bell’idol mio’ and ‘Hjelpen mig mit

ode sorja’.
Artaserse Syrinx
A |a Per pieta, bell’idol mio Hjelpen mig mit 6de sorja
Non mi dir ch’io sono ingrato; Hiertat mig nd’t ondt bebédar:
b Infelice e sventurato Alla tekn jag beskadar,
Abbastanza il Ciel mi fa Wisa mig et olyks fall;
b Infelice e sventurato Alla tekn jag beskadar,
Abbastanza il Ciel mi fa Wisa mig et olyks fall;
b Infelice e sventurato Alla tekn jag beskadar,
Abbastanza il Ciel mi fa Wisa mig et olyks fall;
Al | a Per pieta, bell’idol mio Hjelpen mig mit 6de sorja
Non mi dir ch’io sono ingrato; Hiertat mig na’t ondt
bebadar:
b Infelice e sventurato Alla tekn jag beskadar,
Abbastanza il Ciel mi fa Wisa mig et olyks fall;
b Infelice e sventurato Alla tekn jag beskadar,
Abbastanza il Ciel mi fa Wisa mig et olyks fall;
ca- Bell’idol mio et olyks fall
denza
b Infelice e sventurato Alla tekn jag beskadar,
Abbastanza il Ciel mi fa. Wisa mig et olyks fall.
B |c Se fedele a te son io Jag ej wet hwad jag skal borja
Se mi struggo ai tuoi bei lumi Utan ridddning frén thet hoga
d Sallo amor, lo sanno i Numi Lérer flykten hielpa foga.
Il mio core, il tuo lo sa Och min forra trost ar all.
mio core, il tuo lo sa Och min f6rra trost &r all.
il tuo lo sa Min trost dr all

The text setting of ‘Hjelpen mig mit 6de sorja’ closely follows the structure of
the text setting of ‘Per pieta, bell’idol mio’ (Table 39). In the A section, the
first two lines of the aria (a) are sung once and the next two lines (b) are re-
peated three times. This (abbb) structure is then repeated in the Al section.
The only difference is in the cadenza in the Al section, in which ‘Bell’idol

346 D-B, Mus.ms.autogr. Graun, C. H. 9, Digitale Sammlungen der Staatsbibliothek zu Berlin,
https://digital.staatsbibliothek-berlin.de/.
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mio’ from the opening line is repeated, but in ‘Hjelpen mig mit 6de sorja’, the
end of the final line, ‘et olyksfall’, is used. The last four lines of the aria (¢ and
d) are sung once each in the B section, with repetition of the final line at the
end in the same way in both arias. The rhyme pattern is also the same through-
out in both versions.

There are some examples of transliteration in which the Swedish syllables
mimic the Italian. The most prominent one is the ending of the line with ‘fa’
in Italian and ’-fall’ in Swedish, so that the melismas on the final syllable of
the line sound the same. Another example is that in the third bar of the vocal
entry, the motif of a crotchet and an ascending fourth is sung on ‘mi’. In bar
two of the Swedish version, the same motif is sung on ‘mitt’.

The articulation of the Swedish text setting also follows the Italian very
closely. It is only towards the end of the A1 section that ‘-stanza’ is set as one
syllable ‘mig’ rather than two. Even the ornamentation is very similar. There
is one grace note (bar 14) and one trill (bar 66) that are not in the Swedish
version.

Table 40. The lyrics of ‘Hielpen mig mit 6de sdrja’ and ‘Per pieta bell’idol mio’.

Syrinx (Act 111, scene 4) Artaserse (Act 1, scene 5)

Hjelpen mig mit dde sorja. Per pieta, bell’idol mio

Hiertat mig na’t ondt bebéadar: Non mi dir ch’io sono ingrato;
Alla tekn jag beskadar, Infelice e sventurato

Wisa mig et olyks fall; Abbastanza il Ciel mi fa

Jag ej wet hwad jag skal borja Se fedele a te son io

Utan rdddning fran thet hoga, Se mi struggo ai tuoi bei lumi
Lérer flykten hielpa foga. Sallo amor, lo sanno i Numi

Och min f6rra trost &r all. Il mio core, il tuo lo sa

English translation English translation

Help me mourn my fate Out of pity, my beautiful idol

My heart forebodes some evil: Do not tell me that I am ungrateful;
All signs that I observe, Unhappy and unfortunate

Show me a calamitous fate; Enough have the heavens made me.
I do not know what to do If T am faithful to you

Without rescue from above, If I yearn for your beautiful eyes
Escape is of little help. Love knows it, the gods know it
And my former solace is gone. My heart, and yours, know it.

The main difference between the two versions is the meaning of the lyrics
(Table 40). There are some similarities in character, but the dramatic context
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of the aria differs distinctly between the two operas. In Syrinx, the main char-
acter asks for help from the gods as she foresees her fate. In Artaserse, ‘Per
pieta, bell’idol mio’ appears in the first act as a love song from Artaserse to
his beloved Semira. In his meeting with Semira, Artaserse is preoccupied with
the previous events in the opera: the death of his father, and his brother being
accused of the murder. Semira misinterprets his preoccupation as lack of love
for her, and Artaserse sings the aria as a reassurance of his devotion to her.’*
In the aria, Artaserse implores Semira not to consider him ungrateful, as he
has already suffered enough, and he asserts his love and loyalty. The situations
in these two arias are very different. In Artaserse, it is a declaration of love
and devotion, while in Syrinx it is a plea for help in order to escape Pan’s
affections. However, both characters seek help and understanding, and express
intense emotions in response to a difficult situation outside of their own con-
trol. The style of the aria can be described as patetica with its descending me-
lodic lines, appoggiaturas and trills, and melismas.**® This is a musical style
that could represent both these emotional situations, although the tender char-
acter of the music may correspond more closely to the love and devotion of
Artaserse, and less obviously to the desperation of Syrinx.

This aria, then, is a rare example of an aria adapted with very little musical
variation. Even the text follows the Italian text closely in terms of its structure
and rhyme pattern, with some transliteration. The meanings of the lyrics and
the dramatic contexts are very different, but arguably shares a similar
character, in contrast to ‘Frihet bista lefnad gifwer’/* Armero di sdegno eterno’
above. This striking difference in approach to adaptation in comparison to the
other arias in Syrinx, as well as in the arias discussed in previous chapters,
indicates that this aria had a different status than other arias being adapted for
performance, which is most likely related to the prior history of the aria, its
association with the crown prince couple, and its having been performed in
concert a few years before the premiere of Syrinx. The aria was included in
Syrinx in close to its original form in order to be recognised. It is even possible
that Elisabeth Lillstrom, who sang the role of Syrinx, could have sung this aria
in one of the concerts at court, as she was one of the most competent singers
in Stockholm in the 1740s. In the score of Syrinx, her arias are more elaborate
and more demanding than the arias for any of the other characters. If Lillstrom
had already performed the aria, this could be another reason for the absence
of changes in this case, as well as for its inclusion in Syrinx. Regardless, this
aria stands as an exception to the rule that has been established in this
dissertation, that arias were almost always varied and adapted for their use in

347 Sprague, A Comparison of Five Musical Settings of Metastasio’s Artaserse, 255.
348 Sprague, A Comparison of Five Musical Settings of Metastasio’s Artaserse, 257.

230



new contexts. Sometimes there were practical reasons, but often there were no
clear reasons for the variations besides the play of adaptation. In this case,
then, there is instead the pleasure of recognition at play.

Adapting opera for the Swedish stage in the eighteenth
century

Through studying the adaptation of the arias, we get a sense of how the arias
were received and what needed to be adapted and translated in a Swedish con-
text. Sometimes, the arias were shortened and simplified. Sometimes, the mel-
ody was changed to accommodate the Swedish language. Sometimes, changes
were made for the sake of variation. The lack of variation in ‘Hielpen mig mit
Ode sorja’ is also significant. It shows that adaptations were made thought-
fully, for several different reasons. A pasticcio adaptation was not just a ne-
cessity, due to lack of resources. Artistic choices were made and many varia-
tions do not have an obvious practical purpose. Once again, they point towards
the value of variety and variation in operatic practices in this period, and to-
wards playful engagement with the original.

It is important not to underestimate the pasticcio as an important part of
operatic history in general, and of Swedish operatic history in particular. Syr-
inx was important for the process of the cultural transfer of opera to Sweden
and for setting an example of how to adapt and translate opera for the Swedish
stage.

The inclination towards performing operas in Swedish continued through-
out the century. There were performances of operas in French and Italian in
the 1750s and 1760s, but from the 1770s onwards, operas were consistently
performed in Swedish at Kungliga Operan. In its use of Swedish, Syrinx was
a predecessor to the operas at Kungliga Operan, a fact acknowledged by late-
eighteenth-century writers, who nevertheless wanted to emphasise the differ-
ences between the earlier endeavour and the later repertoire.

The adaptation of opera at Kungliga Operan looked different from the ad-
aptation at Swenska Comedien, but they had in common the willingness to use
diverse influences and adapt them into Swedish operas. Syrinx incorporated
Italian and German arias with a libretto that had similarities to English secular
oratorios as well as French opéra comique. At Kungliga Operan, the ambition
was to use the best of Italian and French styles of opera to create a Swedish
‘system of opera’, according to theatre director Ehrensvird:

If one considered the French opera, that masterpiece of art, the sight was satis-
fied and the soul became immobile. If one considered the Italian, everything
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was given to the senses and nothing to the eye. [...] The brilliance of the French
opera was to be combined with the allure of the Italian. [...] A new system of
opera would be created, which would be Swedish.>#

The enthusiasm for opera in Swedish appears not to have been motivated by
a lack of language skills, at least in comparison with other countries. In eight-
eenth-century descriptions of national characteristics, the Swedish were often
described as particularly talented in foreign languages.5° Instead, it seems to
have been a deliberate choice, part of the general movement towards using
Swedish for the arts and sciences that both Vetenskapsakademien and Swen-
ska Comedien represented and on which King Gustav III’s cultural policy was
built. In this way, Syrinx and Swenska Comedien reflect the emerging tension
between a transnational world and a sense of national belonging that grew out
of contact with the ‘other’.

349 ¢ Anség man franska operan, detta konstens misterstycke, sa forndjdes synen och sjilen blef
ordrlig. Ansdg man den italienska, sa gafs alt til sinnena och intet til 6gat. [...] Man skulle
forena det lysande af franska operan med det intagande af den italienska. [...] Man skulle til-
skapa ett nytt operasystem, och det samma skulle bli svenskt’. Ehrensvird, ‘ Anteckningar om
svenska teaterns uppkomst’, 222.

350 Nordin, Ett fattigt men fritt folk, 250.
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Cultural transfer through opera arias

The 1740s was a crucial period for the cultural transfer of opera to Sweden. It
was neither the beginning, nor the culmination of this process, but it created
important conditions for the establishment of opera in Sweden and the enter-
prises that were to follow, including the Italian opera troupe of the 1750s and
the founding of Kungliga Operan in the 1770s. The introduction of opera to
Sweden was a gradual process through various agents and routes: travel
abroad, the circulation of opera arias in music collections, domestic music
making, concerts, and, eventually, staged opera performances.

Opera arias were transmitted to Sweden through a wider range of routes
and regions than has previously been recognised. Opera arias were transferred
to Sweden from several parts of Europe during this period, including Italy,
France, England, and German cities, in both manuscript form and as printed
copies. Ekeblad owned Italian manuscript collections of arias performed in
major Italian centres, particularly Venice and Rome. He also owned printed
copies of French operas, acquired in Paris as souvenirs. The repertoire of the
music books in the Alstromer collection indicate that opera arias reached Swe-
den through English printed anthologies of arias and songs; copies of such
prints are preserved both in the Alstromer collection and in other Swedish
collections. Another route of transfer was via German cities, presumably
through manuscript circulation, as indicated by the arias identified in Syrinx.

The Swedish elite played a central role in the transfer of opera to Sweden.
Both Claes Ekeblad and Jonas Alstromer were leading figures in mid-eight-
eenth-century Swedish political and cultural life. This study has broadened
our understanding of their musical activities and how these related to their
self-presentation. The examples of Ekeblad and Alstromer illustrate that the
cultural transfer of opera to Sweden in the 1740s took place largely outside
the royal court.

Claes Ekeblad’s music collection constitutes one of the largest groups of
Italian aria manuscripts from this period, but its provenance was previously
unknown. Such manuscripts were often acquired on grand tours to Italy, as in
the case of the Gimo collection from the early 1760s. It has not been possible
to ascertain where and when Ekeblad acquired his Italian manuscripts, but no-
tably, he did not travel to Italy himself. This demonstrates that there were other
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ways for someone in his position to obtain Italian manuscripts, whether
through ‘proxy shopping’ or through his interactions with Francesco Antonio
Uttini and members of the Mingotti troupe in the 1750s. The manuscripts were
valuable and exclusive items in themselves, but Swedish manuscript concord-
ances of Ekeblad’s arias suggest that they were not only collected but also
displayed by being performed. This is evident in examples such as ‘Confusi i
miei pensieri’, used in the pasticcio Arachne (1750), and ‘Tergi quel pianto’,
which was performed in connection with the death of King Adolf Fredrik in
1771. The case study of Ekeblad further illustrates the transfer of cultural prac-
tices to Sweden. During his time in Paris, he participated in the social practices
associated with opera and brought those experiences back to Sweden, as other
travellers in this period would also have done. The journal of Gustaf Reuter-
holm shows that performances at Swenska Comedien served a similar social
function for the elite in the late 1740s as the Opéra in Paris had done during
Ekeblad’s time there.

Like Ekeblad, Jonas Alstromer collected music manuscripts and printed
music, as evidenced by the inventory of his library in 1755 and by earlier lay-
ers of the Alstromer music collection. His time in England was formative for
his political views, but this period may also have shaped his appreciation of
music, as he likely attended operas in London. Alstromer’s most significant
contribution to the transfer of cultural practices lay in the musical education
he provided for his sons. The three music books examined in this study
demonstrate that opera arias formed part of the repertoire for domestic mu-
sic-making in Sweden in the 1740s, which in turn points to the genre’s signif-
icance during this period. The variety of styles and genres in these music
books contributed not only to instrumental skills but also to the development
of aesthetic judgment, an aspect of elite culture that was particularly important
for upward social mobility. In the longer term, the musical education of the
Alstromer sons directly contributed to the transfer of opera to Sweden through
Patrik Alstromer’s involvement in the establishment of Kungliga Operan.

As shown by these two case studies, the elite were important agents in the
transfer of musical materials as well as cultural practices. Self-presentation
and social advancement were undoubtedly important motivations for this
transfer, although these motives are often implicit rather than explicit in the
sources examined in this study. Music formed part of a broader framework of
elite culture in which learnedness and taste were closely linked to status and
position. When music was explicitly mentioned by the individuals in this
study, it was usually described in terms of enjoyment or pleasure rather than
as a social duty. Ekeblad referred to the spectacles as an ‘exception’ to the
social pressures of Paris and his acquaintance described his lively viol playing
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and singing at throughout the night; Jonas Alstrémer expressed concern that
his eldest son found music too much to his liking and was neglecting his du-
ties; and Reuterholm preferred the performance of Syrinx to spoken theatre on
the grounds that the senses were more fully engaged. The sense of enjoyment
also emerges in several details: Ekeblad’s increased attendance at the opera in
Paris, despite his debts; Jonas Alstromer’s encouragement of his sons’ musical
education despite its limited ‘utility’; and the repeated performances and re-
vivals of Syrinx, a sign of its enduring public success.

Pleasure and enjoyment highlight the subjective nature of aesthetic experi-
ence and its role in motivating cultural transfer, without minimising the influ-
ence of social expectations and rewards. Pleasure and leisure also carry social
and cultural significance, signalling that one had the time and financial means
to devote to pursuits considered less ‘useful’; that one had the freedom to play
and to enjoy oneself. Huizinga’s concept of ‘play’ therefore offers a synthesis
between self-presentation and learnedness, on the one hand, and pleasure and
enjoyment, on the other. Play encompasses the drama and poetics of elite cul-
ture and the social ‘game’, while also pointing to the importance of enjoyment,
pleasure, and leisure. It draws attention to the non-utilitarian value of music
and opera, as well as their significance in individual lives and social contexts.
Although social structures and expectations were important to uphold,
whether one was born into the nobility or aspired to join it, individuals still
exercised choice in deciding whether to invest time and money in musical
skills and knowledge. There is always a risk of overemphasising either the
constraints of social structures or the agency and freedom of individual choice
in historical studies, but the concept of play, together with its closely associ-
ated sense of enjoyment, offers a way to reconcile these two perspectives.

Another important group of agents in the cultural transfer of opera were the
musicians. They played a particularly significant role in circulating arias
within Sweden by copying them and adapting them to different Swedish con-
texts. Among the musicians who appear in this study are court musician Per
Brant, who varied and adapted arias in each new manuscript, and Johann Ohl
and Lars Lalin, who were involved in creating the pasticcio adaptations at
Swenska Comedien and thus shaped how the music was performed on the
Swedish stage. Other musicians remain anonymous but were nonetheless cru-
cial for the translation of opera into a Swedish setting, such as the music tutors
who likely copied the Alstromer music books and adapted arias for educa-
tional and domestic use.

In the arias analysed in this study, variation and adaptation occur at every
level, from minor musical changes in ornamentation and rhythm to new Swe-
dish lyrics that may differ completely from the original texts. It has been

235



striking to observe the extent to which these arias were varied and adapted in
each new copy, to the point that it is often impossible to determine whether a
manuscript was copied from a specific source. There was no such thing as an
original or an authentic rendition.

Several types of aria adaptation were by no means unique to Sweden: arias
were adapted for melodic instruments and domestic music making in eight-
eenth-century France and England; sacred contrafacta of opera arias have been
documented in several places; and pasticcio adaptations are, of course, abun-
dant throughout Europe during this period. These forms of adaptation are
themselves examples of the transfer of musical practices to Sweden at this
time.

Some adaptations clearly served practical purposes, but there is also a sense
of play and enjoyment in certain kinds of variation. Practical changes in ar-
rangements for domestic music making included transpositions to accommo-
date different instruments or vocal ranges. Other common modifications in-
volved simplifying and shortening the arias, for example by notating only the
melody or omitting the instrumental ritornelli. In Syrinx, some simplifications
were presumably introduced to suit the abilities of the Swedish singers. Other
variations in ornamentation and rhythm between manuscripts may reflect per-
formance practices, in which singers added and varied ornamentation in
staged performances. Such variations, which do not serve an obvious practical
purpose, give the impression of a playful engagement with the original mate-
rial. This idea has been suggested in other contexts by modern theorists such
as Gérard Genette, but, to my knowledge, has not been explored in relation to
eighteenth-century operatic practices.**?

Other adaptations, however, illustrate the specific ways in which opera was
translated and transformed within the Swedish context. The prevalence of
Swedish-text adaptations of arias is especially noteworthy. These adaptations
range from direct translations and paraphrases to texts that diverge signifi-
cantly from the original. The practice of giving arias a new text in the local
language was not uncommon, but it appears to have been especially wide-
spread and persistent in Sweden. This was no coincidence: it was closely con-
nected to the national self-image and to the willingness to use Swedish in the
arts and the sciences.

Opera arias were not only transferred but also transformed within the new
cultural context of Sweden. The adaptation of arias highlights the ways in
which the national and transnational were negotiated in the reception of oper-
atic music. Through these adaptations, we can see how Swedish musicians and

352 Gérard Genette, Palimpsests: Literature in the Second Degree (University of Nebraska

Press, 1997), 399.
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elites actively engaged with the arias, varying and translating them for their
own purposes. It was a local reworking of a transnational culture: a transfor-
mation of an object after its transfer into a new cultural and linguistic environ-
ment.

This study began with the observation that a large number of opera arias
from the 1730s and 1740s survive in the archives, even though few operas
were performed on stage at the time. By focusing on individual arias rather
than complete works, it has contributed to a deeper and more nuanced under-
standing of the processes involved in the cultural transfer of opera, and of
opera as a cultural practice in eighteenth-century Sweden. Arias served as a
key medium of transfer, allowing musical material and associated practices to
circulate, be reinterpreted, and become integrated into Swedish cultural life.
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Appendix 1: Transcription of Claes Ekeblad’s

journal. s
Date Spectacle
1743-01-04 | Opera. Phaeton.
1743-01-06 | Comed. francoise. Bourgeois gentilh. Bal del’opera.
1743-01-11 | Opera. Phaeton.
1743-01-12 | Comed. franc. Oedipe. Mari retrouvé.
1743-01-13 | Bal del’opera.
1743-01-14 | Comed. ital. Arlequin polé par amour. La ridicule supposeé. La
parodie d’Hipolite
1743-01-17 | Opera. Hipolite et Aricie.
1743-01-21 | Com. italienne. La Ridicule Supposée. Parodie de Phaeton.
1743-01-26 | Comed. italienne. Les fausses confidences. Parodie de Phaeton
1743-01-27 | Au bal del’opera.
1743-01-28 | Comed. francoise. Philosophe marié. Pourceaugnac.
1743-02-01 | Opera comique.
1743-02-02 | Concert spirituel.
1743-02-04 | Comed. francoise. Les Rivaux. L’esprit de contradiction
1743-02-04 | Opera. Phaeton.
1743-02-11 | Comed. italienne. La double inconstance. Le silphe.
1743-02-12 | L’opera. Don quichotte et les amours de Ragonde.
1743-02-16 | Com. ital. Silphe et la surprise de la haine.
1743-02-17 | Au bal del’opera.
1743-02-18 | Com. fran. Brutus et Pourceaugnac.
1743-02-20 | Com. franc. Merope et George Dandin.
1743-02-22 | Opera Phaeton.
1743-02-25 | Opera. Don quichotte et Ragonde.

333 Riksarkivet (Stockholm), Ekebladska samlingen, vol. 17.
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Date Spectacle

1743-02-26 | Opera. D. Quichotte et Ragonde et au bal.

1743-03-01 | Opera. Hesione.

1743-03-04 | Com. ital. Pamela. Apologie de siécle.

1743-03-06 | Com. franc. Merope et avocat Patelin.

1743-03-06 | Opera. Hesione.

1743-03-15 | Opera Hesione.

1743-03-21 | Opera comique.

1743-03-22 | Opera Hesione

1743-03-24 | Aux danseurs de corde.

1743-03-25 | Concert spirituel.

1743-03-28 | Opera. Issé et Ragonde.

1743-03-30 | Opera Issé et Ragonde.

1743-03-31 | Concert spirituel.

1743-04-01 | Opera comique.

1743-04-03 | Concert spirituel.

1743-04-04 | Aux petits danseurs de corde.

1743-04-06 Danseurs de corde.

1743-04-07 | Concert spirituel.

1743-04-10 | Concert spirituel.

1743-04-12 | Concert spirituel.

1743-04-15 | Concert spirituel.

1743-04-21 | Concert spirituel.

1743-04-24 | Comedie ital. Les feés et Arlequin toujours arlequin

1743-04-26 | Opera. Le pouvoir del’amour.

1743-04-27 | Comed. franc. Alzire et les precieuses ridicules.

1743-04-28 | Opera. Pouvoir del’amour.

1743-04-30 | Opera. Pouvoir del’amour.

1743-05-03 | L'opera. Pouvoir del’amour.

1743-05-06 | Comed. franc. Bourgeois gentilhomme.

1743-05-10 | Opera. Pouvoir del’amour.

1743-05-11 Com. ital. Festin de Piérre.

1743-05-15 | Comed. franc. Bajazet et Zeneide.

1743-05-17 | Opera. Pouvoir del’amour.
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Date Spectacle

1743-05-20 | Opera Phacton. Le pas de trois.

1743-05-22 | Comed. ital. Le Roman et le retour de tendresse.
1743-05-23 | Concert spirituel.

1743-05-28 | Opera. Les indes galantes.

1743-06-02 | Concert spirituel.

1743-06-07 | Opera. Indes galantes.

1743-06-08 | Com. franc. Iphigenie et Zeneide.

1743-06-09 | Opera. Indes galantes.

1743-06-10 | Com. franc. Le prejugé a la mode. Le mariage fait et rompu.
1743-06-14 | Opera. Indes galantes.

1743-06-21 | Opera. Indes galantes.

1743-06-24 | Com. franc. Iphigenie et le francoi & Londres.
1743-06-25 | Opera. Phaeton.

1743-06-28 | Opera. Indes galantes.

1743-07-05 | Opera. Indes galantes.

1743-07-06 | Opera comique.

1743-07-07 | Opera. Indes galantes.

1743-07-08 | Com. fr. L’Isle des sauvages. Mariage forcé.
1743-07-12 | Opera. Indes galantes.

1743-07-15 | Opera comique.

1743-07-16 | Opera. Indes galantes. Acte des Sauvny.
1743-07-19 | Opera. Indes galantes.

1743-07-21 | Opera. Indes galantes.

1743-07-22 | Com. ital. Arlequin et Scapin. Magiciens par hazard.
1743-07-24 | Opera comique.

1743-07-26 | Opera. Indes galantes.

1743-07-27 | Opera comique.

1743-07-29 | Com. ital. Le jeu de I’amour hazard et Le Silphe
1743-08-03 | Opera comique.

1743-08-05 | Com. ital. Le defi de Scapin et d'arlequin.
1743-08-07 | Opera comique.

1743-08-13 | Opera. Indes galantes.

1743-08-17 | Com. franc. Andromaque. La nouveauté.
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Date Spectacle

1743-08-20 | Opera. Les Caracteres de la folie.
1743-08-23 | Opera. Les Caracteres de la folie.
1743-08-24 | Com. ital. L’amant prothée. Les Incas.
1743-08-26 | Com. ital. L’amant prothée. Les Incas.
1743-08-28 | Com. franc. L’ecole des femmes. Medicin malgré lui.
1743-08-29 | Com. fr. La mort de Cesar. Avocat Patelin.
1743-08-31 | Opera comique.

1743-09-02 | Opera comique.

1743-09-04 | Opera comique.

1743-09-06 | Opera. Les Caracteres de la folie.
1743-09-07 | Opera comique.

1743-09-13 | Opera. Les Caracteres de la folie.
1743-09-14 | Opera comique.

1743-09-15 | Opera. Les Caracteres de la folie.
1743-09-17 | Opera comique.

1743-09-18 | Opera comique.

1743-09-21 | Opera comique.

1743-10-13 | Opera. Hesione.

1743-10-14 | Com. fran. Ariane. Le mariage forcé.
1743-11-19 | L’opera. Calirhoe.

1743-11-21 | Opera. Indes galantes.

1743-11-23 | Com. ital. Mari garcon et Arl. Baron Suisse.
1743-11-28 | Opera. Calirhoé.

1743-12-01 | Com. fr. Philosophe marié. Fourber. de Scapin
1743-12-06 | Com. fr. Pamela. Les vacances.
1743-12-08 | Opera. Calirhoé.

1743-12-09 | Concert spirituel.

1743-12-15 | Opera Calirhoé.

1743-12-20 | Opera. Roland.

1743-12-21 | Com. fr. Electre. La nouveauté.
1743-12-25 | Concert spirituel.

1743-12-27 | Com. Ital. Les deux arlequins jimeaux.
1743-12-29 | Opera. Roland.
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Date Spectacle

1743-12-30 | Com. ital. Le faucon. La deroute des Pamela.

1744-01-05 | Opera. Roland. V

1744-01-06 | Com. fr. Philosophe marié. Fourberies de Scapin.

1744-01-08 | Com. fr. Cortez. Mariage forcé. — 6.

1744-01-10 | Opera Roland.

1744-01-11 | Com. fr. Cortes. Le deuil. — 6.

1744-01-16 | Opera. Caracteres de la folie.

1744-01-18 | Com. fr. Cortes. Les trois freres rivaux. 6.

1744-01-20 | Com. ital. Heureux stratageme. Parodie de Roland. 6.

1744-01-21 | Opera. Roland. — 7. —10.

1744-01-23 | Opera. Caracteres de la folie.

1744-01-24 | Com. fr. Avare. Pourceaugnac.

1744-01-26 | Au bal de I’opera.

1744-01-27 | Com. ital. Arleq. Sauvage. Parod. De Roland. 6.

1744-01-28 | Opera Roland. 7 %.

1744-01-31 | Opera Roland.

1744-02-02 | Concert spirituel.

1744-02-03 | Opera comique.

1744-02-06 | Opera. Caracteres de la folie. 7 Y.

1744-02-08 | Opera comique.

1744-02-09 | Opera. Ragonde. Le prologue et les incas. Des indes galantes.
7 Y.

1744-02-11 | Opera. Comme le 9. 7 Y.

1744-02-14 | Opera. Roland. V

1744-02-16 | Opera. Comme le 9.

1744-02-17 | Au bal del’opera.

1744-02-18 | Opera. Comme le 9. V.

1744-02-20 | Opera. Caracteres de la folie. 7 Y.

1744-02-22 | Com. fr. Merope. La Serenade. 6.

1744-02-24 | Opera comique.

1744-02-26 | Opera comique.

1744-02-27 | Opera. Caracteres de la folie. 7 Y.

1744-02-28 | Opera. Roland.
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Date Spectacle

1744-02-29 | Com. Ital. Mariages assorti. Le je ne sai quoi. 6.

1744-03-01 | Opera. Roland. V

1744-03-02 | Com. fr. Melanide. L'etourderie. — 4.

1744-03-03 | Opera. Jephté. V.

1744-03-05 | Opera. Caracteres de la folie. — 7. Y.

1744-03-06 | Opera. Jephté. 10.

1744-03-07 | Com. fr. Merope. Les araranees. 6

1744-03-09 | Opera comique. 4.

1744-03-13 | Opera. Jephté. 7. Y.

1744-03-14 | Com. ital. Arlequin et Scapin voleur. La fausse apparence. 6.

1744-03-16 | Opera. Roland. Et Ragonde. V

1744-03-17 | Opera. Jephté. V.

1744-03-19 | Opera. Acte des incas. 2. acte des caract. De le fol. Ragonde.
7 Y.

1744-03-20 | Opera. Jephté. 10.

1744-03-21 Opera. Comme le 19. 7 %.

1744-03-22 | Opera comique. 6.

1744-03-23 | Danseurs de corde. 6.

1744-03-25 | Concert spirituel. 6.

1744-03-27 | Danseurs de corde. 6.

1744-04-01 | Concert spirituel. 6.

1744-04-03 | Concert spirituel. 6.

1744-04-04 | Concert spirituel. 3.

1744-04-05 | Concert spirituel. 6.

1744-04-06 | Concert spirituel. 3.

1744-04-07 | Concert spirituel. 6.

1744-04-10 | Concert spirituel. 3.

1744-04-12 | Concert spirituel. 6.

1744-04-14 | Com. fr. Baron albikrak et le babillard. 4.

1744-04-17 | Opera. Roland. 7 Y.

1744-04-19 | Com. ital. Jeu de I’amour et du hazard. Joute d’Arleq. Et de Scapin.
Berceau. 6.

1744-04-23 | Opera. Dardanus. 12.

1744-04-24 | Opera. Dardanus. 7 .
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1744-04-25 | Com. fr. Comte d’Essex. Francois a Londres. 4.
1744-04-26 | Com. it. La fausse suivante Arl. Baron Suisse. Berceau. 6.
1744-04-27 | Com. fr. L’Ecole des meres. Ami de tout. le monde. 6.
1744-05-01 | Opera. Dardanus. 7 %.

1744-05-02 | Com. fr. L’ecoles des meres. Esprit de contrad. 6.
1744-05-03 | Opera. Dardanus. V.

1744-05-06 | Com. ital. Double mariage d’arlequin. 4.
1744-05-08 | Opera. Dardanus. 7. %.

1744-05-09 | Com. Ital. Double mariage d’arleq. 4.

1744-05-14 | Concert spirituel. 6.

1744-05-15 | Opera. Dardanus. 7 %.

1744-05-17 | Opera. Dardanus. 7 %.

1744-05-19 | Opera. Dardanus. V.

1744-05-22 | Opera. Dardanus. V.

1744-05-23 | Com. fr. Ecole des meres. Amour pour amour. V.
1744-05-25 | Com. ital. Esprit folet. 6.

1744-05-26 | Opera. Dardanus. 7 %.

1744-05-27 | Com. fr. Rhad. Et Zenobie. Amour pour amour. 4.
1744-05-29 | Opera. Dardanus. 10

1744-05-31 | Opera. Dardanus. 7 %.

1744-06-01 | Com. ital. Esprit folet. 6.

1744-06-02 | Opera. Dardanus. 7 %.

1744-06-05 | Opera. Dardanus. 7. %.

1744-06-07 | Opera. Dardanus. 7 %.

1744-06-09 | Opera. Dardanus. 7 %.

1744-06-11 | Opera. L’Ecole des amanti. 10.
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