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GEORG FRIEDRICH HANDEL
ALESSANDRO

Die Partitur des , Alessandro® wurde am 11. April
1726 von Handel voilendet —~ am 5. Mai
dessetben Jahres folgte schon die Urauffithrung.
Diese kurze Vorbereitungszeit war damals nichts
AuBergewshnliches; man mulk bedenken, dak
die verschiedenen Arien oft sofort nach ihrer
Vollendung (was manchmal doch ein paar
Wochen frither gewesen sein mag) den Séangern
zugestellt und vorbereitend im Hause des
Komponisten durchgeprobt oder sogar in Privat-
konzerten schon am Cembalo vorgesungen
wurden. Diese beschrankte Probenzeit war
damals ausreichend, hauptsachtich deswegen,
weil in der Auffiihrungspraxis der Oper {wie
auch im Theater) ,eingebaut® war, daf ein
Sanger (oder Schauspieler) meist auch sein
eigener ,Regisseur” war.

Die italienische Oper der Zeit Handels war eine
Folge von Rezitativen und Arien. Wahrend der
Rezitative wurde die Handlung vorangetrieben,
die in der Regel ziemlick minimal war {obgleich
jede Oper wohl ihre paar ,Aufregungsmomente®
hatte: eine Schlacht oder ein Duell, vielleicht
eine unerwartete Wiedererkennungsszene oder
sonstige Kunststiicke, die haufig von
Instrumental-Sinfonien umrahmt waren). Die
Arien standen, mit wenigen Ausnahmen, auller-
halb der Aktion, waren alse Vortragsstiicke, die
von den Sangern gestaltet wurdern, auch in den
Bewegungen. Die Bewegungstehre (denn diese
gab es) war genauso konventionel] festgelegt,
wie die musikalische Auffilhrungspraxis es war;
sie bedarf also keines zusétzlichen ,Regisseurs".
Sie bestand darin, dak jeder Affekt oder Affekt-

wechsel durch eine passende Haltung und durch
die Gestik gestiitzt wurde, wie man es 2. B. auf
Barockbildern sehen kann; es gab einen
allgemein akzeptierten ,Codex® dieser Positionen
und Bewegungen, die vom Publikum unmittelbar
empfunden und bewundert wurden — ia manch-
mal war diese Kunst des Agierens viel ein-
driicklicher als der Text cder die Musik, so ,daR
sogar ein Tauber hiitte verstehen kénnen,
worum es sich handie, und alle Passionen mit-
erleben®, wie man in Beschreibungen beriihmter
Schauspieler oder Sanger liest. {Heute ist leider
diese Bewegungslehre vielen unserer
bekanntesten Regisseure so fremd, dak sie oft
merkwiirdige Aktionen erfinden, um die Arien
zu ,beleben®, dabei aber vllig gegen den Inhalt
der Arie handeln). Es ist véllig klar, dal die
Sénger, dazu erzogen, sich nicht nur die Noten
der Arie zu eigen zu machen, sondern auch den
Textinhalt in einer héichst expressiven Weise ins
Visuelle zu ibertragen, keine tagelangen Regie-
proben brauchten, zumal die Arien wohl vier
Finftel einer Oper einnehmen konnten. Hinzu
kommt, daf schon vorhandene Dekorationen oft
wiederholt gebraucht wurden (das Theater
-hatte eine Tempeldekoration, einen lieblichen
Gartenpavilion, eventuell eine Meeresansicht
mit Halen, eine Stadtmauer usw.). London, wo
sich Handels ganze Opernkarriere vollzog, war
ein Musterbeispiel dieser Umstinde.

Schon um ca. 1710/11 {FHandels ,Rinaldo™} und
noch irither hatte man dort italienische Opern
aufgefiihrt, wobei offenbar die Hauptsache war,
die besten {damit auch die teuersten) Séanger der
Weit zu verpflichten, so dall an groRe Aus-
stattung nicht mehr in erster Linie 2u denken
war {umgekehrt also als bei der franzésischen




Zweiter Akt
Alexander zégert immer noch, fir welche der
beiden Prinzessinnen, die thn mit ihrer Liebe
verfolgen, er sich entscheiden soll. Sobald er
einer der beiden begegnet, dann scheint er ihr
Mofinungen zu machen; doch die Prinzessinnen
durchschauen ihn. Roxane, die schone persische
Gefangene, erinnert ihn an seinen Ruhm und
seinen GroRmut und bittet ihn, sie frei zu geben.
Vielleicht kann sie ihn so fur sich gewinnen.
Alexander fiirchtet, Roxane zu verlieren, und
schenkt ihr nur widerwillig die Freiheit. —
Der Feldherr Lecnatus und seine Freunde sind
empirt (ber den maflosen Hochmut Alexanders.
Sie wollen der: Tyrannen beseitigen. — In seiner
Behausung verkiindet Alexander den
versammelten Feldherrn, daB er alle eroberten
{_snder unter sie verteiten will. Er selbst, der
Schn des Jupiter, wird sich mit seinem
unsterblichen Ruhm begniigen. Wieder stelit
sich der mutige Klyteus Alexander entgegen.
Mit heftigen Worten zweifelt er an der gottiichen
Abkunft des GréRenwahnsinnigen. Wutentbrannt
will Alexander den Verwegenen mit seinern Speer
durchbohren. Da stiirzt auf ein verabredetes
Zeichen der Verschworer das Haus zusammen.
Alle bieiben unverietzt, auch Alexander, der
siberzeuat ist, daB sein Vater Jupiter ~ die
Yorsehung! - ihn vor dem sicheren Tode bewahrt
hat, Dem Schmeichler Cieon befiehlt er, Klyteus
als Gefangenen abzufiihren. ~ Roxane hat von
dem Anschlag auf Alexander gehort. Verzweilelt
heweint sie den vermeintlich toten Geliebten.
Alexander, der ihre Klage belauscht hat, ist
gerthrt; er erkennt ihre groRe Liebe und
entscheidet sich fir Roxane. Aterlos stiirzt der
Verschworer Leonatus herbei und gibt vor: die

unterworfenen Véiker haben sich erhoben.
Alexander will zu seinern Heer und muf Roxane
in neuer Ungewiheit zurticklassen.
Dritter Akt
Leonatus gelingt es, den ehrlichen Kiyteus zu
befreien und Cleon, den Kerkermeister, festzu-
setzen, der aber von seinen Leuten wieder aus
dem Gewahrsam geholt wird, Mit den thnen
ergebenen Mazedoniern wollen die Verschwbrer
nun Alexander in offener Feldschlacht
vernichten. - Noch eirmal trifft Alexander mit
i isaura zusammen. Nicht ohne Schlauheit und
mit schmeicheinden Worten versteht er es, ihr zu
beteuern, daf er auf ihre Liebe verzichten muf
und Taxiles, dem indischen Kénig und ireuesten
Freund, der die skytische Prinzessin liebt, nicht
i Wege stehen kann. Taxiles ist glilckiich ber
Alexanders EntschluR. — Inzwischen haben sich
die Verschworer versammelt, um gegen
Alexander zu kampfen. Taxiles steht mit seinen
Hilfstruppen an Alexanders Seite. Die Ver-
schworer werden geschlagen. Alle bitten den
grofen Alexander um Gnade, die er ihnen grof-
{1t ahrt.
g gews Eduard Grininger

GEORGE FRIDERIC HANDEL
ALESSANDRO

Handel completed the score of “Alessandro”

on April 11, 1726, and the opera premiered on
May 5th of the same year. It was not uncommon
in those days to devote so little time to preparing
an opera production, Often, the music tor the
arias was given to the soloists as soon as it had
been compieted (which was sometimes a few
weeks earlier} and was rehearsed in the
composer’s home or even perforrmed, with
harpsichord accompaniment, in private concerts.
The limited time allotted for rehearsals proved
to be sufficient, due principally to the practice,
cormon at that time in the opera {and in the
theatre}, of allowing the singers {or actors} to be
their own “stage directors”,

The Hltalian opera of Handel’s day was a
succession of recitatives and arias. The plot of
the opera, which was usually rather meagre
lalthough every opera had its “exciting”
moments: a battle or a duel, perhaps a scene of
unexpected recognition, or some other theatrical
device, often accompanied by an instrumental
sinfonia), progressed during the recifatives,
whereas, with few exceptions, the arias stood
apart from the action: they were more like recital
pieces, the interpretation of which, including the
movements, was in the hands of the soloists
themnselves.

The “docirine of movements” (for there was such
a thing at that time} was just as much fixed by
convention as were the practices of performing
music; there was, therefore, no need of a
“director”. The doctrine in question dictated that
each “affect” or change of “affect” be underlined

by appropriate postures and gestures, such as
one can observe, for example, in Baroque
paintings; there was a generally accepted “codex”
of such postures and movements, which the
audience could immediately comprehend and
admire. Indeed, this art of movements was often
much more expressive than either the text or the
music, so that “even a deaf person could
understand what was going on and experience
all of the passions involved”, as one reads in
descriptions of famous actors and singers.
{(Nowadays, unfortunately, many of our best-
known directors have so little knowledge of this
doctrine of movements that they often invent
peculiar actions, aimed at “enlivening” an aria,
but in fact completely at odds with the contents
of the piece.} Obviously, the singers, who had
been trained not only to sing the notes of an aria
but also to render a highly expressive visual
translation of the textual message, did not
require days of rehearsals ~ especially in view of
the fact that the arias might comprise as much
as fourdifths of an opera. Furthermore, it was
common to use the same stage sets over and
over {the theatre *had” a temple decor, a
charming garden pavilion, perhaps a panorama
of the sea with a harbour, a city wall, etc.).
London, the scene of Handel's entire operatic
career, provided an outstanding example of such
circumstances. As early as 1710/11 (Handel's
“Rinaldo”) — and indeed even prior to that —
there had been productions of ltalian operas in
London. The principal concern in that city
seems {0 have been obtaining the best (and thus
the most expensive) singers in the world, so that
it was impossible to give prominent attention to
magnificent stage settings (in contradistinction
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to French opera; which attached the utmost
jmportanice to the fotal effect ~ the acting,
~decorations, machinery, ballet, etc.),

01719 Handel and the poet Paclo Antonic
Rolfithe author of "Alessandro”) had succeeded
Cinfouniding a“Roval Academy of Music”, with
= Handel as its artistic direcior. At first, this
veRture Was so successful that it was possible to
; mxwmwm the great primadonna Francesca Cuzzoni
“ind722/23 - iraddition to the castrato
-~ Frangesto Bernardi (called “Senesine, i.e.
~‘coming from Sienal, who was already present.
By 1725/26, howeéver, it once again became
-nedessary o induce the public to fill the coffers,
- @nd to this end the Académy engaged the “great
“ady” Fausting Hordoni (later the wife of the
 Gpera composer Johann Adolf Hasse) to appear
together with Cuzzoni; the rale of Alessandro
-was of couise given 1o Senesino, The opera was
= performed more than thirteen times in that
Csedsbn, often as frequently as three times in a
“eingle weak, thanks to the new “star”. By the
Bt seasonchowever, it had become apparent
- that it was not feasible o have two primadonnas
“iwhe could riot bear one another constantly
osinging together i the same production; at one
point sduring & performance of Benoncini's
coopera “Astianatte” - the two went so far as o
Cexchange blows on stage. In the-spring of 1728
. this {first) Academy of Music éxpired, a demise
Sinotdugsolelyto the :cw:.c ofthe primadonnas ...
“"Handel would be struggling with vicissitudes
“andvivalries of ?Z sort up to Hrm very end of his
o operatic careés)
~Anchis article on'the Sww ‘Handel's ommEm were

“staged in London digring his own time ("Die

‘széznische Darstellung der Opern Hindels auf

der Londoner Biihne seiner Zeit”, Wolfenbiittel/
Berlin 1940) Joachim Eisenschmidt paints a
vivid picture of the social context of these
productions: “What was exceptional in Handel’s
operas? in the first place they were a social
event, here as elsewhere, where “society” met,
people of “high standing” and all those who
could afford the high price'of admission”. The
efforts to which these people went to obtain the
most expensive singers and the best composers
and to maks their high fees known to an
astonished Europe bear witness to a cerfain
ostentatiousness in cultural matters; and the
intrigues pro and contra particular singers or
composers, resulting in deafening noise in the
theatre, indicate that even here the audience
was ot prepared to forgothe sort of excitement
to be found at the racetrack, the cockfights or

* For the ess well4o-do there was o:@ Mrm “five-
shilling gallery”, above which was a galiery for
the servants, The latter were admitted free of
charge, for they - like the Venetian gondoliers
were supposed to talk their masters into visiting
the theatre and help to augment the applause.
In Handel's day there were frequent threats to
shut dows this "Footman's Gallery”, for the
servants were altogether too rowdy. Since the
reqular seats were not numbered in rc:n_on and
it was the domestics’ duty 1o reserve places for
theit employers, it occasionally transpired that
members of the finest society found themselves
sitting next to servanis for several acts, until the
latters’ employers finally arrived. And at the end
of the performance the footmen waited in the
vestibule with torches, in order to light the way
to the coaches and sedan-chairs.

the fencing matches — forms of entertainment to
which they were every bit as partial as the man
in the street. The opera seems to have been

merely a way to introduce, via this sensationalism,

some substance into the idle, genteel lives of the
sudience, whose daily routine has been described
thus by Count Péllnitz: After rising late in the
day, one went walking in the park with ones
walking-stick but not one’s sword, returning
nome to change clothes and proceed to a cafe.
At one o'ctock it was time to go to court "and
watch the King get dressed”; then at three one
left to have lunch and a stroll and, “in winter, to
make calls until it is time to go... to the opera”;
afterwards, one went to parties, eating again
around midnight and parting from one another
sowards dawn. — And indeed, if one peruses the
sorrespondence of such people as Egmont,
Hervey, Cowper, Wentworth or Handel's friend
Wary Granville, one will find that the opera did
ot produce any very lasting impressions in its
sudience. The writer merely records having

<en there, and with whom ~ appending, at
nost, & brief judgement.”

To put it briefly: one enjoyed passing one’s time
agreeably and not pondering large questions of
“zulture”; a story, hardly worthy of a moment's
ansideration the next day {much like our
odern television entertainment. .} it is ali the
sre gratifying to discover so many enchanting
sments of beauty and inspiration in these
peras, 5o many exemplary marks of a great
nius — embedded in a magnificent “routine”
ch can scarcely be too highly esteemed.
wveral descriptions and estimations of the
wldfamous singers active on the stage in
andel’s day have survived, e.g. that of Johann

Joachim Quantz, who heard the composer’s
“Admeto” in London in 1727 {a year after
“Alessandro”), performed by the same soloists.
Of Senesino he wrote: “Senesino had an
agreeable deep soprano voice (mezzosoprano),
penetrafing, bright and steady, with a pure
intonation and a lovely tremolo. It seldom went
above {”. Mis singing was masterly and his
interpretation teft nothing to be desired.

He refrained from overloading the adagio with
too many arbitrary embellishments, while at

the same time rendering the indispensable
ornamentation with the greatest refinement.

He sang the allegro with a good deal of fire,
executing the runs at considerable speed, using
his chest. His appearance is well-suited to the
theatre and his movements are natural. The role
of the hero fits him better than that of the lover”
Regarding Francesca Cuzzoni: “Cuzzoni had a
very pleasant, bright soprano voice, with pure
intonation and a c@wcﬁ:& tremolo. The range of
her voice was from ¢’ to ¢, Shesang in

an innocent and moving way. Due to the light
and pretty manner of her presentation, her
embellishments did not sound artificial: indeed,
the gentleness with which she imbued her
interpretation captivated all her listeners. Her
allegro passage work was not of the very highest
ﬁ:n:E, but she executed it quite ably, in a pretty
and pleasing manner. Her acting was a bit
lifeless, and her figure is not especially well-
suited to the theatre”

Finally, as regards Faustina Bordoni: “Faustina
had a mezzosoprano voice which was not very
bright but was quite penetrating and which
ranged at that time [i. e. at the time of “Admeto”]
from blat to not mueh above g”; later, however,
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she was able to extend the lower end of her
range by a few tones. She sang expressively and
brilliantly {un cantar granito}. She had a glib
tongtie, capable of singing at once rapidly and
clearly, a very skilied throat and a lovely and
very well-developed tremolo, which she could
employ with the greatest of ease however and
wherever she wanted. She was capable of
executing the passage work — be it runs, jumps,
or several rapid repetitions of a single tone ~ as
skillfully as if it had been played on aninstrument.
Indeed, she is indisputably the first vocalist who
has been able to sing such repetitions, and that
quite successfully. She sang her adagio with
considerable emotion and expressivity — as long
as such passages were not dominated by an all
too sorrowful mood, to express which one has to
hold the notes or constantly sustain the voice.
She had a good memory in respect of the
optional changes and incisive powers of
judgement in giving the words, which she
pronounced very clearly, the right emphasis. Her
acting abilities were especially impressive; and
since she was good at portraying characters and
could assume any mien she chose, she was
capable of playing serious, lovestricken and
gentle roles. In a word: she is the born singer
and actress.”

All the other roles in “Alessandro” were sung by
italians: Tossile was Antonio Baldi (an alto
castrato); Cleone was Anna Dotti (alto}, Leonato
was sung by Luigi Antinori {tenor}, and Clito by
the bass Giuseppe Maria Boschi, who had also
performed in “Rinalde” in London in 1710 and
whom Handel had once again engaged for his
“Academy” in 1719, Although the principal role
in “Alessandro” is that of Alexander the Great,

the Greek emperor who built up & world empire,
the work is not an heroic opera; it would more
aptly be termed an heroiccomic or a comic-
heroic opera. First and foremost, Alessandro is
in amorous danger; only at a second, and less
important level is he in political danger (Clito
wants to depose him, partly because Alessandro
makes too much of his being the son of Zeus
and wants to be revered as such). Rossane, a
beautiful slave-girl who becomes Alessandro’s
wife in the end, and Clito are historical figures;
the rest were invented for dramnaturgical reasons.
The two women, Rossane and Lisaura, vie for
Alessandro’s love. Although he shows a slight
preference for Rossane thoroughout, one gets
the impression that he would really like to have
both of them at his side, but is compelied to
decide on one or the other, because they'dl give
him no peace until he does. Rossane wins this
little game, while Lisaura gets King Tassile, who
has been courting her favour since the beginning
of the opera. ~ The positive and noble side of
Alessandro appears in his treatment of Clito: he
generously forgives him and his helper Leonato,
after his appearance on the scene has sufficed to
reduce the two rebels to silence. The libretto for
“Alessandro” was written for Handel by Paoclo
Antonio Roili, following Ortensic Mauro’s libretto
“La Superbia d'Alessandro”, which Agostino
Steffani had set to music for Hanover in 1690,
He was very careful to allot each of the
primadonnas equal shares of arias and virtuosity.
in our production of the opera we have tried

to stay as close as possibie to the original
production. When in doubt, we generally
followed Handel's autograph (which difters,
however, from the original production at some

24

points). Furthermore, for reasons of musical
taste we have incorporated a few small
emendations which were tater made, simply
because we found them more colourful and
interesting; they were taken from Handel's
conducting score (in the Hamburg Staats- und
Universitatsbibliothek), which was the principal
source for the version published by Chrysander
in the old Complete Edition of Handel’s works,
The Italian libretto of the London premiere was
also of great help. In accordance with Handel's
intentions, as evidenced by the autograph, the
choir parts — which are rare ~ are sung in
common by the soloists; a very economical
solution, which shows, on the other hand, the
way unimportant posts were ruthlessly cut in
order to save money, even when it led o such
absurdities as that in the last scene of the opera,
where Alessandro/Senesino - behind the set —
has to sing in the choir of Clito's soldiers {who
are epposing Alessandro). Handel repeated his
opera “Alessandro” in December of 1727 and in
1732 (in a revised version). The work was also
performed in London in the years 1743/44 and
1748, without Handel's collaboration.
“Alessandro” was produced in Hamburg as early
a5 1726 using Steffani’s recitatives of 1690,
translated into German, and Handel's arias in
{tatian. Finally, “Alessandro” was also perfermed
in Braunschweig {Brunswick).

Sigiswald Kuijken

Alessandro was the first of the five operas
Handel composed for the two greatest prima
donnas of the age, Francesca Cuzzoni and
Faustina Bordoni. Cuzzoni had been a member

of the Royal Academy company in London for
three years; she and the alto castrato Senesino
played the leading roles in a whole series of
Handel’s greatest operas —~ Ottone, Flavio, Giulio
Cesare, Tamerlano and Rodelinda ~ between
danuary 1723 and June 1725. In the summer of
1725 the directors of the Academy negotiated
with Faustina as well. The London press was full
of rumours, declaring that she had been offered
as rouch as £ 2,500 for the season. Her salary
was probably £ 1,500; but whether because she
haggled over this or for other reasons she took
an unconscicnable time coming. Handel may
have begun Alessandro in the autumn; the part
of Leonato, sung by the tenor Antinori, who
reached London in November, was written for
an alto as far as the coro in | v {[Handel then
wrote ‘Leonato in tenor’ in the autograph),
When Faustina still failed to arrive, he hurriedly
compoesed Scipione as a stopgap and produced
it on 12 March 1726. Much of Alessandro must
have been written by then: to save time Handel
lifted a substantial sinfonia from its second act
(I1 vi}, after Smith had copied it for the performing
score, and used it to begin Act Il of Scipione. He
replaced it with the four-bar Grave on page 87
of Chrysander’s edition. Faustina presumably
arrived in April. After making many changes in
the autograph Handel dated it 11 April 1726.
The first performance took place at the King's
Theatre in the Haymarket on b May, with
Senesino as Alessandro, Cuzzoni as Lisaura,
Faustina as Rossane, Antonic Baldi (alto
castrato} as Tassile, Antinori as Leonato, Anna
Dotti (contralto) as Cleone, and Giuseppe Boschi
{high bass} as Clito. There was no chorus,
Handel's autograph and the performing score
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make clear that the coro'D'un fiero tiranng' in
111 vi {Chrysander printed an unauthentic text)
was sung by Leonato and Clitc on stage and
Baldi, Dotti and Senesino in the wings; they
could not appear, since they were supperting the
wrong team, The arias ‘Sl dolce lusingar’
(HG 107} and ‘L’armi implora’ {HG 133}, neither
of which is in the printed libretto, were published
in August as additions for Faustina. It is most
unlikely that Handel would have unbalanced the
parts, not to mention Cuzzoni's temper, by
giving two extra arias to her rival. They were
almast certainly replacements during the season,
perhaps requested by Fausting, for pieces
composed before Handel had heard her voice.
Roth are in the autograph as insertions: *Si dolee
lusingar’ after the recitative at the bottom of
+I5 109, where the key fits but Rossane is not on
siage, ‘Larmi implora’ at the end with Handetl's
marks for modification to Chrysander's B
version. This last arta probably replaced
‘Lusinghe pit care’ in 1iv (HG 20). Chrysander
printed “5i dolee lusingar’ as an alternative to
Rrilla nellalma’ in i it because one version
comes at this point in the performing score; but
the previous recitative cadence is not modified,
and ‘Brilla nell'alma’ is not the sort of aria that
Faustina or Hande! would have sacrificed.
A possible place for 'Si dolce tusingar’ is at the
end of Act i instead of ‘Dica il falso’.
The opera was very successiul, with thirteen
performances in a month; another was cancelled
owing to Senesino’s indisposition. Handel
revived it on 26 December 1727 (the number of
performances, perhaps as many as ten, is
unknown) and again for six performances on
25 November 1732. In 1727 the leading five

parts were sung by the original cast; Leonato
and Cleone may have been cut, as they certainly
were in 1732, when only Senesino remained
from the first production. Rossane was then
sung by Anna Strada, Lisaura by Celeste
Giamondi (both sopranos), Tassile by the
contralto Francesca Bertolli, a specialist in male
roles, and Clito by Antonio Montagnana {bass).
Tassile's part, which now included “Si dolce
iusingar, was transposed up for Bertolli, as was
at least one of Fausting’s arias for Strada. As
usual at this period Handel drastically abridged
the recifatives, distributing what little remained
of Leonato’s and Cleone’s among the other
characters. He also made some damaging cuts:
the accompanied recitative ‘Vilipese bellezze’
(I vii), the artas ‘Pregi son’ (HG 45), ‘Risolvo
abbandonar {} v, ‘Si, m'e caro’ and ‘Brilla
nell'alma’ {both ili v), the coroin [if vi, and both
duets at the start of the finale alt disappeared.
Alessandro was staged at Hamburg as early as
November 1726 and at Brunswick in August
172%. At Hamburg as usual the atias were sung
in ialian, the recitatives in German, C.G. Wendt,
who arranged the score, apparently used
recitatives from Steffani's opera (the source of
Handel's libretto, described below}; he added
ballets and an aria from Scipione, but omitted
three arias, including the exquisite ‘Che tirannia
d'amor’, perhaps because he could not fit them
iito Steffani’s recitatives. There were also two
London revivals under the title Kossane after
Hande! had retired from the opera house, in
November 1743 and February 1748. Fle was not
personally involved, but probably agreed to lend
his performing score. It is sometimes said that
the 1743 Rossane was a pasticcio or even a new

opera by Lampugnani. This is not correct.
Although Lampugnani no doubt arranged the
score, which contained arias from other Handel
operas and a version of ‘Return, O God of Hosts
?.03 Sarnson, it was essentially Alessandro
with the part of Cleone (but not Leonato}
restored. Alessandro enjoved more than fifty
petformances during Handel's life — a greater
number than several acknowledged masterpieces
- but has seldom been heard since. Only two
modern stage productions are known, at the
U«mmmm: Staatsoper in 1959 and by Opera 70 at
Chichester in July 1981. There was a concert
performance at Oxford in 1966.
One reason for this neglect is undoubtediy
Paolo Rolli's inept libretto. Of the two librettists
who worked for Hande! during the Royal
Academy period, Nicola Haym was by far the
more competent. Rolli, one of whose epigrams
reveals his cynical attitude to what he regarded
as cheap hackwork, seldom failed to make a
thorough mess of his job. In this instance his
source was Ortensio Maura’s La superbia
dAlessandro, set by Steffani for Hanover in
1690 and revived the following year as Il zelo di
Leonato. It is a good libretto, similar in outline to
that of Handel's opera and much clearer in
motivation. Alessandro is as vain, touchy and
unsympathetic, but his behaviour is at least
consistent. (It is difficult to believe that the
ﬂnw_mﬁ was chosen to honour George |, even
though George was notorious for distributing
Ecocum between two mistresses.) The motive
for his advances to Lisaura is purely political; he
needs the friendship of the Scythians, It is Clito
woﬂ Cleone, who also loves Rossane, and '
i.eonato, not Clito, who is knocked dows for

)

wmmcmwsw to worship Alessandro as a god. Cleone
is a Sicilian favourite of Alessandro’s who
antagonises the Macedonian generals by
:wmm_‘wﬁw and fawning on him. The leader of the
conspiracyis Ermelac, a member of Alessandro’s
bodyguard, who tactiessly asks for the most
vmw:Ec_ slave in Ossidraca when Alessandro is
ina foul temper and receives a whipping for his
pains. Ermelac enlists Clito and others repelled
by Alessandro’s overweening behaviour, and they
prepare a trap: on a given signal thelr men will
bring down a staircase {damaged in the battle)
on the tyrant’s head. Alessandro in seizing a
spear to strike Clito for not acknowledging him
as the son of Jupiter unwittingly gives the signal
and escapes the crash of masonry. His arrogance
_:a:mmm Leonato to join the conspiracy. In Act I
Tassile traps the conspirators by pretending to
Er.m their side. His men lure them on to a bridge
E?ow they then cut, and all except Leonato
who is pulled cut by Tassile against his will are
drowned in the Ganges. .
in adapting this for Hanadel Rolli presumably had
three objectives: to reduce the number of
characters by one'for the singers available, to
expand the parts of the two princesses, and to
make room for this by contracting those of the
cther characters, all skilfully drawn by Mauro,
Almost every change he made was for the worse.
m:mwmwn_ of dropping Cleone, whom he reduced
to a cipher, he chose to leave out Ermelao, the
leader of the conspiracy, and made that important
segment of the story incomprehensible, In the
cruciat scene a canopy suddenly fails down ‘per
Cospirazione’ - the first we have heard of a plot
- mua. Alessandro jumps te the conclusion that
Clito is responsible. The revolt does not develop
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Bl Act HE and Alessandro guells it with a word,
Rolli's ruthless compression of the minor
characters was not balanced by any skill in
dealing with the princesses. He brought them on
and off stage at random, usually witheut any
attempt to supply a dramatic reason. The two
most impressive episodes in the opera,
Alessandro’s rash assault on Ossidraca and his
rescue by the Macedonians {1 and ) and the
garden scene in which he makes advances to the
princesses in turn, only for each te answer him
ironically with the words he addressed 1o the
other {I1i and ii}, come almost unchanged from
Mauro, The words of ‘Fra le stragi’ in the former
and ‘Aure, fonti’, ‘Superbette’ and ‘Vano amare’
{slightly modified) in the latter are Mauro's,
Otherwise the only texts Rolli retained, apart
from some lines of secco recitative, are the
double accompanied recitative ‘Che vidi?’ for
Lisaura and Rossane in | iii and the eorain
which Alessandro sings his own praises {[ v} His
single happy stroke was the insertion of the
duets for Alessandro with each princess in turn
at the start of the finaie. But the credit here is
Hardel's; Rolit printed the words as recitative.
The most arresting feature of the score, as one
might expect, is the brilliance of the vocal
writing {for the three central characters. For once
Handel seems to have been thinking of the
singers rather than the characters or the dramatic
conflict, which except in the first and last scenes
and the magnificent first half of Act II is less
gripping than usual Whereas Senesino had
2ight arias, and Faustina and Cuzzoni severn, and
each took part in two duets, the other four
characters received only five arias and one

short arioso between them. This threatens to

unbalance the opera, both musically and
dramatically. The majority of the arias are
spectacular show pieces in which the singers
compete in agility with unison violins. Most
exceptionally for Handel, though there are
several slow ariosas, notably at the beginning of .
the last two acts, the entire opera contains only
one aria slower than Andante {apart from the
substituted ‘L'armi implora’), It is however a
superb one: Lisaura’s ‘Che tirannia d’amor! in
Act l1is even richer than most of Handel's
sicilianos in subtleties of harmony and texture.
The duty to supply two exacting prima donnas
with parts equivalent in length, content and
difficulty imposed a certain constraint on Hande
he obviously devoted much care to it. Cuzzoni's
abilities were familiar to him, Two points
HHlustrate his attention to Faustina. The note A
was known to be particularly powerfu! in her
voice; he gave her two arias and a duet in which
it is the tonic and another in which it is the
dominant. She had been singing in Venice in
operas by Vinei and Orlanding, as MHandel knew
when he borrowed many arias from therm for his
pasticcio Elpidia in the previous year. (He gave
Cuzzoni five of Faustina’s arias, a risk he might
not have taken later} ‘Brilla nell'alma’ is one of
the earliest arias in which he showed a complete
mastery of the new style, with its drum basses,
chordat accompaniment and absence of
counterpoint, of which Vinci in particular was an
exponent. Handel introduced the two princesses
in the unusual form of a duet-recitative with
orchestra, writing Rossane’s part on the stave
above Lisaura’s although Faustina's regular
tessitura was about a tone lower, and gave them
two more in the final scene. If one had a brilliant
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.. the other received its equivalent soon after

: libretto was doubtless bent to this end).

istina fared the better in accompanied

satives; ‘Vilipese beltezze’ in | vii and

fitudini amate’ in Il i are among the glories of
s opera. Each heroine must have a duet with
Akessandro at the end, though only one could

rry him, Here Handel achieved a triumphant
swur de force by linking the two duets, a trio with
ssandro and the regulation coro in a single
sate bound together by thematic connection
wd varied by curnulative scoring: unison violins
= Lisaura’s duet, different combinations of thirds
r recorders and violins in Rossane’s, oboes and
<ioling in the irio, and a full panoply with horns
and trumpets in the coro. He had experimented
with a composite finale, including three duets
sad two dances on the same material, in the
wipublished first version of Rademisto (April
1720y, and was to extend this practice in many
lifferent ways in later operas.

On the whole the full arias inn Alessandro are
sess interesting than the accompanied recitatives
znd ariosos, which are often associated with
mperiments in formal design, a sphere in which

Handel greatly enlarged the scope of opera seria.

The first scene combines both types of recitative
and two sinfonias on the same material, the
second an expansion of the first (its B section
was an afterthought). The last scene of Act | has
a simifar flexibility, again with two sinfonias, and
i shortly followed by a duet for the princesses
aot in da capo form. They were never given
another in the operas that Hande! subsequently
wrote or revised for them; it may have been
unwise to put two such tigresses in the same
cage. Garden and sleep scenes always brought

the best out of Handel, both in invention and in
originality of plan, as he showed in Agrippina’,
Scipione, Tolomeo, Serse and other operas.

Act Il of Alessandro begins with one of the most
beautiful: a marvellously rich introduction in ten
parts {two recorders, two oboes, bassoons, three
violing, viola and bass) leading to an
accompanied recitative and a languorous arioso
on the same material, after which Rossane goes
to sieep on the dominant, leaving the strings to
bring the music gently back to the tonic. The
witty scene that follows, a masterpiece of
compound irony, culminates in the finest of
Alessandro’s artas, ‘Vano amore’, an intensely
emotional piece with varied scoring, palpitations
from low viclins and violas and a B section that
changes metre and tempo (Presto after Andante)
and starts in an unexpected key {C minor after
G minor when we expect B flat). The placing of
the act’s first da capo aria after a symphonic
introduction, accompanied recitative and no
fewer than five ariosos (including repeats}
redoubles its impact. It is followed at once by
another dramatic key change, A minor after

G minor, and an exquisite little four-bar arioso
for Lisaura, ‘Tiranna passion’, whose unexpected
return on an interrupted recitative cadence
produces a novel da capo design in miniature.
There are many other subtleties of detail. iIn v
Alessandro resolves to abandon love after both
ladies have made him look foolish. When Lisaura
tries o tempt him back on a half-close in

* Whether consciously or not his mind went back
to the garden scene in this opera; he quoted it,
with the same scoring for recorders, in Tassile's
‘Sempre fida’.
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A major, he cries 'Nol' on an F natural {this was
a refinement of Handel's — the word is not in the
libretto}, which launches the aria in F major. The
ritornello of Rossane’s ‘Tempesta e calma’
begins as it were in mid-sentence, and it is some
bars before the ear is sure of the tonic. In ‘Che
Hrannia d’amor’ the ritornello cadences in the
dominant, so that the voice’s entry in: the tonic
adds a touch of surprise. Felicities of this kind
abound in Handel's operas, even those that
hardly rank as masterpieces. [t is a matter for
astonishment, in an age when repertory pieces
are recorded over and over again, that so few of
them are available in tolerable performances
and some of the finest have never been recorded
at all.

Winton Dean

PLOT OF THE OPERA

First Act

During his friumphal Asian campaign, Alexander
the Great suddenty finds himself in dire danger
in the city of Sidrach, which he is the first enemy
general ever to invade; he is rescued by his
supperters, the most prominent of which is the
general Cletus, a Macedonian prince. — Back at
Alexander’s camp two women fear for the hero's
life: Lisaura, a princess of Scythia, and the
Persian princess Roxana, who is Alexander’s
prisoney. They are rivals: both of them love
Alexander and are plagued by jealousy. for
Alexander, who is affecticnate to both of them,
does not yet seem to have made up his mind as
to which of the two he will choose. The Indian
king, Taxiles, who owes Alexander both his
throne and his life, reports that Alexander has
escaped the danger unharmed. Both of the

princesses are overioyed at this news, much to
Taxiles's dismay, for he is in love with the
Princess Lisaura. — Alexander’s fame as an
invincible world conqueror has gone fo his head.
He allows himself to be worshiped in Jupiter's
temple as the son of the divine Father. The only
one who dares stand up to him is the upright
Cletus; but at the entreaties of all the others,
Alexander is appeased.

Second Act

Alexander is still incapable of choosing between
the two princesses, who pursue him with their
fove. Whenever he meets one of them, he secems
to nourish her hopes, but the two see through
him. Roxana, his beautiful Persian captive,
rermninds him of his fame and his generosity, and
begs him to grant her her freedom. Perhaps she
can win him in this way. Alexander fears that he
will lose Roxana and only consents with
misgivings to her freedom. - General Leonatus
and his friends are appalied at Alexander’s
inordinate arrogance. They resolve to remove
thetyrant. — [n his quarters, Alexander announces
to his assembled generals that he intends to
divide all of the conquered territories among
them. He, the son of dupiter, is content with his
own imrmortal glory. Once again, the courageous
Cletus confronis Alexander. He vehemently
disputes the divine origins of the megalomaniac.
Enraged, Alexander is on the verge of killing
Cletus with his spear, when suddenly, at a pre-
arranged sign of the conspirators, the house
caves . No one is injured, including Alexander,
who is convinced that his Father Jupiter - divine
Providence! — has saved him from a certain
death. He orders the fiatterer Cleon to lead
Cletus off to capfivity. - Roxana has learned of
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e attempt on Alexander’s lfe. [n despair, she
weeps for her lover, whom she presumes dead.
Alexander overhears her mourning and is deeply
moved; he realises how much she loves him and
:akes up his mind for her. The conspirator
conatus rushes in breathiess, purporting to
nave learned that the vanquished peoples are
staging an uprising. Alexander wants fo return
2o hig army and is forced to leave Roxana behind
7 a state of renewed uncertainty.

Third Act

Leonatus sueceeds in freeing the honourable
{’letus and imprisoning his jailer Cleon;

swever, the latter is once again liberated by his
owers. The conspirators now intend to defeat
Alexander in open battle, with the help of
Macedonians who are loyal to them. - Alexander
as yet another interview with Lisaura. By means
+f flattery, and no lack of ingenuity, he explains
her that he must renounce her love to clear
way f[or the Indian king Taxiles, his dearest
end, who is himself enamored of the Scythian
srincess, Taxiles is delighted at Alexander’s
iecision. — In the meanwhile, the conspirators
nave assembled their forces for battle. Taxiles,
~ith his troops, supports Alexander, and the
consplrators are defeated. They all plead with
:he great Alexander for mercy, which is
magnanimously granted.

G.B.

GEORG FRIEDRICH HAENDEL
ALESSANDRO

l.a partition de « Alessandro» fut achevée par
Haendel le 11 avril 1726, et le 5 mai de la méme
année suivit déja la premiere représentation de
Peeuvre. Ce temps restreint de préparation n'était
pas & I'époque quelque chose danormal ; it ne
faut pas oublier que souvent les différents airs
étaient donnés aux chanteurs immédiatement
aprés leur achévemnent {ce qui quelquefois, bien
sar, pouvait se passer quelgues semaines plus
tot), et, en guise de préparation, étaient répéiés
dans fa maison méme du compositeur, et souvent
méme ¢taient présentés accompagnés au clavecin
dans le cadre de cencerts privés, Ce temps limité
de préparation était a I'époque suffisant, et cela
spécialement dit au fait que dans la pratique de
représentation de Vopéra {comme dans celle du
théatre), il était prévu qu'un chanteur {aussi
bien qu'un acteur}, fit aussi, la plupart du temps,
son propre ametteur en scénes,

[opéra italien de 'époque de Haendel se
composait d'une suite de récitatifs et d'airs. Les
récitatifs avaient pour rdle de développer
'action gui de régle générale était d'un contenu
minimal { bien gu'en général chaque opéra avait
ses guelques moments de « suspens s, une
bataille cu un duel, peut-étre aussi une scéne
inattendue de retrouvailles ou encore queigques
autres effets d'artifice qui souvent étaient
encadrés pas des symphonies instrumentales).
Les airs étaient & quelques exceptions prés en
dehors de l'action ) ils étaient des morceaux de
présentation que les chanteurs interprétaient
eux-mémes et cela méme dans les mouvements.
Les régles du mouvement {car cela existait)
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LA PETITE BANDE
KONZERTMEISTER
SIGISWALD KUIJKEN

Das Ensemble La Petite Bande entstand in den
Jahren 197276, urspriinglich auf Anregung
der deutschen Harmonia mundi, mit dem Ziel,
ein Qrchester fiir die Musik des ausgehenden
17. und des beginnenden 18. Jahrhunderts zu
biiden. Es arbeitete vor: Anfang an unter seinem
jetzigen Konzertmeister Sigiswald Kuifken und
in engem Kontakt zu Gustav Leonhardt, der das
Fnsemble in zahireichen Auffiihrungen und Auf-
nahmen auch geleitet hat. Von der Konzeption
her ist La Petite Bande international zusammen-
gesetzt, wobei der Kern des Ensembles zunachst
belgisch-niederlandisch war, dem sich inzwischen
deutsche, franzosische und englische Musiker
anschlossen. Benannt wurde die Petite Bande
nach dem Orchester von Lully in Versailies
unter Ludwig X1V,

Themen der Petite Bande waren anfanglich vor
allem franzésische Opernmusik der Zeit von
Lully und Campra, fir die dieses Ensemble einen
unwerwechselbaren Stit gefunden hat, ferner
Konzerte und Suiten von Corelli und Muffat.
Seit 1977 arbeitet die Petite Bande besonders
eng mit dem Westdeutschen Rundfunk Kéln
zusammen. Aus den germneinsamen Uberlegungen
ging bisher eine ganze Reihe von Aufnahmen
hervor, die auf Schallplatten erschienen.

An Opern entstanden so ,Zais”, ,Pygmalion®
und ,Zoroastre” von Jean-Philippe Rameau,
LPartenope” und ,Alessandro” von Georg
Friedrich Handel und Ausschnitte aus Le
Jugement de Midas" von André-Ernest-Modeste
Grétry; an Orchestermusik waren die Violin-

konzerte und die vier Orchestersuiten von
Johann Sebastian Bach ein Schwerpunkt,
Sinfonien von Joseph Haydn ein anderer.
Aufnahmen mit Orchestermusik umfaliten ferner
Kompesitionen von Geminiani, Lully und
Purcell. KLN

LA PETITE BANDE
CONCERTMASTER
SIGISWALD KUIJKEN

The ensemble La Petite Bande came into
existence in the years 1972-76, originally af the
suggestion of the German branch of harmonia
mundi. The goal of this undertaking was to
create an orchestra for the music of the late 17th
and early 18th centuries. From the very
beginning the ensemble has been under the
direction of its present concertmaster Sigiswald
Kuijken and has worked closely with Gustav
Lecnhardt, who has also often conducted the
group both in concert and for recordings. La
Petite Bande was conceived as an international
group; while the core of the ensemble consisted
of Belgian and Dutch musicians, it was later
augmaented by members from Germany, France
and England. The Petite Bande was named after
Lully’s orchestra at the court of Louis X1V in
Versaille.

Originally, the Petite Bande concentrated
especially on the French opera at the time of

Lully and Campra {for which they have developed :

their own unmistakable style), as well as the
concerti and suites of Corelli and Muffat. Since

1977 the Petite Bande has collaborated
particularly closely with the Westdeutscher
Rundfunk {West Germany Radio) in Cologne.
This common effort has resulted in a number of
commercially available recordings of both
operatic and orchestral music. Among these are
the operas “Zais”, “Pygmalion” and “Zoroastre”
by Jean-Philippe Rameau, “Partenope” and
“Alessandro” by George Frideric Handel and
excerpts from “Le Jugement de Mides” by
André-Ernest-Modeste Gréiry. In the realm of
orchesiral music one of their emphases lay on
the violin concerti and the four orchestral suites
by Johann Sebastian Bach and another on the
symphonies of Joseph Haydn, Other recordings
of erchestra music included compositions by
Geminiani, Lully and Purcell.

LA PETITE BANDE
CHEF D’ORCHESTRE
SIGISWALD KUIJKEN

L'ensemble «La Petite Bande» fut créé dans

les années 1972-1976, et cela a origine sur
une proposition de la section allemande de
HARMONIA MUNDI, avec le but de constituer
un orchestre spécialisé pour les musiques
composées a la fin du XVlle et au début du
XVille sigcie. Depuis sa création, 'ensemble
travaille sous la direction de son chef d'orchestre
actuel Sigiswald Kuijken tout en étant
paraitelement en contact étroit avec Gustan
Leonhardf qui a, ul ausst, dirigé cet ensemble a
foccasion d'un bon nombre de représentations

et d’'enregistrements. Dans sa conception, «La
Petite Bande» est composée d'adhérents recrutés
au niveau international; le noyau de I'ensemble
cependant était au départ constituté d'un
groupe belge-néeriandais auquel se sont joints
entre temps des musiciens allemands, anglais et
{frangais. «La Petite Bande» doit son nom & celui
de l'orchestre que Lully dirigeait & Versaiiles &
'époque de Louis XIV.

Les sujets retenus au départ par «La Petite
Bande» étaient avant tout tirés de la musique
d'opéra du temps de Lully et de Campra pour
laquelle cet ensemble trouva un style
particuligrement typique; a cela s'ajoutent des
concertos et des suites de Corelli ef de Muffat.
Depuis 1977, «La Petite Bandes travaille en
collaboration spécialement étroite avec le

« Westdeutscher Rundfunk » (Radic Quest
Allemagne) de Cologne. Suite & maintes
réflexions communes, il fut possible jusqu’ &
présent de réaliser une série d'enregistrements
qui furent publiés en disques. Pour ce qui est des
opéras, furent ainsi publiés « Zais », « Pygmalion»
et s Zoroastre» de Jean-Philippe Rameau,
«Partenope» et « Alessandro» de Georg Friedrich
Haendel ainsi que des extraits de 'opéra de
André-Ernest-Modeste Grétry, «Le jugement de
Midas »; en ce qui concerne la musique
d'orchestre, les concertos pour violon et fes
gualre suites pour orchestre de Johann Sebastian
Bach prirent d’une part une place essentielle
dans ces enregistrements; d'un autre coté, ce
furent les symphonies de Joseph Haydn, D'autres
enregistrements avec des morceaux pour
orchestre furent réalisés avec des compositions
de Geminiani, de Lully et de Purcell.
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ALESSANDRO.
DR A M A

Da Rapprefentarfi

Nel REGIO TEATRO
di HATY-MARKET;

PER

La Reale Accademia di Mufica.

LONDQON:

Printed, and Sold ac the King's Theatre
in the FHay-Muarlet, M. DCC XXVIL

ARGOMENTO.

A Prefa &' Offidraca Cistd in {ndia, dal cut Mu-

vo Algffandre gitofli dentro : La contela {ra Clie

ed aleffandro, per la quale il primo fu uccifo dai fe-

coado, morte cagionzia in parte daila derifione di

Clits fopra la pretenfone &" Alefandre &' effer epli

Figlio di Gigve: L’ Eftremo Amore d* Aleflandro

verfo 1a belliffima Roffane; fono Faud iftorici.  Gli

Amori di Lifaura Principella di Scithia verfo dlfandre,

¢ di Taffife Re Indiano verfo Lifaura, ed il Rimanente,
fono Fatui d” Invenzione.

The Argument.

H E taking of Oxidraca, a City in India, froms the

Halls of which, Alexander undauntedly flung himfelf
into the Towm ; The fatal Conteft berween Clitus and A~
lexander, i which the firft i1 unbappily flain, for bis
bawing derided the laster. upon bis pretending to be imme-
diately defeended from Fupiter; and the paffionare Love
that Alexander bore to the beantiful Roxana, are Fafls
deduced from the Hiftory of thofe Times.  But the Amours
of Lifaura Scyehian Princefr with Alexander, a5 well as
thofe of Taxilis the Indian King with Lilavra, and the
vefl, areengively fabulous,

Perfonaggi.

Avessanoproe Magno, Signor Senefine,

Tassiize Relndiano,  Signor Baldi,

Signor Befehi.
Signora Do,
Signor Antineré,

Cuiro,
LrFONE,
Ltoxavo,

Duci Ma-
cedond,

Rossan, Signora Fauflina Berdoni.

Lisavia, Signota Francefca Cuzzoni.

La Mufica ¢ del Signor Gisrgo Federico
Handel,

La Scena ¢ in Ofubraca.

Dramatis Perfone.

Avexanpenthe Great, Signor Senefino
T axrois Kingof India, Signor Baldi.

Cisrus,

. 1 Signor Giufeppe Bofchi
Macedoni- M 15 Fpe ejcor.
MM.D my ow, oo npmzmwm. w".w:o,.w ma_.._a.bﬁr
ATys, Signor Antiori.
Roxawa, Signora Fauflina Bardoni.
Lisaura, Signora Framcefia Cuzzoni.

The Mufick is compos’d by Mr. Handel.

The Scene is in Oxidraca.
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COMPACT DISC 1 (6753

ATTO L. SCENA L

ALESS A NDRoO ehe fopra una Machina murale afierd:
Ju't Mura d Offidraca.

DPEMER T'anto ancor s° indugia

PP A luperar quelto vil Muro? To fleffo

area vi fo con onorato ¢lempio,

L AN arviva 4 Alefandro i difenfors
Suggono.

Offidraca fuperba, .
Coacea 1" jra del Cielo in van contrafti,
Son Prole det Tonante, ¢ tanto bafti. .
[5i getra al didemtra del Muro: I Difenfoi viri-
tornano ¢ ne rifpingona gii Affalaori ¢ la Ma-
china,

SCENE IL

L 50N Ao nalr Soldati e con un’ Ariere per far di-
roccare i Muro.

Leon. Oh (mifuraro ardire !
Pronto foccorfo ai Re si porga: E cada
Cada il mure atierrato.
{ l mure Cade : e vedefli Alellandro. con aloini he-
wmici morts attorno, difenderfi dagii aderi, che ven-
guite fuganr dia Leonuto e da’ fuvi Macedoni.

@ Leon. Grazie all’ cremno Gilore,

Sire, fei Mive: Mala tua grand’ Alma
Troppo ¢ efpole, per privata Palma.
Sai pur ch’ & fempre unita

ACT1L SCENE L

Atexarnpen,who, by the Means of a Scaling Eo-
gine, mounts the Walls of Oxsdraca,

SYREIG N 1D need shere flill Delays 19 overcome
a.r%p This one poor Rampire 7 1myfelf, your
. + Convay,
T1ill, with a noble Pattern lead you on,
{The Befieg’d fly ar the Ap-
proach of dlexander.
Proud Oxidraca ! againft angry Heav'n,
In vain your infufficient Strengeh youw'd prove,
And I'm the Offspring of the Thund'rer Fove.
{ He throws himfelf within the Wall: The Be-
ficged rally thither again, and repulfe the Be-
ficgers back with their Scaling-Machine.

SCENA IL

Leowartus with aher Suldiers, and with a Bart'ring
Ram to demolifh the Wall.

Leon. & wnexampled Daring!
et bafly Succonis for the King be found,
And burl the Wall deroli?’d 10 the Ground.

[The Wail tumbics; and Alexander is feen a-
mo.g a Heap of flavghter’d Enemies, and de-
fending himfeif againft” others, who are all
pat to flight by Leonatus, and his Macedo-
nidans.

Leon, Thauks to ecernal “Jove, my Sive, you're fafe ;
Too far your noble Ardor bure you on,
Single to Fight, and gain the Palm alone.
Tou hapw thae with your preciows Life is join'd

La publica falvezza alla tua vira,
Che gioveran { Alia ¢ la Perfia vinte,
L*India ¢ la Terra tugra,
S¢ ol perdiam ?

Al non m” acculute oeari,
1) amar troppo if perigiio,
Qui v’ era d”wopo ardir pidi che configiio.
i comandare all” immortal falange
Indegno o parerei,
S¢ rifparmiar volefli i giomi miei.
Purché 8” acquilti Onor, vivafi meno.
Sempre felice muore,
Chi muor pugnando alla Vittoria in feno.

a Fra le Stragi ¢ fra Je Morti
%’ immortalano gli Eroi.
1.2 fortuna 2juta i Forti
Giove affifte i Figli {uof.
Frale, @7

[ Tusei partono vientrando per In Breciia.

SCENA I

Rossaneelisavra, wfendo ciafeuna dal fus Pa-
diglione, a vifta del Mure atterrato,

: i, Che vidil Rof. Che micai !
Lif. Gloria precipitela !l
Rof Ambizion perverfa! .
a1 m Sc Aleffandro peri w M%..MMM M ¢ perfz.
Lif. Roffane fen” affligge.
Rof. La mia Rival (i duole,

Accampamento.

Cosi ¥ aime difcordi

FEN . ; .
N¢' temuti Infortuni, Amore accordi

The publick dafety of fubdu’d Mankind.

B bar, though we conquer’d Afia, Perfia oo ?

Whar with the vanguilh'd Indies jhall vie do ?

What's the Worid worth, if we've depriv’d of you ?
Al Accufe me noe, my Friends ;

If Love of Danger carried me oo far,

This was no Time ta counfel, but 1o dare.

110 myfelf fhould Jeemt nnworehy

To fead th” immorsal Sgundrons that obey,

It fond of Life I grudg’d one ndded Day ;

I/here Honour's galn'd, a Life, tho” fhore, is beft

He bappy falls to hamourable Reft,

Who, fghiing, falls with Conquefl in bis Breaff.

Amidlt the flanghter’d Heaps of Dead,
Immortal Fame have Heroes won ;
Fortune does all the Valiant aid,
But Jove himf{elf affifts his Sons.
Amidft, ..

[ Exeunt all re-enteving thre’ the Breach,

SCENE L

Roxanaand Lisavaa, iffuing forth, each from
her Pavilien, within Sight of the ruin’d Wall,

An MEnanuanmn.

Lif. What bave Ffeen ! Rox. Oh, what bave I leheld !
Lil. Precpitate State of Glary !

Rox, O perverfe Ambition!
For 2. M If Alexander fell WF_FE.»M is undoue.

Roxana
Lif. Roxana feems afflitded.

Rox. Auwd my fair Rival to0 appears to mourn.

: T hus Souls dilcording, if in Love they be,
Yor 2. M Dread like Misfortunes, and in Fears agree.
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SCENA 1V,
Tasstoe Re Indigno, e derte.

Lif. £cco Taffife it Re degl’ Indi.  Ref. Eitorna
Con licto volto. 7af. “E Offidraca ¢fpugnata
E il Re fuor di Periglio,
Rafferena o Roffane il melto Ciglio.
Rof. Grazie a voi debio feampo o fommi Dei,
L. E disi gran {ucceflo,
Taffile, a me non parti 2 forfe credi
Ch' io m” intereffi in ¢id men di Coltei ¢
Taf. Crederlo ben vorrei:
Par troppo fo quanto vi prendi parte.
Lif. Disi lieta venrura
11 givbilo rifento :
{Ma quel della Rival mi dd rormento. }

] Quanto dolce Amor faria,
Se non fofle Gelofia
Co’l gelato fuo Velen.
Quel che (pera la Coftanza,
E promette lafperaniz,
Rende amaro al meflo fen.

Quelto, & [Parte.

4 Ref. We' trofei & Aleflandra.
Tricnfa ancor quelt” Alma:

Maz funefta Lifaura ogni mia Palma,
Pur zenterd tutte & Amor le vie,
Perché alfetrato 1 Vincitore amante,
Infido alcrui, sia folo a me Coflante.

Lufioghe pit Gure
I’ Amor veri dardi,
Veorofe volate
Su i labbre, ne i puardi,
E tta involate

SCENA IV
T ax1:15 the Indian King and the Aforefaid.

Lif. See Taxilis ehe Monarch of the Indians.
Rox. He, full a\.\ﬁ\\i Lovks, veturns again.
Tax. Oxidraca is forc’d, and the Keng fafe;
Dy up thafe Tears, Roxana ; clear thy Brow.
Rox. Thank ye, ye mighty Guds, for this Efeape.
Lif. And does net Taxulis afford one Word
Of this Jo great Succefi to me § < Perbaps,
Tou think me lefs concern’d in it than ber,
Tax. ! gladly would believe it -
Too much I buow what Part you fhare in it
Lif. Far this fo happy Turn of Fortune
1 feel my Soud with bigheft Foys poffeft ——
(But then my Rival's Pleafure vacks my Breafl.)

How fweet the Hours of Love would be
If it from Jealoufy was free,
That poifons all its Joys.
What Conftacey with Hope, Defires,
And alt the Blifs, thar Hope infpires,
Irfow’rs and quite deftroys.
How, &«

Rox. In Alexander’s Tiophies,
By lifred foul does eriumph once again,
Lifaaea only damps my vifing Foy.
Ter 20 try all the tendersft Ways of Love,
Al Arts, that may this am'rous Vifber move ;
Till falfe to all befide, and srue to me be'll prove.

O ye dearell choiceft Charms,
Love's true Dares, {ecurelt Arms,
Tempting and alluring fly

On the Lips, and in the Eye;
Rob ait others of their Refi,

L™ attrst hibertd.

Gelofi fofpetti,
Diletti con pene;
Fra gioje ¢ tormenti
Momeati di {pene,
Voi Varmi farere
Di vaga Belid,

Lufinghe, 7. [Parte.

i) Taf Sventerarto ch’' io Sono !

Se penfo 2d Aleflandro,

Come Benefattore amar lo devo,

Come Rival ; non poifo,

Dallz fua M ano io riconofco it Trono,

Mi petché ama Lifaura ;

La Geiofia Corrompe un si brl Done,

£ rifletcer mi fa con afpre doglie,

Che fc un Regne mi refe ; il Cor mi toglic.

% Vibra Cortefe Amor
Ua' altro Strale
Del mio Rivale &t Cor,
E foi I accendi alior-d' altra Bellezza,
Bramarz {oi da me,
Per Alma tutea Fe
1. Ingrata non avrd
Tanta Fierezza,

Bramata, ¢,

SCENA V. L& Brecia.

Avrcssannro, Tassriz, Leonavro, Creong
e CLivo, conSeguite di Soldati,

il Al Fra e Guerre e le Vittotie
Fama eterna il Ciel mi di.

Steal thewr krcedom trom cheir Breaft,
Doubtful Lofles, hopeful Gains,
Plealures firangely mix'd with Pains,
Maoments upon Hope depending,
Becween Jogs and Griefs fulpending
You, O ! you muft be the Arms,
Dy which Beauty’s Force alarms.

Q ye, &,

Tax. Howds I fland invele’d in fatal i !
I I wads Alexander rurn my Thoughss,
I'm, ar o Bentfalior, bound o lovw hum,
Bur, as a Bival, can’s.
1, by his Hand, reflored receive a Throne :
H by fhould be cours Lilaura ? = That fpoils all <o
And Gratitude by Foaloufy "t wndons, —
That makes me lill vefleit, with tovt’ring Smare |
Wby gives me Kingdoms, robs me of my Hears.

Oh ! mighty Love, thy Aid impare,
And kindly let my Wifl: fucceed ;
With Arrows pierce my Rival's Hearr,

And let it for another bleed.
Only troly lov’d by me,
Sure, the fair Ingrate can’c he ;
Cannot fierce and cruet prove
To a Soul fo true to love.

Only, dre,

SCENE V. The Breach,

Avexanper, Taxitis, Leoxatus, CLroe
ne, and Crivus, with a Train of Souldicrs.

Al White Wars and Conquefis fhine in Stary,
Me, endlefs Fame, the Gods beflow
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L’ Univerfo ancor non 4.
Al l.aurie Palme
Fregi fon delle grand” Alme.

Chi r” agguagls in tante giotie
o 4 w BEUAE B

a4 4

Al Stati ¢ Repni
a. 4 Premjfon Mn i Cor pid degni.
Al L ampia Terra, it Mar profondo
a. 4 Tusto cede al tuo valor.
Al Oh vi foffe un’ alero Mondo !
a4 4  Saria poce al o gran Cor.
B Al Apprestasti, oh Cleone, i sacrifici 2 Giove, che si
del figlio secondsd le prove?
Cleo. Turto & gid pronto. liruo gran Padre Ammone
Abbia pria chi I’ adore,
Polcia il Sccondo Onore
Paghifi a te, Nume tremende inguerra.
Ei Monarca ¢ del Cicl, Tu delia Terea.

SCENA VL

Lisavan, Rossane, ¢ detis

@ AL Dalla vittoria alia Beliezza in Braccio
Paifa un felice Vinciror. Mia bellz,
Mia vezzola Roffase at fen ri fringo.
Cleo. (Miferi afferei micil) Lif (Sdegrom’ mnm._.na.-
ma.)
Rof. Mia vera gioja ¢ il rivederti Salve
Tovnar da tante perighiofe Imprele.
Al Non temo di mortal braccio le offefe.
Clee. Ed 2 Lifanra, o Sure,
Won tirivolgi ancoc 2 AL Lifaura vapa,
Licto non men tizomo a 1¢, Ref. (Delula
Cosi rimango. Oh Gelofia crudele! )
Taf. (E non toncherd io d’amore § deeti
Fra Lifaura ¢ Aleflandra? } ¢ non ¢ accorgi
Che Poflaue fdegnata altrove ¢ volta ?

{ Parte.

tJne to equal thee 1 Llory
For 4. WZS the Univetfe can fhow.
Al Crowns of Palms and Lawrel Boughs
For 4 Adom great Souls, and wreath their
(Brows.
Al Mighty Eingdoms, mighty States,
For 4. Crown worthy Hearts and warlike Feats.
Al The ample Earth, the Sea profound,
For 4. Do all before your Valour fall ;
wd O were another World but found !
For 4. *Twere for your mighty Soul roo fmall.

Clco. 42 is prepar’d—To your great Father Ammaon,
Let them ?-E‘wl.«s‘mﬂsa Adorations pay;
Touvs are the fecond Honouss of the Day :
O Deiry, tremendvus in the Har,
He's King of Hea'n, bus, King of Earth, you are,

SCENE VI

Lisavra, Roxawa, and the aforefaid.

Al. From Conqueft's Arms the Conqu'ror does vemoue
Blef'd 10 the Arms of Beaury, and of Love :
Chlfe ro my Breafl I fivain the fair Roxana.

Cleo. (1-fated Paffion 1} " Lil. (O I burn with Rage ')

Rox. "Tisreal Foy to fee you thus return
Safe from fuch pervifous Exploits, and live.
AL [fear no Wounds that puvtal Hands can give,
Cleo. Aud yone once turn, & Sive, vow'sds your Lifaury ?
Al, Pm, far Lifavsa, ot lefs joy'd to fee you
Rox. (Thas fiill deinded ! craiel Fealoufy I }
Tax. (And fball wor [ ent fbort thefe am’roms Speeches
That pafs ‘swexs Alexander and Lifaura ? )
And do you not perieive
Elfe~where her Steps 15" envag'd Roxana bend }

Af (AL} 600 B2 AL} DLLA Kofane, alcolta. | Parte,

Taf. Ei Roffane fegui + Ok ti confola,
E refta in tanto abbandonata e fola,
Lif. Ahi Lifaura tradital
Del pari che I Amor, vanod il tuo {degno,
Rifolvi non [ofirir’ queft’ atto indegno.
& No, pils feffrir non voglio.
E’ woppa infedelra.
1ftabile quat’ onda,
Piit mobike che fronda
E' F lncoftante.
Non lo vorria i’ Orgoglio,
Se lo volelle Amor.
No ’l voglic pit foifric
D’ un’ alera Amante.
No, Ore.

SCENA VIL

Rossans' ¢ poi Aressanpro.

Appartamento,

7 Rof. Vilipefe Bellezze,
. Lufinghe difprezzate

Armi inutii ficte

Per vincer | Incoftanza :

Voi mi dufle [peranza

¥ incatenar fole per me quet Co-e,

Vana Speranza ! Oh Dei! Voi mi mancets
Vilipele Bellezze

Lnflinghe dilprezeare,

AL Pur ti raggiongo. E perché mai partifii 2
Vaga Roffane 1 11 rhio veraze Amore

- A te {ola & riwolto,
- Apprefi dal two Volte

L3 ficura Vicroria.

- Tu farai la Mercede

[ Parte.

Al {(Thae muft noe be) Roxana, beark, attend, {EBait.
Tax. He feeks Roxana~—Seck thou Comfors’s Aid.

A folitary, kft, abandon’d Maid. [Exit.
Lif. Ob poor betray'd Lifausa !

Fuft alike vain thy Love and Ragings ave ;

Bur this falfe AE I cannot, will not bear.

.ZP I'll no longer bear it, no ;
'Tis too great Wrong to undergo ;
Unflable as the Sea-green Waves,
More moving than the Wind thook Leaves,
Does this luconflane grow.
Pride would not fuffer ir, F'm fare,
Tho® Love itfelf woutd much endute :
Mo, Love too bids me never bear
The Man tharloves another Fair.
No, ¢«

SCENE VIL
Roxana, and afterwards Aczxanpen,

Rox. Beautier flighted and neghled,
Charms de'pis’d and ill-vefpetied,
Ufeleft Arms you are, nor can
Conquer this waconflant Aian.

Tow gave me Hopes bis Heart 1o chain ;
But all vbe Hozes, you gave, aie W,
Chares, you'ue fail'd me, Charms iwslcled,
Beantie: flighted and rejolled.

Al Lhave ar laft o'ervaben you ~— bur why
Why did, ar oll, my fair Roxana fiy?
o you aline my Love flands fix'd and true,
From your ows Face your Triumph fure you kmew ,
Tou fhall reward my Deeds of toclfome Wer |
You are oy Prize, and you my Glory are ;
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Delle ‘ran Gelte, ¢ ta farai mia Gloria.
Ma rarbatd & il fereii degli ocehi belli 2
- E quel dolcé forrife - -
“Onde tralpire il tuo be} Cor, m’ aleondi 2
Non mi degni 4° un gozrdo ? € non rifpondi ?
- Raf. Sia'quel labbro fol mio, fol mio quel Core;
20 in van da me fperi o rifpolta o guardo
Amami fola’; 0 non patlar d amore.

W Af Men fedele, men Coftante
Finge il labbre, non il Cor,
‘M fon vinto, {ono amante
CDMon" imabile Beled,
Una-fol quelt’ Alma adora,
. Ma {coprir 116’ deggio ancor
La Crisdel che m insamora,
- 'Non lo dice, ¢ pir o fa. [Parte,
. Men, &

i Ref. Silufingando ei parla, e par che m’ ami,
“Made Lifawra vede §
Subito a lei rivolge |7 Alma ¢ it piede.
“Che degyio face # ah fi, crederdo infido.
- FPorfe m’ ama? o {pero, ¢ pon mi fido.

o Un tefioghiero
- Dolee penfiero
“Dice che m"ama:
Altro infelice
Peulier mi dice,
No; non i bramad:
E 1'Alma iftabile,
““Temendo,
Sperando,
Chi dica il veto
" Ancor non fa.

But Clouds devcaft thefe Eyer that us'd 1o blaze T
Fhere's the fweet Swnile thar we'd thefe Cheeks 1o grace,
Ard foew your Soul tranfpavent thro’ your Face?
Al thit, from me, you've meant, you've firove to hide,
Nor bawe you deign’d ene Laok, wor once veply'd ?

Rox. Mine muft thy Hears, thy Lips, mine only be,
O hope mo Anfwer, and no Look from me ;
Thy Paffion I, and 1 alone mufl prove,
Or ceafe for evermore 10 ialk of Love.

Al Lefs true, lefs conftant, than I am,
Me, my Lips, not Heare, does frame :
With various Conflifts long I firove,
Bur own at 1aft the Power of Love.
One my Soul adores alone,

Tho' I mult not thar difcover ;

Cruel Fair, fhe does not own,

Yeu fhe knows her Captive Lover.
Lefs crue, Orc.

Rox, Tet be does fpeak to charm— and feems 1o love me ; -

But, if he Jeer Lifavra,

Hew fuddenly bis Sonl and Feot turn tou'vds her ?
What mufi do? why, T muft think bim falfe.
And yer, perbaps, be loves me.

1l bupe the beflym—— bus not put all my Traft in'r.

Flat'ring and pleafing,

Thoughts my Mand cafing ;

Fell me that his Heage is mine :

Then Thoughts difpleating,

And my Heart teazing,

Cry - He'll ne’er to thee incline.
Thus unfix’d my weary'd Soul,
Hopes appearing
Firft, then feating
*Maz’d and puzzied what to do,
Knows not which is falfe or true.

§i fra due venti
Frondofo Ramo
Scmypre ¢ agitato,
Sincheé sfrondato
A Cader va,

Un, &re.
SCENA VL

Crivo, Coeoms, ¢ Leoraro,

@ Ck. Tu che Ryffane adori, ¢ come mai
Con sl tranquillo volto,
Cleore il tuo Rival foffrendo ftai ?

Clee. Noa pud forza mertale opporfi ai Numi ;

Mia fventura ¢ fatale,

Li nel tempio di Giove

Ogpi egli avrd vistime Incenfi Altari,

$i, fon Numi nel Mondo Eroi si Chiari.

Cli. Amice Leonaro, € vuoi |’ elempio
Sezuir di quello Adulator? Leon M offendi
A domandarne {ol. Scguito & fermpre
1. onorate tue fcorte @

E in Combio d’ amilid fedel vud teco
Cosrer pur fempre una medefma forge.

[ Paree.

{ Parte.

a Pregi fon 4’ un Alma grande

L’ amicizia ed i} Valor:
Senza quelti; in van fi fpandd

Ogni titolo 4" Onor, {Pare.

Pregi, &,

@ Cl. Sempre del fuo Valor, fido feguace

Bard, come gid fuj,

Prodigo di mia Vita

Al {uo comando et al {uo feampo.

Efler non voglio adulator fallace.

Ma

5o two Winds, thal craisty vow,
Tols fome trembling leaty Bo
Long it wavers to each Blaf,
Till naked, jeaflefs, it docs grow ;

‘Fhen drops, with'ring, down ar tafl.

Flact'ring, €.
SCENE VIL
Crires, CrronyandLeowarus

Clit. Yor, that adore Roxana, how cai you
Stand with fo calm a Look, and cafy bear,
My Cleon, fuch a powerful Rival near 1
Cleon. No morral Strengsh can vie againft the Gods
My Sorvow bas no Cuve ; the Wovk of Fare.
This Day, withiv the Temple of grear Jupiter,
Kl bave Bis Vildims and bis Blazing Altars.
Ves, fuch beight Herees are all Gods ou Earth.  [Exin
Clit. And wild o follow, my Friend Leonatus,
The vile Example of this flast’ring Wrerch 1
Leon. [ndeed tis moft unkind to ash the Queflion :
I ever follow'd yet your bonvur’d Futfleps :
And, in Exchange of a moft faithful Friendbip,
'd fhaie in every Lot of Life with you. [Exir.
Fearlefs Valowr, Friendfhips dear
Are the Pride of noble Minds ;
Void af them, like empry Winds,
Van all Honour's Tilles are,
Fearlefs, ¢re.

Clit. Jever will be, as Pue ever been,
The faichind Bollower, wheve his Falour leads ;
Stadl prodigal of Life I awnll obey,
At bis Commands, or Sajery posat the FWay :
Bur i veer flatter Bim in impious Deeds,
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L™ adorin gli aleei purs §° nmr. 1 prevende
Da Ciits ancor ; troppo chil' ama, offends.

8 A Sprone, a Fren leggiero
Un nobile Defiriero
Contento obidirl :
Be pungi troppo il lato
Fiero, {upesbo, irato,
Il pefo fquoterd.
A Sprone, &

Let atlevs worthip : Should be o’er pretend
Thae Chitus fhould ; be wrongs 1os great a Friend.

With gentle Spur, and flacken’d Rein,
The gen’rous Steed will rup amain,
And ride apace the Road :
Bue if too much you gall his Side,
He'it plunge with Fiercenefs, Anger, Pride,
And from his Shoulders fhake the Load.
With, &,

COMPACT DISC 2 (7040}

o SCENA IX

Tempio i GiovE AMMoNE; con le Statue
di Giove, d' EncoLg, ed” ALessan-
DRO,

Creone allatefla de’ Sacrificatori, e poi Aressan-
pro, Rossane, Lisauna, Tasstie ¢
Ciiro

T Cl. Al Magnanimo, at Forte, al Vincitore,

Al Figlio del Tonante,

Ad Aleflandro i Magno

§" accendan 1’ Are, ¢ come a gli altsi Numi

Se gli offrz i) grato odor d" Arubi fumi,

[ 4/ Primo Motor delle Superne Sfere,

D re Nato Lefandre umit ¢ adora

Come lor pregio che da te deriva

Revono gh alud Dei

Eebio rende ancora

Tuiro 1 illotlee Onor de” fuoi Trofei,

@ Tuf Figlio dei Re degl” immorzali Numi,

A Guwwr ¢ a Te porto deli” Iadia i Vori.
Cle. Naro di Giove, foviumaen Monarca,

SCENE IX.

The Temple of JuriTER AMMon; with
the Statues of JoveE, Herncures, and
ALEXANDER,

Crrow at the Head of the Sacrificers, and afrer-
wards Acrxawvoen, Roxasa, Lisaura,
Taxicrs, ad CrLivus.

Cle. To the Mighty, to the bravve Chief, the Congu'rer,
To rthe Son of the bngh Thund’ver,
To Mexander ki cor Alars blave.
Let's kv to bim, like other Gods, Perfumes
AMadz of fucet Odors and Araban Gums.

Al Thee, fiuft greas Muver of fupernal Spheres,
Thy Sen, thy Alerander bumbly warfbips ;
A other Godi, whem all Mankind reveres,
Offer the Glories they derive from thee,
He pays the Traphies of bis Vil¥orps

Tax. Son to the King of the immortal Gods,
To Yove and thee 1 bring all India’s Pray'rs,

Cle. 0, boru of Jove, chief Monarch of the Earih,

Invitro. Augufto, Pio, Sommo, Divino,
Con | Univerfo 4 Guove e 2 Fe m’ inchino.

Cli, (Fremo di rabbia) fo, fol m” inchine a Givve.
Tu per fangue ¢ Valor, Re noftro fei.
Ti bafti ¢io : noa infultar gli Dei.

A4l Empio, a1 Numi aegar tenti il rifperto ?
Cadi, profirari, adora a weo difpetto.

[ Lo proftraa forza.

Ch. F ad ua’ antico tuo Fedel, tal fai
olenza ed ingiuria ? .
Al Empio, fuperbo, va altrove ad infariar.

€l Ti pentirai.

[ Parte,
Ref. Placa lo [degno, ¢ raflerena it Ciglia,
Lif. Perdona i fallo al fue Valor feroce.
Al. Placarmt o belle Dee no non pofs’ fo:

Offefe il voltro Nume ¢ nen il mic,

B Rof. Placa " Alma,
Quieta il petta,
Pace, Culma
Vuole Amaor,

La dolcezza
Spira afferro «
La ficrezza
D4 rimor.

Lif Son &' Amore
Nelia Face
Calma, Pace,
WNen furor:

Quando allerra,
Atde 1l Seno
Ma diletsa
Con 1" ardor.

Lif. Sdegno il Core
Noa ¢ offenda,

Pious, Auguft, Fevincible, Divige,
To Jove and thee, thus, bowing Worlds incline.
Clit. (1 burss with Rage) T bow alune 1o Jove:
Thou art sur King in Valour, and by Bluwd |
Let that [uffice thee ; nov infule the Goids,
Al Would'fl, impious, frun Refpet] 1o Guds to pay?
Fall, proftrate, woiphip, ard by Force vbey.
[ He lays him profirate by Force.
Clit. To owe grown old jn Loayalty, do you
Offer fuch Violeace and fuch [njuftice #
Al Thou haughty, fmpicus Wietch ; go, rage eife-
(where.
Clic. Mot cerrain you'll vepent ir. [ Eaxie.
Rox. £ pray jou, calm your Roge, and fimootk your
( Brow.
Lil. Pardo this Fault t6 bis fleree ill bred Canrage.
Alex. Fair Goddeffes, I cannut be appeas’d,
Tour Gudbips be, and not my own difpleas’d.

Rox. Bid thy Soul reft,
And Ril} thy Breafl;
For Calms and Peace
True Love doe pieafe.
Sweetnels does move
The Seul to Love,
Which Furies frighe,
And pur ro Flight,

Lif Ia Torches Lighe,
That Love fuftajns,
Peace and Delighe,
Noz Fury reigns :
Hearts {o lighted
Burn with Defire,
Bur delighted,
Feet the Fire.

Lif. Let thy Heart
All Wrach difown.
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Rofs Mz V' Amore
Sot 1" accenda
Lif. Torna in Calma.
Ref, Piaca 1’ Alma.
a. 2. Breve ¢ fdegno
In robél Cor.
Ref. Placa !’ Alma
Lif. Quieta il petro,
Ryf. Pace. Lif. Calma
a. 2. Vuole Amor
Lif. Pel Diterro
Ref. Caro affecto
4. 2. No noa nalce dal Rigor.

Placa, dre. [ Partone,

Al Fragli Uomini e fra s Numi
Picn di victorie ¢ di fupern: Onort
Preader breve ripofo omat coavisne
Metle Dolevzze di graditi Amori,

Poi detla Gloria fi ripigil 11 Corlo,
Porche e Fama ¢ mia Potenza vole,
S¢ fia cunedfio, olre i confin del Sele.

i) D2z un Dreve tipofo
T State amorefo,
F.aficro pin torte
31 Gioria al Senricro '

Se wra gid in gucreg
Micede fa Terra
it Vanto 4" Onore
8 io vedo i’ Amote,
Minor noa fard.
Da, dre

Cine dell Atta Prime.

Rox. Love atone
Should fire that Pare.
Lif. Be at Ret,
Rex, Calm thy Breaft.
Forz w Short Wrath foon Parts
From noble Hearts.
Rox, B at Rell,
Lif. Calm thy Brealt.
Rox. Quict.  Lif. Peace,
For 2. Love does pleale:
Lif. Sweer Drhlecuvion,
Rox. Duar Afted&ion,
For 2. Never yer did Rigour raife,

Bid thy, €. [Exeunt:

Ales. Thus amongfi Min, and ev'n amongft the Gods,

Loaded wak Fiflies, and full of Honeurs,
"Tus fireing wow sa tale fume fore Repofe,
And 1afle the fruitful Sweets of pleafing Love.
Tien, the, fer Glory’s Conrfe begin a new,
Ly which, if piffible, my Fame and Pow'r
Beyond the Confines of the sun fhall tow’s.

in fhort Firs of Love repofing,
Sweetly dreaming, geatly dozing,
Warsiop Lovers, when they wake,
Bolder Paths of Fame will take;
Braver to their Arms will ram,

And with figrcer Glory buny,

1f already in War

The whole Earth did declare

It yiclded to me, — tho’ | yicided to Love,

My Honour, for that, notthe {maller will prove,

In, &

The End of the Firlt AG.

ATTO I SCENA 1L

Ritire Ombrofo nel Giarding.

Rossane e poi ALgsSsSanDRoO.

&
Ref. m Otitudini amate

In cui sfogarmi lice

Ura famma infelice,

Voi le {venture mic deh conlolare,

Amo il grande Aleffandro, ei fol mi fembra
Degno dell’ Amor mio,

Ma in quel Core infedel non regno fola.
Chi mi Configlia, ohimé ! chi mi confola!

3

Aure Fonti Ombre gradice
Che mi dicg ?
Che fard ?
Languird. Spererd ?
Amerd te mic ferite,
Purché vengano guarite,
Dulla Man che m’ impiagd.
Aupre, ¢

3ento il fonco che vela
Le flanche Luci mie con I’ ali placide.

Aurc forti ombre gradice, !
Al fin dolce 1ipofo,
Cedo agl’® inviti tuoi.
Omnmbee gradite
Che it diie.
Aure, O
(5" addormeira.

ACT II. SCENE L
A fhady Retrear in a Garden.

Roxawna,and toher Arexanper,

Rox. Elved Solitudes !
In which “tis giv'in me to footh and fuften
A haplefs Flame ; Ipray be knad, and fhew
Some Gleams of Comjort 10 furrounding Woe.
I love the mighty Alexander He alone
Seems worthy of my Love ;
But wot alowe in lis falfe Heart Ireign :
Wil give me Counfel ! who will eafe my Pain !

Preezes, Fountains, Shades that pleafe,

What, fay, what will give me Eafc ?

What thall 1 do vo cure my Anguifh ?

May I hope ? or mult I languith ?

1 wiitlove each wounding Blow,

Tilt well again each Wound thall grow,

By the Hand that caus'd my Anguwifh.
Breezes, &e.

Soft Skeep floals gently on my wearied Ejyes,
Aund funs my winking Lids with dewny Wings.

Breezes, Fountains, Shades thar pleafe,
While kindly you invite, I clofe
My Eyes, at lengeh, in fweer Repofe
Charming Shades thar {weedy pleafe,
Whifper what will give me Eafe.
Breezes, dre.

[ Ske compafes herfelf 1o Skeep.
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SCENA IL
o ALISSANDRO, e deta, ¢ poi Lisavra,
@ . Eccola in preda al fovuo; ingrembo ali” erbe :
G belfen d che bl vifo! 7

il (R Fane dovme, ¢ Akfaudeo @ defto;
Vegiw ouervame il refte.)

Al Permcteere eh o vi baci
5ui Rabind, Odtr vivact.

LR (PR won vial Gelofia ch o mi ritiv.)
Sado U W Ctadba Lifaura §omied defin.)
Tt dofaura viewt
13 wa oo Core a confolar ghi sffanni,

: { Chivengol 1 Reia miz Rival vezzeggial

o dncor dormire.) )

“Abbiqualehe pretd del mio martire :

SRefecin Lifawa

S Qeeato 37 Aurorz
Tarco wi cede, o oo el ancors ?

Surerbette Luci amarte
Pig lanceie non milafciate,
Cenddd tridi, e tach ?
L. Trsmerrere ch’ do vi baci
Lei Rubini; ofiri vivaci.
: : [ Paree.
20l Lafciandomi qui fol, preffo 2 Roffane ;
Favore ¢ von difpetto ;
Yeco pastends al mio verace afferto.
= AYfin vi-miro aperte
Care, foci- ferene, :
- Deh’ porgere foliievo alle mic pene.
-Ref. Superberte Luci amare,

Piit languit non mi laftiate, [ Parte.

SCENE IL
Arrxaxoes, the aforefzid, and to them Lisaura.
Al See the vich Prey the God of Sleep bas caugin
Stretch'd on ber grafly Bedm——— How [biing white
Thar Neck, thar Face, fhews thro” the verdaut Hebage !
Lif. {Roxana fleep ! ard Alexander waks !
Due Obfervarion of this Scene 1l take.)

Al Biuthing Beauties form'd for Biils,
Living Rubics let me kifs!

Lil, { Now Fealoufy forbids me to vetive.}
Al (Lifaura bere 1o crofs my fond Defire !}
Come, beaurifid Lifaurs, come and comfurt
The fuelling Saduefls of a forvewing Heart.
Rox. { Whar it't I Jee ! The King, my Rival, constivg;
1’ beft prevend mofelf afleep again )
Al. O take fume Pity of & Lover's Pain :
Infenfible Lifaurs |
Ew'n from the rifing 10 the foting Sun,
Al yield 16 mie e Wil you vefift sloue ?

Spatrkling Fair thy Pride give o'er,
Let thy Love lament no mote:
Why mute, why doft thou (mile at this?
Lif. Bluflring Beauties form’d for Blifs,
Living Rubies let mekifs.
[Exir.

Al Thus leaving me akme with my Roxana,
She ratber afly with Favonr than Defpighe,
nd parting leaves me 10 my tege Delight,
Her cpening Eyes vefume their Light again ;
€« dais foreh Beansof Joy, and banifh Pain}

Rox. Sparkling Fair thy Pride give o’er,

Let ¢hy Love lament no more. [ Exit.

Al Che onor [i rende al Vincitor del Mondo!
Di duc Donne ritrofe
Fatto ¢ fcherzo Aleffandro !
E quel che pitt m’ aggrava;
Barbara & 1" unz 4" efle, ¢ |” aitra & Schiava.
Son’ amante, si € ver; ma fon Monarcha.
Quando I Amor volefle
Lafciarti andare inulti ;
Non dee 1a Macita fofiric gt infulti.

i Vano Amore, Lufinga, Diletto,
Cedete al Difpetro
Che m’ agita i} Cor,
Se m’ offende, vilipende
D' aitera Bellezza
L’ iftabile Umor ;
In Odio ed afpreaza
Degenera Amor.
Vano, ére.

SCENA IL

Lisavnaepei Tassipe

[ Parre.

@ Lif Tiranna Paflion lafciami in pace :

Vedi che ad altro Oggerto

Volge Aleflanda ¥ incoftante affetro

E e pur vuoi ch’io !’ ami,

Ch' iolo Sicgua e lo brami?

F, intanto Gelofia

La duraz Vita mia conluma e sface,

‘Firsana Paffion, lalciamu in pace.
Tuf. Deh, Lifawra Cridele,

T movano apictite 1 mici fofpird,
Lif Aleffandvo £2 pueira a° ol defiri.
Taf. Bi, ol Rufline adora, e fioge amarti ¢
Lif. Dala rua Gelofia conofco ' Arti,
Taf. Credia chiy’ama, i vero.

AL How amuch the Cong’ror of the Werld is hunouy’d?
Twa crofs and thankleli Women treat mp wilely —
And Alorander’s made their Tool, their Spore !
But that, which aggravates my Shame the moff,
L, that the One of them 15 but @ Slave,
The wher a Bavbavian — True, I'm a Lover
Bur 1he’ a Lover, Umn a Monarck too ;
Aud thy” wapuiif’d,  Lave would let them go,
Tes Majefly fuch Wrongs can’t underge.

Vain Love, and flatc’ring Delighe,

Give Room to Rage, and Way to Spite

Thar aftuares my Heart:

When Beawry’s Pride cannot be bors,

Repay her Hauphrinels with Scors,

That plays th” unconftant Parr,

Lave that does once degenerare,

Turas to Contempt, and foures to Hate,
Vain, ¢&r¢.

SCENE IL

Lisatuna, and afterwards Tax1uis,

1l Thou Tyrant Paflion, leave my Breaft in Peace,
Thou [ ofl the Fevae other Brawries prize,
And ro frel Objells ol bis voving Eres
Yot would'ft thes prompr me flill to feed Lover Eive,

And add frefh Fuel to a falfe Defire

Mean while fierce Fealoufy confumes apace

The Blovm of Life, and does each Foy deface,

Thou Tyrant FPaffion, leave my Breafl in Peace.
Tax. Cruel Lilaura,

€ les unnumber’d Sighs thy Pity move.
Lif. *Ter Alexander wars againft thy Love.
Tax. He but feigns Love, — Roxana has bis Heart.
Lif. You would fow Fealoufies ~ I know your Ars.
Tax. Believe a Lover, whom moff true thow'ls find .
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@ - Sempre fdo e difprezaate
Infciice abbandonaza
T amerd:, bella Tiranna
T ameve, ma poi fovvieotd
Chie provata ne | tormeatd
L3 Collanza non ingaona.
Sempre, e,

i 7if. Pur voppo veggio d” Aleffundre 1 Cote
Alla Rivairivolio,

o il Ajma mig

& LOrmeato

Viaa fieranza ¢ acerba Gelofia

) Che tirgnnia 4’ Amer!

Fuggir chi fiepue et ama!

Amar chi non i brama !

Mifees fedeled ! vana fperanzal

Eftinguafi 1" ardor,

Rifolvi non amar,

Ahi! che no'l poffo far

E forza del Deflin 1a miz Coltanza.
Che, ¢

SCENA IV. Comera.

Rossaneepoi ALESSanproO.

& Ref. Qui afperto 1 Incoltante.

Fei gran torza a me {tefla,
~ Iis fargli dir che qui 1 afpetto : € voglio
Farmi ancot maggior forza

In ottener mia hibertade, ¢ poi

Abbandanar i Infide, -
- Lafciatlo alta Rival -~ Mio Core, € puoi ?
‘Lafeiar §i degno Oggerto

E dilede ed’ Amor? Si, si, lafciaslo.
Amar chi non ¢ Amante?

{ Paree.

Ever faithful, tho rejefted,
Sad, abandon'd, and neglefted,
1 wilt fhill tove thee, Tyrant fair,
Still !l love ; but keep in Mind
That I'm conftant —— and be kind ;
Nor mock the Torments that I bear.
Ever, €.

Lil. Toe plain 1 fee thar Alexander turns
His Heart elfesubere, and for my Rival burns.
And , while 1 do ‘

Vain Hopes, by Turns, aud bitter Fealoufieey
Give a comtinual Torture 10 my Suih,

[Exir

How does Love, with Tyranay,
Thole, that fondly follow, fiy!
Vo love, what loves not us again !
O how wreiched ! and how vain!
1l give all my Wifhes over,

And 110 longer be her Lover:
That alas, I cannot do,

Forc'd and fated to be true.

How, dr.
5 CENE 1V, AChamber.

Roxana, and afrerwards ALeXxanDER

Rox. Here I expefling wait ¢h' inconflant Man,
And vonmit Fiolenee upon myfelf,
By giviug him 1o know, that I expeld bim:
Yet more I gee the Mafter of myfel;,
And fay foft Things, "ull Pue cbram'd my Freedom ;
Then leave this faithlefs Man == Yes, to a Rival
Leave him ~ - Can'[} thow do that, my Heart ?
Can'ft thou defert an Objeld fo deferving
Thy Praife and Love ? — Yes, yes, 1 will defort bim.
Whar fhall 1 love the Man that loves not me,

‘i leggiero ¢ incoftante
¥ am2 un momento, € poi ——- )
“¥a vien, Caro Infedel! Mio Cor, non puoi.

4i. Veloce foura I” ali del Defio
~Wengo 2l Idolo mio che quim” afpetea.
- CBiedi. 1l voler fia legge, o mia Diletra,

Ref Amila Gloria? 4l Al parchet’ amo o Bella,
Rof, Ed ami ancor Reffane Al A] parche quelly,
&of. LaCara Libertd dunque mi rendi.
st 2 eagion diral @
- &mal Roffane, < la mia Glotia amai.
Al Ah funefta domanda!
Kenderri liberta, perch® milafci?
Ry Falluce Vincitore )
. 3" ami, fon prigioniera, ¢ quefto ¢ Amore?
At A qual perighio or deve efpor fe fieffo
-k mio verace aftetro!
. & fol penfar che abbandonarmi puoi ;
nto paflarmi ai Core
" io (conofciuto ancor Gel del timore.
- &h! por troppo tu fai
£he adoro fola Te, te fola bramo
% alla Prova maggior, Crudel, mi sforzi.
- 44 penfi abbundonarmi,
prata a tanto Amor.  Soperai Dei,
- Chefard deb Cor mio? — Libera fei.

Rof. Ala fua Gabbiz 4" Oro

Snol ritornar ralor
Queli’ Augellin canoro
Che rapido fuggi :
Sai perché torna ancor donde parti?
La fua Prigion gli ¢ Carz
Pia detla Liberrd,

Ma la Prigione d” oro
Sai perché piace allor

Thar's full of Lightnefs and laconflancy,
Loves me one Momenz, and the next presends —re
But bere be comes, levely in Falfehood !
And nry Heart’s biafled Refslusioa ends.
AL Swift on the Hings of foft Defive 1 fiy,
To fiird th' expelling Fajr, that charms my Eye.
Claim what you pleafe, with a commanding Awe ;
Your W1l fball be my Pleafuve, and my Law.
Rox. Doeft Glory love 2 Al Like thee it fires my Hearr.
Rox. Roxana lowe? Al She fhares an equal Pare,
Rox, Then me my much-lo’d Liberty reflme;
8o you'Hwith Reafos fay, and traly prove,
You love Roxana, and bright Glory fwe,
Al Thar is indeed a very bard Demand —
Give you your Freedons, and chen defere me 7
Rox. Falfe Chicf, you love me much! Tou do, you fay;
Then chain me up ~— I that a Lover’s if-ay?
Al O to what Dangers mufl my true Affettion
E xpofe iefelf ~~ When I but only think
Tou mean 10 leaveme : at thas fingle Thughe,
T feal my fhiv'ving Heare pierc’d through and through
Wich freexing Kind of Fears unknown tifl now.
Yer, I, you fee ; ses, you ton plainly fee,
Adore thee only, wifh for only thee.
If fiill you wrge me to feverer Proof
And then, Ungrateful, mean to caft me off,
Grear Gads ; bow hard my Heart's pvor Fate wibl be,
How bard indeed? —~ But, yet, my Fair be free.

Reox. To her litrle Cage of Gold
Oft fome Singing-Bird, thar flies
Ficet to find ity native Skies,
We returning back behold
Would you kaow the Reafon why
"T'wiil return, from whence "twill fly?
"Tis, that fhe her Prifon dear
Dotes to Liberty prefer.
Would you next the Reafon konow,
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AN Augellin Canoro ?
Pili Caro al fuo Signoc
Sz ben che tornerd,
Alia, &, [ Parte.
Al Viofe alfin Ia Beted, Cangiato & forte
Conla vezzofa Prigioniera, Avvinto
Or {on’ io ne’ fuoi Lacei: EHa ¢ difciokra
Fugere a danni mici no pilt non devo
Con Lifawra.  Rifolve

SCENA V,

Lisavra e detto

i Lif. Viacitor generolo,
L2 Liberta data & Roffane & un vero
Di magnanimo Cor fegno pil efprefio
Che vince alirui, ma vince piv fe fieffo.
Al [uol nativo ritornar s* apprefla
La vaga Principefia, ¢ di tae lodi
Fard di nuovo rifuonar quei Regnt,
Al Qualto & lo feopo degli Eroi piti degni.
A puove ttlultri Imprefe
Volto & if penficro.  Su mici novi Acquifti
Prefto fard ritorno
L’ alma Luce det Gioro.
Nel gran Senticr d” Onore
Aver qualche Ripofo
1o Compagnia d¢* Amore ?

@ AL Rifolve abbandonar
La Bella che mi Sprezza,
Son pene Amor, Bellezza :
La Gioja ¢ una Catena.
No pilt non voglio amat.
Amare ¢ {trano affctto :

Lif. E non vorrai

Why fuch Prifons plealing grow ?

The warbler knows, recurnng, The

Shail her Lord’s dear Fav'rite be.
To her, &

Al Beanty, atlength, ber Villor has o ercome,
And changing Lote, her Captive Im become
1, who at Freedom fet the beauteous Fair,
Her Fotters, bound apfelf, am forc'd to bear,
L, to my Coft, no longer muf) pretend
Lows 1o Lifaura — Here that Love fball end.

SCENE V.
Lisavna, and the aforclaid.

Lil. Brave Chief, Roxana's Freedom is a Sign
Of Gudhke Greatnefs, and a Mind Divine,
Thar others much, but niore itfelf commands.
The beauteosss Princefls, tow rds ber native Lands,
For'd, ey Return, dies, with ol Hafle, prepare,
And 1o new Kingdoms will your Pranfe declare.

Al Such the beft Aims of greareff Herees are.
My Thoughts to0 great new Undertakings rurn ;
The Sun, that next with Light renew'd [ball burn
Heben firfl Vis blazing Lamp refloves the Day,
Shall my i eib Conquefls with frgh Pride furcey.

LAl And whide you're walking on in Honosr't Wy,
Hill you not Love for your Companion chufe,
Sumee melring Minutes fpend in foft Repofe ?

Al 1 fully am refolved to lcave
The Fair, that fcorns melike a Slave;
Love and Beauty Torments are ;
Who feck their Joys, their Chains muft bear :
No, Tl leave off loving quite,
*Tis a Paffion ftrangely vain 5

E’ poco il fuo Dilerto:
E troppa la fua Pena.

Rifolvo, &, { Parte.
& Lif. Finto Sereoo & d° Aleffandrs in Volto,
E finta libertd ne detti fuol.
Ma pur chi {2 7 12 Libertd richiefta,
La Libertd concefia,
E itorbidi penfieri
Segni non fon di corrifpofio Amore.
Vuol goder libertade ¢ pid la ftima
Chi dwia {orvitt provato & prima,

m 1 a2 Cervetta ne i Jacci avvolta

Se per forte fcamperd,

No ron tornz un’ alira volta
A quel Bofco ingannator.

Dolvi Brame abbandonate

A quefl Alma ritornate :
La [peranza lufinghiera

Piu che mai v’ alletra ancor.

Small and trivial its Delight,
But rormenting is irs Pain.

1 fully, ére. [ Exit.

Lif. There's a feign’d Calm in Alexander’s Face,
And a feign'd Freedom plcys in ev'ry Phrafe,
But ret, who knows § the Libery vequir'd
And ganted 10 ber, gufl a3 e defir'd ;
And Thoughts, that ke the troubled Ocean, move ;
Arve to fuh minkey Marks of mutaal Love.
Ske will enjoy ber Freedom, prize it more.

For she Lard Slavery foe felt before.

If 2 Dae, that’s in the Toils,

Shouid, by Chance, her Freedom gain,
She'll ne'er tum, nor truft again

To the Woods deceitful Wiles,
Dear Defires, late forefworn,
To this opening Brealt return
Flatc’ring Hopes fereper Brow,
More, than ever, tempts ye now.

COMPACT DISC 3 {6830

SCENA. VL

Avessaxoro affioin Trono, T ass11g CL1TO,
Liowarto, Crions, e Sguitn

il A1 Dopo il fublime Onor deile gran Gelle
Segiir de i} Premio alte Fatiche Nuftri,
Filigpo ymperi & Moflageti, € Pirra

Repns fu 1 Bareriani,

Autipatro Nicea govern @ ¢ fia

Bucetalonia di Belone  Clio

Suran tue tatte 17 Indiche Conquifte.

Porervt Compenfar mi fa giocondo.

Turto s'acquifli, ¢ fia

La Giona fola mia, ma vofiro 11 Mondo

SCENE VI

Avrexawnorr feated on 2 Throne, Taxtrrs,
Crirvs, Leonwarus, Crron, and Followers.

Afrer bigh Honours of eackh warkike Deed

Should Prizes, due 1o ibuftrious Torks, fucceed ;
Qer Metlager let Philip bear the Sway,

And Phyrres fbal 1he Baltlrian Realmy obey.
Nicea o Aatipater,

Bucephalonia to Belon 7 confign ;

The conquer’d Indies, brave Clitus, ol are thine ;
1 gladly reward your Eidelisy.

When all & gain'd, let mine the Glory be,

Tuke you the conquer’d Globe—The Son of Fove
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Cosi it Figlio Ji Growe
et moftrarfi ben:uno,
P det Genio del Pudre eccelle Prove.
Ghi. Dal Figio di Filigpe
Grazie & Ononi afpetto,
Ma dal Figlio &” Giove o nulla accetto.
Al Cost le Grazie mie tu vilipendi?
cli. Cost * wo Padre offendi 2
Al Figlio fon del Tonante,
ch. Do Materne Pudor non fei Zelante,
Al Troppo m’ infulti : ¢ pitt fofftic non poffo.

[ D+ di piglio ad un afia & 5 “eldste
¢ va q ferir Cliue. Taffile fa ri-
vitiens.

Taf. Sire ¢ arvefla ;¢ tu che il ruteo vind,
Te tleffo vinci aucor. AL Perfido, Idegno,
{Cade per Cofpivanione la Coper-
tura del Trono,
Cle. Mumi deh o’ affiftece, Taf. Ob Ciel ! che fial
AL Qual vradimenta ! Taf. Al folo tuo periglio
Precipico la ruinofa mole.
Al Giove per tuto fa fcudo 2 fua Prole.
Ma 6 vegli all’ altrui Perfidia rea
Che cofpira a miei Danni, allor ¢b’ io penfo
A Generofi Beneficy. Vaoae
Faffile, e ¢ aflicura
Dat’ Indiane {chiere. E tu Cleone
Mi rifpondi di Clite ;& tuo Prigione.
¢ti. Eccoti prive di difefa il petto :
V’ immergi pur quell’ afta :
_Redimi pur |’ oggetto o
Dell’ Ira tuz, noo de’ folpet tuol,
" Elire che g4 due yolte
Toie alla man di Motte
La tea vita frai’armi;
Clito che per Filippe il tvo gran Padre

W, thro' that Ghbe, for gen'yom Ai%) be krown,
And, like bis Father's Genms, prove bis own.

4. From Philip’s Sen
I expelt ail Homour, and Love
But know no Proffers from the Son of Jove,
A), Thus do you frorn the Gifts that I beflow 7
Cli Tour Father's Homaur do you caft fo low ¥
Al The Son of the great Thunderer | am
Cli. Tou're bitle jealons of your Mother's Fame.
Al Nay, now you pufh the vile Affronts too far,
Nor will Tmore, nor can 1 longer bear.
[ He (aatches a Spear from one of the
Soldicrs, and is going to {mite
Clitus, but is prevented by Taxilis.

“Tax. O bold ! viy Loyd— Now fhew whar you can do,
And having all fubd'd, yourfelf fukdue.
AL Perfidus Transor, Idifdain thee. .
{The Canopy over the Throne is by
Confpiracy made to fall.
Cle. Te Deities, affift bim.
Tax What now, ye Heav'ns ! )
Al Wbar Treafon’s beve! Tax. The rumbling Rurns
Thee only have endanger’d by their Fall.
Al Hben Ruins Jeek bis Son, Jove wards of afl.
But othes s, wigilant in gty Treafon,
While geu'rous Gifts I fludy to befiow,
Confpue 1o lay their Bevefuitor brw.
Go, Taxilis, thy ludian Troops prepare ;
Theu Cleon, to Confinement Clitus bear.
Cliv. See this bave Hreaft, here jheath the pointed fiael,
Lot me thy Rage, not thy Sufpicions feel.
Chicus, whe twice thy Fues fierce Fury bran'd,
And from furseunding Death thy Perfon Jav'd ;
Clitus, whe foff by thy great Father food,
Then, fpile, for thee, in lifled Plains, hbis Blood,
Now 2t the Ferge of bis declining Tears,

E pot per te, gid quafi tutto 4 [parlp
It fuo fangee; al Confine omai degli Anni
Spefi per te fra fragi e morti ; Cluo
Tu acculi ? tu condanpi ? Ah non fia vero,
Trahiggi: eccoti | fen. AL Va prigioniera.

Cle. Sieguimi o Duce, ¢ cedi orz al fuo idegno.
S* appagherd dell’ Innocenza.  Ch. Oh Giove
Chiamoti in teftimon del farto indegno.

Cht. ¢ Cleo. partono,
Taf. Vado a raceor fotto Ie lor bandiere

Pronte al tuo ceano I Indiane (chiere. [ Parse.

SCENA VIL

RossANE ¢ ALESSANDR O

@ Ref. Oh Dei! che infaufia nuova !
Per. diffand:o, il folo mio Cenforro,
L’ adorato mic Bene, Oh Ciel! che veggio!
Sotro quetle Ruine
1’ Alma grande {pird, Numi, Riftoro.
1o manco, io moro.
{ Swiene.
Al Soccotrete il mio Bene,  Amor, che miro !
Oh gradito perighio !
Che 1a difficil tanto e tanto efcura
In amor veritd, feopri al mio Ciglio.
Rof Ahi! chirichiama all’ odiofs vira
L’ Anima afflitca? Ma
Immaiumne fognando, o defta veggio
Lo tembianze adovate ?
Al 5t vedi il Caro Amante
Dopa il fuo feampo fortunato 2 pieno
Poicie v accoglic s feno.  Ref. Al vifto al fine
Turta " Anema mia.  Che piti mi glova
Cclarne | moti !
Al Ch foio mio Conforto!

Tiv'd tu Dearl's Yoils, and fpent in waflful Wars ;
This Clitus do you uow accufe 2 Punifh ? Condemn 2
O Lot wat ever they with Touth be faid ;
s this bave Breafl, foft, plunge thy barb'rous Blade.
Al Peid'rer, away.
Cle. Go with me, Chief, and give his Wrath its Way
He'll foon be farisfy'd of your Innocerce ;
Ch. O Jove, fcall thee Witnef
OF this uwworthy  Adion.
Exeunt Clitus and Cleon,
Tax. Tgoto gather, underneath their Banners,

The Indian Squadrons veady for your Orders, [Exiz.

SCENE ViL

Raxawa, and the Aforefaid.
Rox. Te Geds ! Whar fatal News !
The only Comfort of my Soul is gone,
My Alexander, my ader'd Delight,
b perif’d Ok, vhe lamentable Sight !
Beneath thefe Ruins bere he breark’d bis Iafl.
Reflore ye Deities, my Life, my Lord :
Alas 1 1 faine, T dye. [ Faints away.
Al Help, help she fainting Beauty I adore.
O weleome Danger ; that fo well doft prove
Her, whom 1 falfe fufpefled, trus so Love.

Rox. Alas! who calls back my afflitted Soul
To odiows Life 3 But bold, or do I dream,
Or do § waking fee my worfbipp’d Lord }

AL, Tes, "tis the Man that loves you to bis Soul,
That, after bie Efcape, s fully bappy :
Since be can fold thee panting to bis Bofom.

Rox. At length yow've got a View of all my Hears,
Why hinger fhould 1 firive to hide its Mortions 2

AL My only Foy and Comfors !
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SCENA VIL
Leowaro ¢ deti

Leo. Sire, il popol gid vinto.

AL AW armi, al armi. A danni mici Cofpiri
Con le furie & Abiflo & Monde intero.
Mi riami Raffane, .
E nulla temo piu, nulla pit {pero.
Con nuovi Lasr in fronce
Aflpetiami Cor mio.  Rof. Vittariolo
Torna, ma pib fedel, ma pin amorefo.

@ Al T Cor mioch’ & gid perte
Tutto Ameore ¢ tutito Fe,
Con pitt gloria torperd,
Manon gid
Pik amorofo ¢ pit fedel,
Per mercede e per onot
Dl affetto ¢ det Valor
Spera (ol cher tug Beltd
Gl fard
Men ritorfa ¢ raen crudel.
It no? G.n.
[ Larte.

Rof. Svanifui o reo timore

Di tormentofa Gelofia. Rifolvo

O riamata o no, di fempre amarlo.
Qual mai pili degno oggetto

Puolli trovar & ammirazion, 4’ affetto?

3} Dica i falfo, dica il vero
Quel bel labbro lufinghiero
Pit m’ alletra, i) voplio amar :
§! ben fnge, tanto prace;

SCENE VL
Lienarut, and the aforefaid.

Leo. O Sire,~=— The People lately overcome,

Al To Armu, 1o Arems, for, fure, the World jutive,

b all Heil's Furies jom'd, my Fall confpive ;
Tet. fince wiy fou’d Ronana loves again,

No fuiiler Fears, or Hopes, I emtertain,
Expett, 1o pleafe thy Eyes, fair Beauty, sow
Freh Laurels jhall adorn thy Lover's Brow,

Al My Heart already is to thee
Al Love, and all Fidelity.
*Twill with more of Glory burs,
*Twill ennobled more return ;
But ¢an nec’er more am’rous be.
For the Honour and the Prize
Of my Love and Vi@ories,
Alt my Hope is from thofe Eyes.
Al my Hope is then to find
Thee iefs cruel, thee more kind,

My, ¢re

Rox. Panifh ye guilty Fears, and fly,
Bred by tovmenting Fealoufy.
15 bether I'm lald, or am not lov'd again,
T will for ever feve this gloviows Man :
Since no mpre wovthy Objeld can anife,
To meve our Love, our Wonder, and Surprize,

Speak he falfe, or fpeak he true;
Words from his Lips, like Houney-dew,
Drop on my Heatr, and Love T will.
So well he feigns, fpeaks fo Divine,

Che fentirlo un div erace
Fa quelt” anima fperar,
Dics, ¢,

Fine dell Atte Seconds.

ATTOIIL SCENA 1

Torre dev'é rinchinfo Crito fitte la guar-
diadiCrLEoNE.

Faotunato ¢ il mio valore,
E per ché ? per croppo Onore
E per troppa Fedeltd

L’ Adulator 5" appreffa.  Cleo. E in qua! maniera
Penfi O Clite appagar V" Alma fdegnata

Dell’ effefo Sovrane ? E non vorrai

Umiliarti 2 chi 5 umilia i} Mondo ?

Fido to &1 ¢redo si; ma troppo audace

Fofti contra il two Re.  Cli. Non ri rifpondo.

SCENA I

Liowaro con Armati e derti,

@8l Leo, Renditi, o muori. Clo. E quale ardir? Leo.
(combarri.
Cli. Amico fido. Cleo. E contro a tanti ? Leo. § apra.
ﬂ:o:».mimmasn infame, ¢ fuor i tragga
L' Amico mio fedele, Clo. & Aleffandro ?

That, ah! to have him, one Day, mine,
My Soul does hope with Rapture fiill,

The End of the Second A61.

ACT IIL. SCENE L

A Tower, in which Cr1rus is confin’d, un-
der the Guard of CLEO N,

Cli. 2 Ith Iils furrounded does my Valour lie,
And why am I furrounded thus, for why?
For to0 much Honour and F.delity.

With, ¢rc.

The fawning Sycophant approackes. Cleo. Clitus, How
Deft think to calm the evritated Soul

Of thy offended Sov’reign ¥ MALR not humble

Thy Jelf to bim, who humbies ail the Globe ?

Faithful thow are, 1 do believe thee fo ;

But tashy King roo bold.  Cii. I feorn to anfuwer thes.

SCENE 1L
Lzow~arus, witharmed Men, and the aforefaid.

Leo. Oryield, or die.  Cleo. B/har Boldnefs thir? Leo,

. (Then fight.
Cli. My trueft Friend. Cle. Againft fomany? L. Open then

The Gates of this vile Prifon, 1hat cur Friend,

Our faishful friend, may be enlarg'd. Cle. But Alexander ?
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Leo. Ex Aleffandro impari
A imprigionar ¢hi di ral forte & degno.
Farraci tu che fi
Di libertate, anzi di vita indegno,
(Clito efee data Terre, € Cleone &'é rin-
chiufe dai feguaci #i Leonato.

Leo. T’ abbraccio in libertd ; ben riconofel
1 Macedoni Duci : Eccoli pronti
Tecoa fotirarhi al fin dgl giogo vile
Di furiofa Tirannia. /. 8i voglio
In Campe aperto vendicar | Oftels,
O riformar tante sfrenato oigoglio.
Di viltate incapaci
1 Macedoni fon ; Con voi fottrarmi
Vuo da giogo si vile. .
Cor. AW Armi, A Armi.
Cles. Tradito ¢ prigioniero
Non & chi mi foccorra.  Ove fugpilte
Timidi miei feguaci

[ Partens.

{7 fuldasi di Cleane ritornavo.
Abbattete te porte
Deil’ infaufta Prigione.
U1 fuldasi le abbatsono,
Aleflandro irritato
Nl punire ¢ Ribelli infami e rei,
Co’ fuoi veadichera 3hi oltraggi miei.

(3 Sard qual vento
Che nell’ Incendio fpira
E 't Tra infammeed ;
E cosi {pento
Ogni nemico orgostio ;
Tutro il favor del foglio
o fol godrd,
Sard, dre.

Leo, why then, let Alexander learn the next
To imprifon fuch, w1 foall deferve @ Prifon.
B thou to Dungeons doom d ; " Tis due 1o thee,
Who Life deferv’ft nat, much lefs Liberty.
[Clisus goes out of the Tower, and Clean
is confia’d there by the Followers of
Leonatus.

Lo, let me cmbrace thee in thy Srate of Fieedom ;
Vel dv'il thow krw he Miacesoni=n Chlefs ;
Ll shee ther all fland veady to hake off
4 be galimg Toke of favious Tyranny. ,
Chi. Teb, iu the open Foeld I am refolv’'d
Ta windicate thefe Wirgngt, and 1o reforra
U bordied Prode-——The Macedontans are,
As be fball fisd, incapable of Bafexefs :
Tos, we, my Friends, will fhake off this vile Toke
Chorus.  Te dis—1Tc Arms {Exetnt.
Clo. I betray’d, and made Prifoner—1 bave none
To fueceonr me—Alas, my fearful Foligwers,
Hobere are ye Coward: fled ?

[ Cleen’s Soldiers return.

Break down the Gates
Of this wnluwky P

[ The Seldiers demolifh it
The wrighty Alexander, ronx’d 1o Rage,
Shalt, wider aing, bid guitty Rebels groam,
Aind ek bis Ouriuges veveiage my own,

1tike fume Wind would be, whofc Blalt

Cio'e Fies break oot would make them laft,
And hercer burn ; Vit Jo the fame,y

And blow Ius Fay 1o 2 Flame,

Thus ferting Bremiss afide,

Aad quite confounding alf their Pride :

1 thes witt by myfif alone,

Engrofs the Favour of the Throne.

SCENA Ili

Lisavrae Rossann

Giardine,

@ Lif. La refa libertd, dunqae o Roffase,
A Lafciarne t* allerea 7
E chi t'zdora abbandonar potrai?
Rof. Lafciam Lifaura omai
Le Gelofic i* Infidic ¢ gli Artificj,
Amiam del pari il Vincitor del Mondo.
Sia d* Aleffandre il Core
Conquilta di chi avra di noi pid forre
In Coftanza ameorofa ¢ in vero Amore.
Lif. In generofo vanto
Vincermi tenti in vano,
5i 1’ Eroe vittoriofo amiam del pari,
Sia pili felice uno de’ noftri Afferi,
Ma fizn’ ambo egualmente Riafiri ¢ rari.

$im' ¢ carp imitar quel bel fiore
Che del fol fi rivolge al fulgore,
E s'appaga in mirar {fua Belrd,
Pur diverfa da fiore si beilo,
Vud feguir chi mi firugge ; ma quello
Siegue folo chi vita gli dd.

i Rof. Sento un’ interna inufisata gioja.
Tuta occuparmi I’ Aima,
E trauqmilar 1a meate.
Par che mi dica Amore,
Spera, lieta farzi. Nume poflente
L’ armi della Bellezza
A conquiftar chi vince il Mondo, aica.
Rendimi a pieno avventurofa, ¢ in 1anto
I alte Forzune mic farsn tuo vanto,
B Brilla nell® Alma
Un non intefo ancor dolce Contento,
E 4’ alta gioja i Cor, foave inonda.

{Parte.

SCENE L A Garden.

Lisavea and Roxana.

Dreer then, Roxana, Lderry refla’d,
“Tanft you te feave the Feeedow givmg Lord ¢
Cutir yout quir busn by whom you ave ader’d?
Rox. Let ur, Lifavra, lay afide thefe Cares
Corrsding Fealoufies, Lowve's drt and Snares.
Alke we fove the Congue'ror of the World,
Let Alexander’s Heare become her Conquaft,
Htn, of us twe, mofl profperous jhall prove
In Conftancy, and Truth, and tender Love.
Lt In fuch an epen, brave, and gen’rous Boaft
In wain thoi doft attempt 1o overcome me.
Tes, det wi love alike the cong'ring Herce :
Thuugh, of our Loves, one takes the bappier Turn,
Yer phall they both with equal Glory burn.

Yes, { would imitate that beauteous Flow'r
Thar turas to view the Sun’s beight Pow'r,
And glad, beholds its giorious Blaze.

But, quite uniike thofe Flowers am 1:

1 after what deftroys me fly;

They following, lire upon his Rays,

Rox. J feel an insiard, and unufual Foy
Wholly poffels and occupy my Sund,
And fill with Calm Tranquilliny my Mind.
I feems as Love now whifper'd in my Ear,
Hope, and thou fhale be bappy—Pow'rful God
That holds the Avrms of Beauty, O fupp. t me
To fubdue him, that has fubdued the Earth.
O make me fully bappy to my Mind,
Thine jball my Fortune: be, the Glory thine.
In my bright Soul do beamy Vifions reign,
My Heart feems floating in 2 Sca of Blifs
And Joys, tiil now, untafted I poffels :




CUSiadlaCalma. .
“Azurto brilia it Mar fe fplende il fole,
E i Rat fan tremolar tranquilla 1’ Onda.

SCENA 1IV.
Lisavra epon Aressanpro.

@ Lif. Qual rormento cradel [offrir non fanno
- Muibo aflatendo-un Core

Ambizione. e Awore .

“Ma | peggiore de’ mali ¢ 1’ Incerterza.

- Sciolgaki omai da taati dubbi ¥-Alma.

L’ inprato vicne 8 me, AL Lifaava bella—

_Lif: Perché bella mi ¢hiami, -

Crodél; e bella'z gl occhi tuof non fono 2
CPrifmuiar non deve anitha illufire,

“Syela e Cor, come ti {velo it mio.

Pria di wirarti jo gid t* amai per fama,

Ed. aver Parre di tua Gloria, io venni

Con mie fquadie & feguirtiin.alte Imprefe,
TNt ruo Valok pidt Amor mio 5 aecele.
1 corrifpolio- afierto .

In Te wi fufingai '« tolghimi 3l fine

A affannols Incesteria. - Al Amar Lifaura
" Senza fartorto ad un fedele Amico .
- New potevd Aleflawdro, - Al Re degh’ Indi
7 Chie fempre 't sdord; -che per me fempre

Eipofe ‘e wita'e Regao; .

Come toglier potrei

It ciro oageso " un amor sk degne ?
- Ammiritore ¢ Amico P i
Ui ful fempre & fard,  Chiedi § miel Regni,
CE faran rooi. Lif Svelato il cor ti vedo;
Afa.d’ Almd generofa io non ti cedo.

I 1 Ambor, che per te fento,
= Brami re fol contento :

So in deep Calms, when all the Sea’s ferene,
The glitt'ting Sun on the green Mirror plays,
Juft mov'd, with Picafure, dance the trembling Rays.

SCENE IV

Lisavea, and aftewards Atexanpen,

Lif. Hhat cruel Forment does shae Hears not fuffer,
That feels at once the dunble fierce Affaults
o) Tove, avd of Ambition !
But o all lhs, Jacectstnde’s the worfl.
O may my Sl get rovd from ad ihiefe Doubts :
15" gy aieful Man spproadies— Al Beauteouws Lifaura,
Lol My beautecss call yoi me, O cruel Man,
cous J upprar nt in your kyer?
ur Soubs eught never to differndle 7
Uwwed thy Heart as Freveal thee smne ;
Ehe 1boheld iy Eyer, by Fame low'd thce ;
Come wwith my Squadvom, foud to foare thy Glevies,
To folivw thev ru all thy bagh Aveemps -
Suli did shy Falonr move enflame n.y Live
ond flell yon flarrer’d e, Lhas your Effcition
Huce vqual Pace with mice, aud pnfwer’d jt.
Fice me, ar feugtls, front fad Uncereainty.
Al Luve, far Lifaurs, Alexander could not,
M it ik wionging a oeft faithful Eveend.
Hot fom vicd Judi’s Kong, thar floll ador'd thee,
Dhar flll for we bis Life and Realmy expos’d,
How could Trake, tear from it buging Army,
The deav, dear Objetd, which his Love deferv'd ?
Fewer war, and ever fhall The
Much yorr Admiver, and much yeur Friend ;
WNay, claim iy Kugdoms, and I name them yours.
Lif. Now do 1 fee thy Heart confefs’d, reveal'd;
L gen'vons AT iy Sould hall never yreld.

The Love T fect, Rill tonging is
To {ee thee only tafte 1rue Blils:

A cofto di mia pena,

Godi, e m" appaghztd,

Sara pit fortunara

L' Amante riamata,

Ma pit fedele, no.

L WSO? are.
[Pase.

AL Si generolo afetro

Degno ¢ d'amor, ma regna fol Roffane

Neb mio fincero innamorare petto,

SCENA V.,

Tassice ¢ poi Rossans,
i 7af. E qual fifflo penfier folpende o Sire
S ccclefa mente? AL DI Lifaura, Taf. Oh Pei!

Al Non temer: di Lifaurs il nobi} Core

Emuia ¢ vince il mio : Ma tutto a forza
Tutto cede 3 Reffane. Amico, {pera
D’ effer meco felice.

Taf. Arridi o forte.

Rof. A che badi Aleflandro?
$’ adunan d’ ogni parte i Congiurati,
Clito ¢ Leonaro alla Joro telta an turti
Sollevati i Macedoni. AL E Cleone ?

Rof. Leonaro il forzod reftar prigione
Di Clito in vece. AL Vengano 1 Felloni :
Qui ad affrontadli folo
Aleflandre rimane.

Rof. Pasti, ¢ penfa af ruo feampo,
Confervati Signor, s” ami Reffane,

Taf. FraV Indiane mic fquadre guerriere
Vient o Sire ; morrema in tua difefa.

Vado, in bartaglia a {quadronac le fchiere. [ Parse.

Enjoy ir, tho® it cofts me Pain,

T will be pleas’d, aed ne’er complair.
The Fair, that (loving} tov’d fhall be,
M.y have more Happinefs than me,
But can'’s have mote Fideliry,

AL Such gorerous Affettion well deforves
Retrrins of i shy Love.
But in my ars’vons Bovafl, as on ber Thiswe,
Secil vouft Roxana reqga, wnd veign alone,

SCENE V.
Taxiz1s, and to him Rox an 4 and the aforefzid,
Tax. Andwhar fix'd Thought bolds in fuck deep Sufpenfs,
G Soveregn, thy Mind. AL Lifawra Tax. Geed Heav's; !
Al Ceafe thou thy Fears : Lifaura’s noble Hears
With Emulation fir'd o’ercomes my own :
Bur ali, and ev'ry Thing of Courfe mufl yield
To the fuperiour Pow'r of my Roxana.
Hope vo be bleft wwith me my much lov'd Friend,
Tax. Her kindly Aid may [miling Forrune lend.
Rox. o what does Alexander mufe off Time 2
On ev'ry Side Confpivasors unite ;
Clitus and Leonatus, ar their Head,
Lead an the Macedonians they bave rais'd,
Al And where iy Cleon ¢
Rox. Him, Leonatus made a Prifoner,
And [but bim up, where Ciltus was confin'd,
AL Well, ket the Rebels come — Here, 1o confront them,
Stands Alexander by bis fingle felf.
Rox. Gu ; think of your Efcape : And, O my Loid,
Preferve yourfelf, if £er you Iov'd Roxana.
Tax. Among the warlike Squadrons of my Indians,
O Sire, remain ; we'll dye in Your Defence :
TR go and martial all the Tresps, and draw "em up
Ready for Battle o { Eair,
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AL Bella Raffane, sddio. -

- Wade, ¢ al folo apparit, render confido
Tranquillicate all” Arrai, ¢ in un baledo
Poi renderla al mio Cor nel tuc bel feno,

i Pupiile amate
Voi m” inlegniate
A Trionfar
Bupiile belle
- Se vou i fere
Due fide flelle ;
In vah procelie
Minaccia il Mar.
. Pupille, O,

Rof. Numi eterni, ¢ potrere a un tradimento
1) Eroe st graide abbandonar 1a Vita ?
- Proteggere, affiftete.. -
U Ea Vierude, it Coraggio.
- Fleh 14 face eflinguere
D’ unx Civile furibonda Guerra.
"La Vi proteggete Erernd Numi
Vollra pini viva fomiglianza in Terra,

‘Tempella ¢ Calma
Sento bell’ Alma :
Tmpazient

Tutt' i momenti
Le daiiio timore,
Lz fanno {perar.
Qual fiz I" Evento

- Del Caro Ogpetto,
Ogri momento
Dubbiofa afperto,

- Che fiere dolore

- BV mai 1 afpettar.

Al Farewel, my beautiful Roxana, O farewel,
1 g0, and my fole Prefence, 1 confide,
Shall make them peaceful, lay their Avms afide ;
Then, wing'd with Lightning, 1o'thy dvms 'l fiy,
And 1o my Hears veflore jts Peace and Joy.
Lovely, beauteous, {parkling Eyes,
Teach me to galn Victories,
Teach me how to win the Prize.
Lovely Eyes that {parkle fo,
H like Stars, like which you glow,
Leading Light you will beflow,
11 Life’s Ocean pafs; ~in vain
Storms on Storms thall threat the Main.
Lavely, &%

Rox. Awed fuits it, Deities fupreme, your Gloiy,
To feave fo great a Hevee's Life to Treavhery ?
Proseit bim, sour Affiftance lend,

For Firtue, Conrage, Ob ! declare,
Aund put, Ipiay a timely Ead

Ta the feree Foames of Civil War.
O iitee, Aid ye Deties, beffow,
The livebiefl Luage of yourfelves befow.

Tempells and Calms alcernate roll,

I feet them in m’ impatient Soul,

1, cach Moment, live in Fear;

Each sew Moment Hopes appear

How, atlength, th’ Eveat may prove

To the Objelt thae | love;

Geod, this Moment, 1 expedd

B.d, next Moment, J fufpedt.

An ! what difmal Dcfolation

Lics in ling’ring Expe&ation !
Tempells, €.

A

SCENA VL

Crito, Leowaro, ¢ Coodi Soldatiy pos Avgs-
sanDRO, e TassivLe

B D un fiero nel soglio
Si domi 1" orgoglio
§ abbarzz il faror,

@il Af. Chi ofesd Traditore
Affalive Aleffandre 7
Leo. {Terror m” ingombra il petto)
Clie. ( M affideran forprefa Orror Rifpeteo )
Taf. A fi nobii fiienzio
Pilt che al valor, ravvilo
I Macedoni muoi: Scoperti 0 Sire
E da Catene avvinti
Son gli Offidraci rei che cor gineare
Fartt perir fu's Trono.
Che. Or che del tradimento
“Tutta [vanito ¢ 1" offenfor fofpetto,
Getrate I armi a ez,
Noflra fede ¢ valor, grande Alkeflandro
Imploran tuz Clemenza ; ¢ perte fono
Proati a Vittoria o a2 Morte. 4L lo vi perdono,

B Prove fono di Grandezza
Perdonar I Alme foggette,
Le fuperbe debellar.
Fa del Trono {u’ I’ Altrezza
Scintillar 1 Alme petferte
La Ciemenza nel regnar.
Prove, ¢re,

SCLNE VL
Crirus, Leonavus, and 2 Chorus of Soldiers,
Artexanprn and Taxivis,

Now the Tyrant’s haughty State,
Now kLis Pride, and now his Hare,
Nuw s Fury does abate,

AL Mho 45 the Man fhall dare 1o be thar Traitor,

That ffer o an Affault 10 Aexander
Lo, ( My wery Thoughts ave davken’d o'er with Tervor)
Che. {Horver, Surprine, Refpeld beficge me vouid ),
Tan. Mo by this nble Sileuce thia their Falour,

F e g thefe Macedowrains shine.

Tle gu:ity Relels of Oxidraca,

be kv bad con'piv'd thy Dawnfal on the Thronr,

e all dfoever’d, and faft bound in Claius,

Clit. Now the fufpetled Authar of the Treachery
Stand: clear’d of all Offence—= Down with your Army .
QOur Truth und Valour, mighty Alexander,

Implore thy Clemency ; and ready are
T imbrace for thee, or Viflery, or Death.
AL I a free Pardon to you all declare.

To pardon Men that are ubdu'd,

‘Fa raife the Humble, check the Proud,

Proafs of trueft Grandeur are.

Clemear A in thofe that reign,

When the fullelt Pow’r they gain,

Sparks of Heav’n-born Souls declare.
To, ¢,
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SCENA Uhima.
Tempio di Giove.

Roussarse, Lisaura, epoi Tassive;edinfine
LESSA NDRO ¢ Tutic
e M%w a 3. Spegni o fupremo Regnator de” Numi
Dl Orrida Civil Guerra la Face;
E a chi Viteorie dai ; rendi la Pace.
7af. A primo (guardo, ai primo detto ; immobile
Taicque Difcordia: ¢ fommiffione ottenns

1l perdon geacrofo. m% a z, O fommo Giove,
Moftrano il Giufto e il Prode
Che profpers Virture ¢ tua gras Lode.
@ Al Si reflegei il bet Gioroo
Di mia Tranquillitd,  Lifaura ufltre
D e fol Vinto in generofs gara
Qui mi pawlo, e d” amicizia in fegno
T ofta  ilma, ¢t dola mano ia pegno.
Vaga Reffune dulle tue Bellezze
Conquifo at in mi reado.
& Oa mia Felicita! Mio fo! conforte!
@ Al In generofo Cnor
Bulia ti cede it Cor:
Main gara d’amiftd
Nonon t cedera
L’ alma coltante.
L. Amar m’ & forza ognor
It nobil o valor,
E fempre in me fard
La bella Fedelrd
el primo Hante.
Al Cara, 12 tea Beltd
1o me {of regnerd :
L. caima del mio Cor

$ C ENE the Laft,
The Temple of JurITER,

Roxana, Lisaura, and sfterwards Taxtiis,
and, at Jalt, ALexasprg, and all the athers.
Wm.n. for 2. W O fupreme Ruler of the Guds above,
The korvid Flames of Ciuid War remove §
Let Triumphs, where you give them, Peace improve.
Tax. Arthe firft Lock, ar the firft Word of bis,
Immouveable and filent Difeord flood ;
And their Submiffion gain'd bis gen'vows Pardon.

Wox. A
QX fot 3. $This Truth, O Feve, the Fufb and Pru.
Lit M ’ {dene raife,
That profp’rom Virise i thy greaveft Praife.

Al Thws, be my Day of Peace a Feflsval.
Hlufiriora Lifausa ; by thee only
Ever d'evcome in Generofity :
My Soul's bed 17ihes I 1o thee refign,
And with thie Hand 1 plight my Friendjbip thine.
But, fair Roxana, wedded 1o thy Charms,
] render wp thy Conqueft 10 thy Armi,
Rox. My Blifs, my Fsy, my only Comford’s beve.
AV, In Howur's Afts of Generofity
My Heart, O {air, muft yield to thee
But nat to thee my conflant Soul flall yreld
Hheve wm’lons Evrendibep firoves towin the Field.

Lil. {ever did and ever fhall approve
Ty urhle Vulonr, which I'm bound 10 bee.
Fram the fi fi Momens will for ever be
L mie the Muvks of true Fudeliey.

AY. In my Heart, as on their Throne,
My Dear, 11y Beauties veign aloe,
Nuw my Heait ar porfell Prace,

An pofia il Fato ¢ Amor
Nel tuo fembiante

Ref Se v' ¢ Bellezza in me,
Son bella foloa tc:
Oggetro del defio
Brama te fol, Ben miio,
Fedele Amante,

AL Ryf. Amico amida il Cig)
Al soflro Amor ¢ fed
Lf. All Amifta  { fede
E quello ognor (ard
D’ Amor’ e Fedeltd
Giotno feltante,

C O R O
E quefto ognor fard

D’ Amore ¢ Fedelra,
Giorno feftante.

F I N E

Al its Lvve and Fate does place
dn the Features of thy Face.

Rox. If there Beauty is in me
That Beanry is alone for the
Dearefl 0bje? of Defive,

Thee, [ only thee veguire,
Burning with Lover faithful Fire,

Al Rox, At lengeh the fmiling Heaven hath
For3 ¢  Crown'd our Love that’s full of} .. .
Lif. Crown'd our Friendfhip fult Omm Faith,
And this Day for ever fhall
Be by faithful Lovers all
Kepr a glorious Feftival.

CHORUS
And this Day for ever fhall

Be by faithful Lovers ait
Kept a glorious Feftival,

The E N D.
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