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“Aidais certainly not one of my worst operas....”

-Giuseppe Verdi, after the premiere of Aida
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a Prelude
OPERA CLASSICSLIBRARY'sAIDA

AIDA isaphenomenon of musico-dramatheater; it providesamagnificent blend
of grand operaspectacle, such asalarge cast with six major singing roles, ahuge chorusand
orchestra, three ballets, and exotic scenery and oriental ambience. Its characters portray
powerful human passionsasthey confront the conflictsintheir lives.

OPERA CLASSICS LIBRARY explores the greatness and magic of Verdi's
ingenious 26th opera. The Commentary and Analysisoffers pertinent biographica information
about Verdi, his mind-set at the time of AIDA's composition, the genesis of the opera, its
premiere and performance history, and insightful story and character analysis.

The text also contains a Brief Story Synopsis, Principal Characters in Aida,
and aStory Narrative with Music Highlight Examples, the latter containing original music
transcriptions that are interspersed appropriately within the story’s dramatic exposition.
In addition, the text includes a Discography, Videography, and a Dictionary of Opera
and Musical Terms.

The Libretto hasbeen newly trand ated by the Opera Journeys staff with specific
emphasison retaining aliteral translation, but also with the objective to provide afaithful
tranglation in modern and contemporary English; in this way, the substance of the music
dramabecomesmoreintelligible. To enhance educational objectives, theLibretto aso contains
musical highlight examplesinterspersed withinthe drama’stext.

The opera art form is the sum of many artistic expressions: theatrical drama,
music, scenery, poetry, dance, acting and gesture. In opera, it is the composer who isthe
dramatist, using the emotive power of hismusicto expressand portray intense human conflicts.
Words evokethoughts, but music provokesfeelings; opera’s sublimefusion of words, music
and al thetheatrical arts, by itsvery nature, provides powerful theater, an impact on one’'s
sensibilitiesthat can reach into the very depths of the human soul. Verdi’sAIDA, certainly a
crown jewel of hisglorious operatic inventions, remainsamasterpiece of thelyric theater, a
tributeto the art form aswell asto itsingenious composer.

Burton D. Fisher
Editor
OpPERA CLASSICSLIBRARY
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AIDA

Italian operain four acts
Music

by
Giuseppe Verdi

Libretto by Antonio Ghislanzoni

Premierein Cairoon ChristmasEve
December 24, 1871
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Commentary and Analysis

whilethe smoke of war wasjust clearing, and the continental armies’ defesat of

Napoleonwasimminent. Hismusical career began after he demonstrated early
talent at the piano, and within a short time he was substituting as organist at thelocal
church.

By hismid-teens, hiscompositiona talentsemerged, and hebeganwriting an eclectic
assortment of band marches, piano pieces, and church music. At eighteen, the successful
Busseto merchant, Antonio Barezzi, became his patron. Verdi moved into hishomeand
provided singing and piano lessonsto hisdaughter, Margherita. Very soon thereafter,
Verdi and Margheritabecameaffianced.

With Barezzi’ s patronage and support, Verdi applied to the Milan Conservatory, but
he was rejected. He was a nonresident; he was four years above the entry age; his
knowledge of theory wasinsufficient; and hispiano playing style was deemed weak and
too unorthodox. Nevertheless, heremained in Milan and began private studiesin harmony
and counterpoint with the renowned Vincenzo Lavigna, who had for many yearsbeen
concert master at La Scala. At the age of twenty-two, Verdi returned to the provincial
world of Busseto, married MargheritaBarezzi, and was appointed to the post maestro di
musica. Hedirected and composed for thelocal philharmonic society and gave private
musiclessons.

Verdi’sfirst opera, Oberto (1839), indicated promisefor the young, 26-year-old
budding opera composer. Its success generated commissions from La Scalafor three
more operas. His second opera, the comic opera Un Giorno di Regno (1840), was
received withindifference and failed disastroudly. It was acomic operacomposed during
aperiod when helost hiswifeand two children.

But it was his third opera, Nabucco (1842), that became an immediate and
triumphant sensation and catapulted the young composer to immediate recognition.
Nabucco expanded the bel canto school. It possesses plenty of vocal fireworks, but its
focusisemoationalismrather than exhibitionism, with forceful and powerful characterizations.
Verdi commented, “ With thisopera, my artistic career can truly be said to have begun.”
Indeed, Verdi developed into themusical colossusof Italy during histimes.

Gi useppe Verdi wasbornin thevillage of Bussetoin northwestern Italy in 1813,

the liberation of his beloved Italy from the oppressive foreign rule of

both France and Austria. Within the subtext of these operas, Verdi, with
his operatic pen, sounded the alarm for Italy’s freedom. Each story in those early
operas was disguised with allegory and symbolism, and advocated individual
liberty, freedom, and independence for Italy.

V erdi’s early operas all contained an underlying theme: a patriotic call for
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The suffering and struggling heroes and heroines in those early operas were
metaphorically his beloved Italian compatriots.

For example, in Giovanna d’ Arco (Joan of Arc), the French patriot Joan confronts
the oppression of the English, her own French monarchy, and eventhe Church. Theheroine
iseventually martyred, but her plight wassynonymouswith Italy’sstruggleagaingt itsown
oppression. In Nabucco, the suffering Hebrews enslaved by Nebuchadnezzar and the
Babyloniansweredlegoricaly theltdian peoplethemsaves, smilarly in bondageby foreign
Oppressors.

Verdi’sltalian audienceseasily read the underlying messages he had subtly injected
betweenthelinesof histext and nobly expressed through hismusical language. At Nabucco's
premiere, at the end of the Hebrew slave chorusthat expressed hopefor salvation, “Va,
pensiero!” (“Go, Hope!”), the audience wildly stopped the performance with inspired
shoutsof “Vivaltalial”—an explosion of nationalism that forced theauthoritiesto assign
extrapoliceto later performancesof theoperain order to preventriots. The®Va, pensero!”
chorus, perhapsthemost popular chorusinall opera, becametheemotiona and unofficial
Italian national anthem, themusical inspiration for Italy’ s patriotic aspirations. Eventhe
nameV E R D | had adual association: homageto the great maestro acclaimed as“ Viva
Verdi,” and asan acrostic for Vittorio Emanuele Re D’ Italia, King Victor Emmanuel’s
returnfromexileaninspirationfor Itaian liberation.

During Verdi'sfirst creative period, between theyears 1839 and 1850, he composed
fifteen operas. Oberto (1839); Un Giorno di Regno (1840); Nabucco (1842); | Lombardi
(1843); Ernani (1844); | Due Foscari (1844); Giovannad’ Arco (1845); Alzira (1845);
Attila (1846); Macheth (1847); | Masnadieri (1847); || Corsaro (1848); La Battaglia
di Legnano (1849); Luisa Miller (1849); and Stiffelio (1850).

become the most popular opera.composer in theworld. In hisearly operatic

style, he had emphatically preserved the bel canto traditions maintained
by his immediate predecessors, Rossini, Bellini, and Donizetti. Verdi became the
conservator of a glorious tradition in which voice and melody remained supreme.
Those were the vital and dynamic forces that represented the soul of the Italian
operatic art form.

As the 1850s evolved, Verdi felt satisfied that his objective for Italian
independence was soon to be realized. He sensed the fulfillment of Italian liberation
and unification in the forthcoming Risorgimento, that historic revolutionary event
that established Italian national independence. Thematically, Verdi’s opera texts
were poised for a transition, and he began to seek and progress toward more
truthful characterizations and more fully integrated dramas.

Verdi began arelentlesssearch for new operatic subjects. Hesought unusud, gripping
characters placed in confrontational scenesthat would provide more profound dramatic
conflict. As such, he abandoned the heroic pathos and nationalistic themes of

Q s the mid-nineteenth century unfolded, Verdi, now in his forties, had
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his early operas to seek subjects that would be bold to the extreme, subjects with
greater dramatic and psychological depth, subjects that accented spiritual values,
intimate humanity, and tender emotions. He was unceasing in his crusade to
create an expressiveness and acute delineation of the human soul that had never
before been realized on the opera stage. New characters would appear:
hunchbacked jesters, consumptive courtesans, and viciously vengeful gypsies.

Beginning with Rigoletto (1851), Verdi entered his*middleperiod,” inwhich his
operas began to contain heretofore unknown dramatic qualities and intensities, and a
profound characterization of humanity that heintegrated with hisbrilliant, exceptional
lyricism. Hiscreative art began to flower into anew maturity with operas that would
eventually become someof thebest-loved worksever writtenfor thelyrictheater: Rigoletto
(1851); Il Trovatore (1853); La Traviata (1853); | Vespri Sciliani (1855); Smon
Boccanegra (1857); Aroldo (1857); Un Balloin Maschera (1859); La Forzadel Destino
(1862); Don Carlos (1867); and Aida (1871).

AsVerdi entered the twilight of his career, he epitomized the words of Robert
Browning's Rabbi Ben Ezra: “ Grow old along with me. The best isyet to be.” Verdi
triumphed during thetwilight of hiscareer with histwofinal operasthat becametestaments
to hisincessant creative energy and genius: Otello (1887) and Falstaff (1893), operas
possessing an unprecedented integration between text and music but simultaneously
maintaining Italian opera’svital truth. These operasweredriven by aprofound emphasis
onmelody, lyricism, and voca beauity.

Inanillustriousand monumental operacareer that virtually dominated the nineteenth
century, Verdi composed atotal of 28 operasbefore hisdeathin 1901 at the age of 88.

landscapewasgrim. Thebel canto genrethat dominated Italian operaduring thefirst

half of thenineteenth century wasnolonger invogue. Other than Verdi’s, virtually no
Italian operasof any |asting consequencewere being composed with the possible exception
of Boito’'s Mefistofele (1868) and Ponchielli’s La Gioconda (1876).

In France, Meyerbeer’s “spectacle” operas were the rage, and Gounod had
introduced the new style of the French lyrique with Faust (1859). In Germany, Wagner
had mesmerized operaand the music world with hismusic dramas: Tristan und Isolde
(1865), Die Meistersinger (1868), and thefirst Ring installments, Das Rheingold (1870)
and Die Walkure (1870).

Weagner’ stransformationsof operainto music dramarevol utionized thelyric thegter.
Verdi considered Wagner’s new ideas, theories, and esthetics an assault on the very
foundationsand traditionsof Italian opera. In the nineteenth century, an assault on Italian
operawasapersond attack on Verdi himself. Nevertheless, thegreat Italian operamaster
refused to beinoculated with the Wagner virus. Hewould not permit Wagner to be his
béte noire, nor would he become Wagner’sdiscipleor imitator.

I n the 1870s, as Verdi embarked on the composition of Aida, the Italian operatic
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Verdi could not deny Wagner’s existence or influence, yet he totally disagreed
with Wagner’s solutions and remedies for opera’s ills. Essentially, Wagner’'s
revolutionary theories and conceptions about music drama, his new music of the
future, stressed a dramatic integrity that would derive from a profound synthesis
between text and music, and the symphonic weaving of leitmotifs, or leading motives.

Wagner expounded his theories in the “Gesamtkunstwerk,” the “total art
work,” an ideal in which al of the arts became unified into the musico-dramatic
structure. He conceived opera as a synthesis of the theatrical arts, therefore, a
fusion of poetry, music, acting, scenery, and drama, with its idealistic whole egqual
to the sum of its parts. In the process, Wagner discarded elements of opera’s
internal architecture and eliminated recitative, arias, and set pieces. The theoretic
result became a continuous flow of melody, “unendliche melodie,” or endless
mel ody.

Nevertheless, Verdi opposed the Wagnerian ideal. He believed that Wagner’suse
of leitmotifs, thoseleading motivesor fragmented musical tunesassociated with characters
andideas, weredeveloped to the extreme. Hehad used leitmotifsasearly asErnani and
Macheth, athough sparingly and with subtlety. And he considered that Wagner’ ssymphonic
weaving of thoseleitmotifshad created an orchestrathat becametoo garish and heavy, a
narrator and commentator inthe overall structurethat seemingly dominated rather than
integrated the drama. Verdi commented, “ Operaisopera, symphony issymphony.”

Verdi envisioned his own conception of an Italian music of the future, a more
integrated music dramathat would be less compl ex than those of Wagner. Verdi would
strivefor musi co-dramaticintegrity but would remain the conservator of theltaian traditions
inwhich voiceand mel ody wereitsultimate components.

Verdi considered Wagner’smusic dramasdramatically stagnant, their textstoolong,
overburdened with thought, meditative and introspective, and their declaimed harangues
seemingly likeblustering speech rather than lyricism. In particular, Verdi dwaysstrovefor
motion, swift action, and counter-reaction. Hischaractersvented impassioned and intense
emotions, but inthe process, dways sang beautiful music. Verdi wrote melodrama. Most
of hisoperasdepict great raw emotions, such aslove, hate, revenge, and lust for power,
but areadways set to unforgettablemusic.

Verdi vehemently opposed the Wagnerian revol ution. Nevertheless, their differences
became anineteenth-century clash of operatictitans. Wagner wastheradica inventor and
innovator; Verdi wasthe conservator of traditions.

evolutionary theoriesloomed as an ominous shadow over Verdi. Nevertheless,

ewasdetermined that his Aidawould maintainitsitalian soul. Aidawouldbean
Italian operato the core, expressing itsdramawith rich melodiesand profound vocalism.
Assuch, in Aida, Verdi employed many set pieces, such asariasand duets, molding them
ingeniously and infusing them with profound dramatic significance. By thetime Verdi
composed Aida, he had achieved absolute mastery of both the musical and theatrical
element of his art.

S, in the 1870s, as Verdi approached the composition of Aida, Wagner’s
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Recitative, which generally moves the plot forward and provides narrétive,
was the primary innovation of the seventeenth-century Camerata. It provided the
action between set pieces that provided moments of meditation and introspection.
It isindeed ironic that for 400 years, every reform movement and major innovation
in opera has attempted to eliminate formal recitative. As early as Rigoletto (1851),
Verdi began to bridge the gulf between those seemingly empty passages of
recitative and set pieces. By the time Verdi had progressed to Aida, he had
virtually eliminated formal recitative. As a result, Aida is virtually seamless, its
entire score containing a definite and continuous flow of music and drama

In Aida, Verdi demonstrated anew maturity in hisrhythmic techniques. They had
become broader and more appropriate, and certainly represented acompl ete abandonment
of those e ementary dance rhythm accompanimentsthat were so prominent in operassuch
as |l Trovatore (1853).

Aida providesabreathtaking succession of immortal melodies, all fresh, original,
and diversifiedin character. Verdi had never beento Egypt, but harmonically, he captures
an Oriental warmth and color in the scoreashe paintsan exotic canvasof richand expressive
musical imagery. In particular, themusical depiction of theNileinAct 11 conveysimages
of theriver’sserpentinecoiling withitsebbsand swells.

Aida providesaheretofore unknown dramatic expressivenessthrough amagnificent
blend of text, music, harmony, and orchestration, and succeedsin achieving anideal musico-
dramatic cohesiveness. Neverthel ess, the scoreaways adheresto the central dynamic of
Italian opera: aprofound lyricism.

emperamentally, Verdi wasason of the Enlightenment. Hewas an idealist who

possessed anoble conception of humanity that abominated absol ute power and

deified civil liberty. Hislifelong manifesto became apassionate crusade against
every formof tyranny, whether socia, political, or ecclesiastical.

In 1867, Verdi's operaimmediately preceding Aida, Don Carlos, premiered in
Paris. The opera libretto was based on awork of one of Verdi’s favorite dramatists,
Friedrich Schiller, also the literary source of his previous operas Giovanna d’ Arco, |
Masnadieri, and Luisa Miller.

InDon Carlos, neither Verdi nor Schiller wasintending to rewrite history, but rather,
to clothe thistheme of inhumanity and injusticein agreat work of art. The story portrays
theinhumanity of Spain’s sixteenth-century King Philip Il and the stifling power of his
monarchy and the Church. Verdi and Schiller’ sunderlying premisewasto expound their
nineteenth-century humanisticideal sabout thedignity of man, freedom, and liberty. Verdi
believed that the duty of an artist wasequal to that of apriest: toteach morality, andto
awaken man to moral consciousness and universal truth. Hewas askeptic, and inthe
nineteenth century’ seruption of romantic nationalism, heintuitively foresaw elementsof
modernfascism and totditarianism and their consequential abusiveauthoritarianism. Those
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same themes were addressed in his previous operas Smon Boccanegra and Un
Ballo in Maschera (1859)—and, of course, would be addressed later in Aida.

Inhisteens, theyoung Verdi becameimmersedinand profoundly admired theliterary
worksof VittorioAlfieri. Alfieri’ stragedy Filippo wasthe story of the sixteenth-century
King Philipll of Spain, hisson Don Carlos, and thedilemmaof ElizebethdeVaois, initialy
engaged to Don Carlos, but later married to Philip. Alfieri wasafreethinking liberal who
continuously struggled over the underlying issues affecting Italy’s pre-Risorgimento
nationalist ambitions. He believed that Italian liberation from foreign tyranny had been
confounded by theabusesinherent inthepolitica codition of churchand state. Hisadvocacy
of freedom earned him heroic status among republicanswho wished to overthrow Italy’s
autocraticforeignrulers, Franceand Austria.

InFilippo, Alfieri passionately assailed tyranny by condemning the*ancient cult of
fear” that haunted every tyrant’s court. In describing the despotism of Philip 11 of Spain, he
wrote: “ Thepaaceishistemple; thetyrant isagod there; courtiersareits priests; and the
victimsarefreedom, honesty, right thinking, virtue, true honor, andfinally, ourselves, we
areimmolated here.”

Verdi shared Alfieri’sphilosophical and political ideas, eventually devel oping them
into apassionate, lifelong antipathy of authoritarianism. Asaresult, he becamean ardent
republican and aradica anti-cleric. Later inlifeVerdi honored Alfieri by naming hisson
and daughter, respectively, Icilio Romano and Virginiaafter the heroic protagonistsin
Alfieri’stragedy Mirginia.

Verdi’s Don Carlos has become recognized in recent years as one of hisgreatest
measterpieces. The charactersin the operaare embroiled intowering and passionate human
dilemmas, but underlying those conflictsand tensionsarethe nobleideal sand sentiments
of liberalism. TheKing and the Grand Inquisitor portray therigidity and intransigence of
sixteenth-century fundamentalism and consarvatism, but opposing them arethose nineteenth-
century-styleliberalsfor human progress represented by Rodrigo, the Marquis of Posa,
and eventually thelnfante, Don Carloshimsdlf, asthey advocateindependencefor Flanders.

Inthe Don Carlosstory, Spainisatheocracy inwhich secular and religious power
arefused, and theauthoritarian power of theking issanctified andjustified by the Catholic
Church. Political corruption and human abuse become the ultimate consequence of this
alliance, leading to excessive power whichinherently callsfor political responsibility and
sacrifice, al arbitrarily justified asnecessary for the greater good. InDon Carlos, itisthat
unrelenting authoritarian power of church and statethat ultimately intimidateshumanity. Its
consequences are human repression, hel plessness, and impotency.

Man’s hel plessness agai nst the power of the theocratic state was Verdi’s mind-set
wheninthe 1870s he approached hisnext opera, Aida. IntheAida story, ancient Egypt’s
religiousand secular power are united in asingular, avesome, sacred ingtitution. Inthis
classicd theocracy, church and stateare united, and absol ute ruleis exercised by oneman
whosepower isdivinely endowed. Theking, or Pharaoh, isanincarnation of god on earth,
the supremeruler and descendant of thedivineand cosmic gods. Thepriestsof Isis, just
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like the Grand Inquisitor and the church in Don Carlos, invoke, protect, and
justify the sacred unity of god and the state.

In Aida, thevictimsof authoritarianism are Radamesand Aida, their love doomed
by their duty to god and country. Aidaisahuman and political dramainwhichitsprincipa
charactersbecome hel pless and powerless, impotent to resi st the awesome demands of
stateand religion. AsinDon Carlos, in Aida Verdi wasmoralizing hisfearsabout theuse
and abuse of power and its consequential, horrible effectson humanity.

ideological mission and agendafor theliberation and unification of Italy wasafait

accompli. Even though he opposed the opera world gravitating toward the
revolutionary musi co-dramatic ideas of Richard Wagner, and he was disheartened with
the esthetic state of Italian opera, hewastired and ostensibly unwilling to fight another
battle. Heyearned for and welcomed therelief of retirement. Neverthel ess, when hewas
presented with the Aida story, hewas overwhel med with excitement; hispassonsovercame
reason, and hisretirement wastemporarily postponed.

Inthe 1870s, the East had aparticul ar fascination for Europeanswho weregaining
influencein theArab world through their colonial adventures, trade, and commerce. In
addition, Egyptologists’ discoveries, such as Schliemann’suncovering of Troy and the
sphinxes, werearousing curiositiesaswel | asaEuropean appetitefor exoticism.

Atthetime, Egypt was part of the Ottoman Empire. ItsKhedive, Ishmail Pasha,
wasthefirst of threeviceroysappointed to Egypt by the Ottoman Sultansin Constantinople.
Khedivelshmail wasnotorioudly irrespons bleand profligate, hisbig spending running up
an enormous Egyptian national debt that was mostly owed to the Europeans. Infact, it
was specifically because of hiswanton spending that eight yearslater hewasrelieved of
hisposition and sent back to Istanbul.

TheKhedive sgreat achievementswerethe openingsof the Suez Cand in 1868 and
the Cairo Operathreeyearslater in 1871. During the Khedive'srule, hetried to make
Cairothe Parisof the East. Asheimpressed theworld with Egypt’ smodernization, theby-
product wasthat hewould beableto attract more creditorsfrom Europe. But hispersonal
mission wasto appear beforethe civilized world asamunificent patron of thearts, sohis
obsessive desire wasto celebrate hisnew Cairo Operawith asingular and spectacul ar
work based on an Egyptian story. (The Cairo Operaactually opened with Rigol etto;
Aidaeventually premiered at the new Cairo Operain December 1871.)

The Khedive wanted hisnew operato be composed by the man he considered the
world’sgrestest reigning operacomposer: Giuseppe Verdi. Initialy, Verdi wasdisinclined
to accept the offer, and consequently named ahuge price that he thought would serveto
frightentheKhedive. Surprisingly to Verdi, the Khedive quickly accepted hiscounteroffer.

Nevertheless, the wily Khedive used a more powerful weapon to induce
Verdi. He threatened that if Verdi refused, he would seek out one of his renowned
contemporaries, either Gounod or Wagner. Verdi immediately yielded, put aside
his retirement plans, and began to compose the opera for the Khedive.

I n 1871, Verdi was 58 years old. He had composed 25 successful operas, and his
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the Paris Opéra-Comique Theatre who had earlier assisted him in the

revision of the librettos for La Forza del Destino and Don Carlos. Later,
in 1875, he was the librettist for Bizet's Carmen and the director of the Opéra
Comique at the time of its bankruptcy, which in speculation, was partly due to
Carmen’sinitial failure.

Urged by the Khedive, du Locle presented Verdi with afour-page synopsisof an
operapl ot based on an Egyptian subject. Thestory wasallegedly authentic, and supposedly
written by theKhedivehimsdlf. Infact, the plot wasactual ly written by another conspirator,
the Egyptologist Auguste Mariette, later honored asMariette Bey. Mariettewasawel |-
known catal oguer and Egyptol ogist at the L ouvre, and an archeol ogist who had uncovered
sphinxesand other important ancient relicsin the Egyptian sands. During hisstudies, he
had actually discovered astory from ancient Egyptian history that he devel oped into the
Aidastory.

Mariette Bey’sspectacul ar story succeeded instirring up Verdi’screativefires. Upon
seeing thesketch, Verdi could scarcely hold hisexcitement, believing that behind the story
wasthe hand of an expert. Inaddition, hisinterest and enthusiasm were stimulated by the
opportunity to create exotic musical coloring and effects offered by astory located in
ancient Egypt.

Du Locleand Verdi himself collaborated and became the librettists for the new
opera. Verdi demanded complete control over thelibretto and sel ected Antonio Ghidlanzoni,
who had helped him with the revisions of La Forza del Destino and Don Carlos, to
versify thescenario, aswell astrandatetheir libretto fromitsorigina Frenchinto Italian.

Aida took Verdi only five months to compose. He did not go to Cairo for the
premiere—hedreaded theideaof seasicknessduring awinter voyage. Theorigina plan
wasto produce the operatoward the close of 1870, but the Franco-Prussian war erupted,
and the scenery, painted in Paris, became aprisoner of war. Theoperafinaly premieredin
Cairoin December 1871, and in February 1872 at LaScala, Milan.

Thesuccessof Aidawasresounding. A chorusof praiserang out throughout Europe,
and Verdi’sgeniuswas again acclaimed in glowing terms. He had decisively added another
meagnificent jewel to hisoperatic crown.

V erdi was a close friend of Camille du Locle, the impresario and director of

during thefirst half of the nineteenth century in France. Grand opera's precursors

erethose earlier imposing operatic spectacles of Rameau and Gluck, aswell as

those of Italian expatriatescomposing in France, Luigi Cherubini and Gasparo Spontini.

But it wasaFrenchman, Daniel-Francois-Esprit Auber, who in 1828 composed one of

the earliest and quintessential grand operas, La Muette de Portici (“The Mute Girl of

Portici”), aspectaclewhich may have stimulated Rossini, the Italian master of opera
buffa and bel canto, to compose hisfinal work, the grand operaWilliam Tell (1829).

Q ida is grand opera, a genre of operatic performance that reached its pinnacle
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In grand opera, al the components of the art form are enlarged and magnified
into spectacle. The opera stage becomes filled with complex scenery, large casts
and choruses costumed elaborately, vastly expanded orchestras, and sumptuous
ballets. Conceptually, grand operais concerned specifically with awe and spectacle.
In those early grand operas, the musico-dramatic ideals that consumed opera’s
Camerata founders and its later reformers became secondary considerations.

The principal apostle of nineteenth-century grand opera was the German-born
composer Giacomo Meyerbeer (1791-1864). Meyerbeer’sgrand operas utilized every
resourceavailable: agigantic orchestra, amost every styleof singing, huge stagesfilled
with dazzling marches and pageantry, and extravagant ballets. (It was* The Ball et of the
Nuns’ in Meyerbeer’sRobert e Diable (1831) that would signal the beginning of the
Romanticerainballet.)

Meyerbeer’soperaswere concerned with opulence and extravaganzarather than
with musi co-dramaticideals. Intoday’ sretrospective, hismelodiesare considered short-
winded and hismusical and dramatical situationsrarely insightful. One uncomplimentary
criticonceobserved, “ Theinflated formleadstoinflated music.” Wagner, an enemy of
Meyerbeer both personally and professionally, bombastically noted that his spectacles
were " effectswithout causes.” Nevertheless, Meyerbeer’ sworks dominated the opera
stagefor morethan 50 years, and intheir time, all were sensational successes. In addition
to Robert le Diable, hismost popular operaswere Les Huguenots (1836), Le Prophéte
(1849), and the posthumously staged L’ Africaine (1865).

Verdi's Aida is a truly majestic grand opera, comparable today only to that of
spectaclesin another genre, the film epics of Cecil B. De Mille. Asgrand opera, Aida
presents a vast panorama of ancient Egypt: exotic oriental atmosphere, gigantic and
spectacular scenery, pageantry, hundreds of choristers, large crowdsof peopledressedin
exotic costumes, ballets, six outstanding solo singers, offstage bands, and avery large
orchestra.

But Aida transcendsitsgenreorigins; itisfar fromasuperficial drama or spectacle
for spectacle’ ssake. It isapowerful dramaabout love, duty, and sacrifice set against a
background of war, processions, religious ceremonies, trials, and death.

From Verdi’smusical pen, Aida’sgrandeur liesinits perfectly balanced integration
of excellent effects with causes. Behind all of its grand opera pomp, pageantry, and
spectacle, itisanintensely intimate and human drama.

passionate, and contained more dramatic and psychological depth.

Shakespeare introduced characters who at first seem to be larger than
life, but in the end, their essence is that they are profoundly human. The true
greatness of Verdi’'s Aida is that its characters are, like those of Shakespeare,
intensely and intimately human.

Q s Verdi's career evolved, his characterizations became bolder, more
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Aida’s four principal characters, Aida, Radames, Amneris, and Amonasro,
face the tensions and conflicts between love, honor, duty, and patriotism. In their
dilemmas and crises, they erupt into towering and volcanic eruptions of human
emotions and passions.

The themes in Aida’'s prelude perfectly capture the opera’s profound human
conflict. At first, softly played strings introduce a tender chromatic theme that
identifies the opera’s heroine, Aida. In immediate contrast, the rigid, descending
theme associated with the priests is heard. But afterwards, these contrasting
themes clash and collide, just as al the individuas in the story clash, collide, and
become impregnated with conflict as they confront the power of the state. (For
the La Scala premiere of Aidain 1872, Verdi revised the prelude, adding Amneris's
jealousy theme to its two other themes. This version is rarely performed today.)

Thegrandeur of Aida liesinits perfectly balanced integration of these complex
human conflicts. Each character in thishuman and political dramabecomeshelplessand
powerless, impotent to resist the awesome demandsof stateand religion. In Aida, Verdi
found another platform to moralize hisfears about the use and abuse of power, and its
consequentid horribleeffectson humanity.

Asthe opera sprotagonistsface their dilemmas, they explodeinto towering and
volcanic eruptionsof passions. Onthesurface, they are seemingly stock figuresreminiscent
of charactersfrom myth, legend, or ancient history, but Verdi makesthese characters
positively human, skillfully painting their complex andintenseinner fedlingsand emations.
Asopera squintessential dramatist, he presentshumanity truthfully; intheend, Aidaisa
very human drama about love and theyearning for lovewithin the human heart.

Radamesisbothwarrior and Aida'slover, so hismusicisbold aswell asromantic.
In hisopening romanza, “ Celeste Aida’ (“Heavenly Aida’), Verdi’smusical language
alternatesfrom thedreamy, rapturous, and sentimental to the heroic.

Aida schromaticidentifyingtheme, first heard inthe prelude, isexquisitely smple,
tender, and loving. But Aida' sdramatic conflict leavesher in continuing despair. Shefaces
theultimate conflict of lovevs. duty, so she praysoften, always pleading for pity, mercy,
relief, and reconciliation, asin her poignant prayer, “Numi pieta’ (“ Godsl Havemercy on
my suffering!™).

The opening of Act 111 isamagnificent mood picture. Aidaawaits Radamesfor
what shebelievesto betheir final farewell. She sensesdoom, and even considerscasting
hersdf intotheNile Verdi’sundulaing and coiling musicissynonymouswith her sengibilities
and aptly describesher inner turmoil. But afterwards, in perhapsthefinest exampleof a
trueariathat containsel oquent expressive power, pure and beautiful melody, perfect form,
and subtle harmonies, Aida pours out her tragic soul in “O patria mia” (“Oh my
country”).

A trademark of Verdi’s Aida score is how quickly and suddenly passions are
inflamed and ignited. In the opening scene, after Amneris notices that Radames
has cast loving glances at Aida, their calm conversation suddenly erupts into an
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explosion of Amneris's anger and jealousy. But Radames fears that he may have
betrayed their secret, and Aida senses her tragic conflict. Verdi’s underlying music
for this trio is twisted, as well as tense, conflicting, and explosive.

Another example of extroverted passions occurs in the confrontation in Act
[l between father and daughter, Amonasro and Aida. At first, Amonasro evokes
the images of Ethiopia’s green landscapes to persuade Aida to confront her duty:
“Rivedrai le foreste imbalsamate” (“You will again see our balmy forests’), or
“Pensa che un popolo, vinto, straziato” (“Think of the people, defeated, torn”).
But their confrontation explodes when Aida refuses, and Amonasro bursts into a
condemnation of his daughter: “Non sei miafiglial Dei Faraoni tu sei la schiaval”
(*'You are not my daughter! You are a slave of the Pharaohs!”) Thisis a supreme
moment of gigantic Verdian passions.

Amnerisisan exciting multidimensional character inthe drama, musically and
textually scul pted in depth. Her mood variesfrom loving and sensuousto imperious, to
explosionsof anger, jealousy, and terror. After her attendants' chorusopensAct I1, she
expresses her sensuouslonging for Radames sreturn: “Ahvieni!” (“*Oh come!”)

Amnerisisawoman obsessed and possessed with her lovefor Radames, and sheis
determined to rid herself of Aida, her rival for hislove. TheAct Il confrontation between
Aidaand Amnerisisamarvel of Verdi’sstriving toward hisown unique musico-dramatic
ideal, a profound dramatic synthesisand fusion of text and music. For thisscene, Verdi
battled for every word and every detail in order to achieve dramatic emphasis. Hebecame
obsessed withwhat he called theparola scenica, literaly, “thedramaticword.” Theseare
powerful words, wordsthat could almost stand a one without musical underscoring, and
wordswhich perfectly expressthe situation; however, when thesewordsare fused with
themusic, they add explosiveimmediacy to theaction, and ashuddering clarity and vividness
tothedramatic structure.

Inthispowerful showdown between two princesses, Amnerisisat firstinquisitorial,
devious, and cunning, using every tool in her arsenal to learnthetruth. IsAidahaving a
secret love affair with Radames? She assures Aida, now distressed and in a state of
hopel essness after hearing of the Ethiopians’ defeat: “ Timewill heal theanguishinyour
heart, and more than time, apowerful god—love.” Theword lovedlicitsitseffect: Aida
turns pale and trembleswhile Amneris sensesvictory, becoming more determined than
ever to discover thetruth.

She weakens Aida’s defenses through cajolery and makes her betray her secret
lover, using the pretence of sisterly love and good will asher weapon. And then Amneris
deliversher fina coup, that Radameswaskilledin battle. Amnerisisunableeventofinish
her sentencewhenAidaconvulsively erupts. Amneristhen gloatsin her triumph: “ Tremble!
| read the secret inyour heart! You lovehim!”

Inthisincredibly powerful confrontation scene, Verdi abandoned hislibrettist’s
polished verses and substituted violent prose, nothing more explosive than Amneris's
conclusion: “Doyou understand?| amyour rival, adaughter of the Pharaohs!” Andfinally,
AmneriscursesAida. Invain, Aidacan only plead for mercy and pity.
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Similarly, the Act IV confrontation between Amneris and Radames contains
Aida’s trademark explosions and eruptions of passions. Almost lawyerly, Amneris
pleads with Radames to be objective and alow reason to conquer his emotions. If
he gives up Aida, Amneris will use her power to save his life.

Amnerisisawoman whose heart beats desperately and ardently for Radames's
love. Asshetriesto reason with him, hisintransigenceinflames her: Verdi marked his
score, * con agitazione, animando, con espressione” (“with agitation, animated, and with
expression”). Amnerisdeclares: “Ti scolpaelatuagraziaio pregherd dal trono, enunziadi
perdono, s vita, atesard.” (“Excul pateyourself and | will pray for gracefrom thethrone,
and | will beamessenger of pardon and lifefor you.”) The emotive power of Verdi’'s
musicreveal sher desperatesoul. But Redamesisindifferent and unsympathetic, and Amneris
realizesthat shehaslost Radamesto Aida

Thesplit stageconfigurationinthefina sceneof AidawasVerdi’sownidea. Below,
Radames despairsin hissealed tomb, and above, in thetemple, Amnerissobson the stone
that has been sealed.

In ancient Egypt, life on earth was closely tied to death; earthly lifewasonly a
passage to the afterlife, and heaven was a blessed welcome. Verdi’s soft, almost
transcendent musical language portraysthat spiritua ideal. Heconscioudy stroveto portray
Aida'sfina momentsasamellow farewell to life on earth—serene, smple, and poignant.

Aidahashidden herself inthecrypt in order to die with Radames. With peaceful
resignation, suggesting that Radames and Aidaare speeding to celestia havens, thetwo
lovershid farewell to earth. Verdi’ smusic providesimages of thefinal consummation of
their lovethrough anironical quietnessthat fail sto expressthe cruelty of their fate.

Offstagethe priestesses chant their prayer “ Immenso Ftha” (“ All-powerful Phtha’)
almost in awhisper. In thetemple abovethe crypt, Amneris, in breathless phrases, prays
for peacefor Radames'ssoul. Itisanirony of thisdramathat initsfinal moments, Amneris,
who remains outside the crypt that has seal ed the fate of the man she loves, does not
know, nor will ever know, that her rival wasby birth not adave, but aprincesslike hersdlf,
whowill bedying with the man sheloves.

In The Magic Mountain, Thomas Mann commented on thefinal momentsof Aida
when Radamesdiscoversthat Aidahashiddeninthetombto diewith him:

“You in this tomb,” comes the inexpressibly moving, sweet and
at the same time, heroic voice of Radames, in mingled horror and
rapture. Yes, she has found her way to him, the beloved one for
whose sake he has forfeited life and honor, she has awaited him
here, to diewith him; theintoxication of final union. The repentant
Amneris is in the temple praying for Radames's soul.
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melody and harmony, its music so closely wedded in its expressive power

o the meaning of the text, and so broadly dramatic in all of its aspects, that
it claims a place among the most phenomenal artistic creations of the second
millennium. Aida is without doubt a true operatic masterpiece.

Within Aida’s panorama of war, processions, ceremonies, trials, and death, the
operapresentsthe pulsing life of human beings. It ismost of al an opera story about
human passons.

Aida became Verdi’s declaration that Italian operaand itsfocus on melody and
voiceremained supreme. With Aida, Verdi regjuvenated and even revol utionized Italian
opera. Thethrobbing pass onswhich explode throughout the entire Aida story certainly
influenced the next generation of Italian verismo opera composers, represented by
Mascagni’sCavalleria Rusticana (1890), Leoncavalo's| Pagliacci (1892), and certainly
by Puccini, who, asayoung man, was determined to become an operacomposer after he
saw Aida.

Aida again reveal ed the extraordinary powersthat Verdi had within hismusical
arsenal, but inthisopera, they arerevea ed with renewed purpose. Thegrand old man of
Italian operahad given theworld amasterpiecein Aida, an operathat in every conceivable
respect transcendsthe best works of his predecessors Rossini, Donizetti, and Bellini. Itis
awork with opulent musical color, gorgeous orchestral instrumentation, and melodic
splendor and beauty in every musical measure.

Theonly Italian operacomposer who hasrivaled AidaisVerdi himself, who would
resurface 15 years|ater with perhapsthe ultimate music drama, Otello, and later with
Falstaff—the great Italian master’sreconciliation with the evolution of the operatic art
form; the Italian music of the future.

InAida, Verdi ennobled powerful, towering, and intense human emotionsand passions
aseach character faces conflictsof love, honor, and duty. Aida’ spassionsaretimelessand
ageless, perhapsthe secret of itsmagical and eternal youith.

Verdi himself would have the last word about his Aida. He was amazed at his
incredible creation, and commented: “Aidaiscertainly not oneof my worst operas....”

Q ida has been referred to as a necklace of musically fine jewels, so rich in
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Principal Charactersin AlIDA

Radames, an Egyptian military hero

inlovewithAida Tenor
Aida, acaptured Ethiopian dave,
mai dservant to the Egyptian princessAmneris Soprano

Amneris, thedaughter of the Pharaoh
and princessof Egypt Mezzo-soprano

Amonasro, the Ethiopian king and Aida sfather Baritone

Ramphis, thehighpriest of Isis Bass
Pharaoh, theking of Egypt Bass
A Messenger Tenor

TIME: Ancient Egypt during thetime of the Pharaohs

PLACE: Thecitiesof Memphisand Thebes
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Brief Sory Synopsis

Aidaisastory about lovethat conflictswith patriotic duty. Redames, an Egyptian
generd, andAida, acaptured Ethiopian princesswhoseidentity hasbeen concealed, are
secretly inlove. Aidaisthe maidservant to Amneris, the daughter of the Pharaoh and
princessof Egypt, who alsoloves Radames.

TheEthiopiansand their king, Amonasro, Aida' sfather, areadvancing on Thebes.
Tomeet their attack, Radames has been chosen to lead the Egyptian armies. Aidaisin
conflict. The man sheloves commandsthe Egyptian troopswho areat war against her
countrymen.

Amneris, suspiciousthat Aidaisher rival for Radames, tricksher into revealing that
Radamesisindeed her lover. Now fuming with jeal ousy, Amnerisswearsrevenge against
herrival.

Radamesreturnstriumphantly from his battle against the Ethiopians, and asksfor
clemency for the prisoners. Among themistheir king, Amonasro, whoisdisguised asan
officer. At thesight of him, Aidaacknowledgesher father’ spresence, causing astonishment
among themultitude. Thehigh priest, Ramphis, warnsthat if the Ethiopiansarefreed, they
will resurge and seek vengeance. The Pharaoh freesthe captives on the condition that
Aidaand her father remain ashostages. The Pharaoh complicatestherivalry between
Aidaand Amneris. In appreciation of Radames svictory, hegrants Radamesthe hand of
Amnerisinmarriage; together they shall rule Egypt.

Amonasro inducesAidato heed her patriotic duty and obtain tactical military
information from Radames. AsRadamesand Aidaplanto flee Egypt together, Radames
unwittingly revealstheroutethe Egyptian army isplanning to pursue. Hisrevelationis
overheard by Amonasro who revedl shimsalf asthe Ethiopian king. Amnerisand Ramphis
witness Radames sindi scretion and accuse him of treachery; he surrenderstojustice.

Amnerispleadswith Radamesto abandon hislovefor Aida, andin return, shewill
secureapardon for him from the Pharaoh, but Redamesrefusesher offer. At Radames's
trial, heisfound guilty and condemned to dieinatomb. Inacrypt, Aidajoins Radames,
and both await their imminent death asAmneris, abovetheminthetemple, mournsthe
desth of her beloved.

Asthe Aida story progresses, towering passions and emotional eruptions are
unleashed by the principal charactersasthey face conflictsof love, jealousy, rivary, and
patriotism. The ultimate tragedy of the story isthat asAidaand Radamesareforced to
yieldto the power of stateand religion, both become doomed.
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Story Narrative with Music Highlights
Prelude

Thepreludeto Aidaimmediately establishesthe dramatic conflict withinthestory:
human hel plessness against the oppressive power of the stateand religion. Twomusical
themescollide, representing the struggleand tension between love and duty.

Thefirst theme heardisthe soft, poignant, pleading melodic motiveidentifying the
heroine, Aida
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The second themeidentifiesthe priestsof Egypt: itisdark, imposing music that
suggeststheir authority and oppressiveness. They arethe unrelenting guardians of the
glory of their nation.
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Act| - Scene 1.

TheGrand Hall in the palace of Pharaoh in theancient Egyptian city of Memphis

Despitetheir recent defeat, Egypt’s Ethiopian enemies are again advancing and
threatening thecity of Memphis.

Radames, an officer inthe Egyptian army, converseswith thehigh priest, Ramphis,
and expresseshiseager anticipation and hopeto becomethe supreme commander of their
troops. Ramphisadviseshim that the goddess|sis, the divine benefactress of Egypt, has
already named the commander, and the decision will soon be announced by Pharaoh
himsaf.

After Ramphisdeparts, Radamesrevesl sthat helovesthe captured Ethiopiandave
Aida, now amaidservant to the Egyptian princess, Amneris. Aidahas concealed her royal
Ethiopianidentity to prevent the Egyptiansfrom using her asapolitical hostage. Redames
speculateson thehonor and glory hewill achieveif he should be sel ected to command the
Egyptian armiesand then return victorious. He concludesthat with histriumph, Pharaoh
would generoudy grant him hiscoveted victory prize, hisbelovedAida

Radamessingstheromanza, “ CeesteAida, formadivina’ (* Heavenly Aida, divindy
beautiful”), a meditation about hispassionatelovefor Aida, which heconcludeswith his
dream of their future happinesstogether: “ Ergerti untronovicinoa sol” (“1 will raisea
thronefor you near thesun.”)
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Radames: “ Celeste Aida”
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Heavenly Aida, divinely beautiful,

PrincessAmnerisenters, and her subtle, superficia conversationwith Radamesfails
to hide her raging passionfor him.

Amneris'stheme
Allegro assai moderato
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WhenAidasuddenly appears, Radamesinadvertently castsloving glancesat her.
Amnerisobservesthem, and becomesinflamed with jeal ousy. Thisisthe beginning of a
bitter rivalry between thetwo princesses.

Each character revealshisor her inner thoughts. Radamesreflectshisagitation that
Amnerismay havediscovered hissecret lovefor Aida; Amnerisrevea sher suspicion and
burning jealousy if Aidaisindeed Radames slove; and Aidaventsher desperation and
frustration, believing that not only isher lovefor Radamesdoomed andfutile, but that she
will never again seeher beloved country.

Trio: Aida, Radames, and Amneris

Allegro agitato € presto
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Pharaoh’sprocession arrives. A messenger deliversgravenewsteling of aninvasion
into Egypt by the Ethiopiansled by theirindomitableking, Amonasro. They havedevastated
and burned cropsand, emboldened by their easy victory, are now marching on Thebes.

Pharaoh proclaimswar, and hispeople approvewith emotiond outburgtsof “Guerra,
guerra’ (“War, war"). Pharaoh turnsto Radames and announcesthat their venerated
goddess, |sis, haschosen him to command their legions againgt the Ethiopians. Radames
thanksthegodsfor answering hisprayers. Amnerisrespondswith prideand elation; Aida
tremblesinfear.
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ThePharaoh commandshispeopleto thetempleof VVulcanto anoint Radameswith
the sacred armsof Egyptian heroes. Thepriests, ministers, and captainsjointo praisether
powerful godswhowill bring themvictory and desthto theforeigninvaders. “ Sul del Nilo
a sacrolido” (*Arise! Fromthe sacred shoresof theNile™).

Pharaoh and Chorus:; “ Su! del Nilo al sacro lido”

Allegro maestoso

Su! del Ni - loal sa - cro li -do,
Arise! From the sacred shores of the Nile,

Amnerisproudly presents Radameswith astaff to guidehimtovictory, and asthey
exit, sheleadsthe Egyptiansin proclaming their ultimatevictory: “ Ritornavincitor” (“Return
victorious’).

“Ritorna vincitor”

RADAMES, PHARAOH, PRIESTS

AMNERIS
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Ri - tor - navin-ci-tor! Ri-tor - navin - ci- tor!
Return victorious! Return victorious!

Aidaisleft done. Shefacesinner conflict andisagonized and distressed. Sherepeets
the Egyptian call tovictory, “ Return victorious,” but for whom doesAidapray? For her
lover Radames'svictory or for her country Ethiopia striumphin battle? Aidafacesthe
conflict of her lovefor Radamesvs. her loyalty to Ethiopia. Her father, Amonasro, has
invaded Ethiopiato rescue her from bondage. If he defeatsthe Egyptians, her beloved
Radamesmay die. If Radamesisvictorious, her father may bekilled and her country
destroyed.

Aidacondemnsherself for her treacherousthoughts. She hasinadvertently wished
her lover to return victoriousover her father and brothers. Aidabemoansher cruel fate,
and concludesthetragic portrait of her inner conflictswith anintenseand delicate prayer.
Sheisweary and vulnerable, and despairingly pleadsto her gods: “ Numi, pietadel mio
soffrir!” (* Godsl Havemercy onmy suffering!™)



OPERA CLASSICS LIBRARY Page 34

“Numi, pietd”
Cantabile
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Nu - mi, pie-ta del  mio sof- frir!

Gods! Have mercy on my suffering!

Act | - Scene 2: Temple of Vulcan at Memphis

Inthetempleof VVulcan, the priestsand priestesses, in an austere and solemn ceremony,
invokethe sacred godsof Egypt with solemn chantsand religioushymns.

I nvocation of the Priestesses

Andante con moto
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Pos - sen - fte, possen - te Ftha,
All-powerful, all-powerful Phtha,

Radames solemnly expresseshisfirm devotionto Egypt. Heisled tothealtar, blessd,
anointed by the priests, and then receivesthe sacred armor and sword. The consecration
of Radames conveysthe extraordinary power of the godsto protect and defend their
sacred soil. They invokethe all-powerful god Phtha, thefather of godsand men, their
crestor, their guardian and protector, the animating spirit of the universe, and the supreme
judgeof human conduct and destiny.

Thefinaleof the consecration of Radames concludeswith afull fortissmo of chorus
and orchestra, dl glorifying thegod Phth& “Immenso Rth&’ (“ All-powerful Phthd’).

Act Il - Scene 1: Amneris'sapartments

Radames and the Egyptian armies have vanqui shed the Ethiopians. Amnerisis
surrounded by femaledaveswho adorn her for theforthcoming cel ebration of the Egyptian
victory over the Ethiopians. Amneris, with passionateand vol uptuous sensudity, rgpturoudy
dreamsabout Radames, and eagerly preparesto welcomehim.
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Amneris: “ Ah! vieni, vieni, amor mio m’'inebria”

Cantabile
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Ah! Vie - ni, vieni, amor mio m'ineb - ria,
Ah! Come, come my love, intoxicate me,

AsAidaapproaches, Amnerissuspectsthat thisdave of the vanquished Ethiopians
may indeed beher rival for Radames slove. A dramétic confrontation ensuesbetween the
two princesses. (Aida’sidentity asaprincessof Ethiopiaisnot known.)

Amnerisisdetermined to solve the mystery and provethat her suspicionsaretrue.
She will unmercifully usecunning and guiletotrgpAidainto admitting her lovefor Redames.
At first, shefeignsaffection and friendship for Aida, pretending sympathy for thefatal
destiny of her people. Inresponse, Aidaexpresses her anxiety and deep concernfor the
fateof her father and countrymen. After Amnerisoffersher pity and assurancethat time—
andlove—will heal her wounds, themention of loveimmediately transformsAidafrom
sadnessto hope.

Assheproceedsto try to entrap Aida, Amneristellsher that Radames has been
killed in battle. Aida's despairing response persuades Amneris that she has indeed
uncovered thetruth. But then AmneristricksAidaand contradictsthe news, telling her thet
“Radamesvive’ (“Radameslives’). Aidanow respondswith an outburst of joy. Unwittingly,
Aidahasreveded her secret.

Amnerisexplodesand screamsat herrival: “ S, tul’ami. Mal’ amo anch’iointendi
tu?Sontuarivaefigliade Faraoni.” (“Yes, youlovehim. | lovehimtoo, doyou hear?l am
your riva, thedaughter of Pharaoh.”)

Inanamost ingtinctive defense, Aidaisabout to betray her identity asaprincessof
Ethiopia, but she prudently hestates, and begsAmnerisfor forgivenessand pity. Amneris,
now seething withjea ousy and revenge, eruptsin rage, shocked that her rival for Radames
isbut alowly dave. Shethen proceedsto malign and curseAida Then, withindignation,
shecondemnsAida: “Trema, vil schiaval” (“ Tremble, viledavel”) Amneris spassionsof
hatred and revenge have erupted and exploded. Aidabegsfor pity and mercy, redizing
that if sherevealsher lovefor Radames, her lifeisdoomed.
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Act |l - Scene 2: Entranceto the city of Thebes, before the temple of Ammon

TheTriumpha Sceneof Aida providesamagnificent spectaclethat portrayspomp,
splendor, glory, and the power of ancient Egypt and its Pharaohs. All Egypt hasgathered
to celebrate victory over the Ethiopiansand honor Radames and histroops.

Thechord hymn*“Gloriadl’ Egitto” (“Glory to Egypt”) accompaniesthe entrance of
Pharaoh, Amneris, theroyal court, and the priests. Troops arrive, accompanied by the
exhilarating Grand March. A ball et accompani es the presentation of treasuresfromthe
conquered Ethiopians, and then all exuberantly applaud thearrival of Radames, whois
duly praised by Pharaoh asthe savior of Egypt.

Grand March
Allegro maestoso 3
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Pharaoh sal utes Radames, and Amneris placesthe crown of victory upon hishead.
Pharaoh, in appreciation for Radames striumph, offershim any wish. Radamesresponds
with compassion and generosity, and asksthat the captive prisonersbebrought forward.

Among the prisonersisAida sfather, Amonasro, King of Ethiopia, but disguised as
an officer. At thesight of him Aidarushestowardshimwith acry of “My father!” and
embraceshim. Themultituderepliesin astonishment “ Her father!,” towhichAmnerisadds
the significant comment “In our power!” Aidaand Amonasro embrace, and hewhispersto
her that she must not betray histrueidentity.

Amonasro expresseshisfiercepride. Hefought valiantly, but hostilefate decreed his
defeat. With nobility, heexplainshishonor infighting for king and country: “Sel’ amor
dellapatriaédelitto, samrei tutti, sampronti amorir!” (“If theloveof country isacrime,
wearedl criminds, dl ready todie!”)

Hethentransformshisdefianceto apleafor pity, mercy, and clemency, appedingto
Pharaoh’ssympathy and understanding by explaining that their positions could have been
reversed. Pharaoh himsalf could have been stricken by fateand becomeaprisoner: “Ma
tu, Re, tusignore possente, acostorotti volgi clemente; oggi noi Sam percoss dal fato, ma
domanvoi potriail fato colpir.” (“ Today weare struck by fate, but tomorrow fate may
srikeyou.”)

Amonasro: “Matu, Re’
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But you, Pharaoh, you powerful lord,
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Ramphisand the priests oppose clemency for the Ethiopian prisonersand advise
Pharaoh to decree death to them. Radames, after casting loving glancesupon Aida, which
prompts Amneristo seethe with revenge, reminds Pharaoh of hispromise, and askslife
and liberty for the Ethiopians.

Ramphisreminds Pharaoh and Radamesthat the Ethiopiansare enemy warriors
withrevengeinther hearts. A pardonwould only embolden them and incitethemtoarms
again. Radames, believing that their warrior king Amonasrowaskilledin battle, argues
that without their |eader, no hoperemainsfor the vanquished. Ramphisoffersacompromise
and suggeststhat the prisonersbefreed, but that in exchange, Aidaand her father remain
ashogtages.

Pharaohyieldsto Ramphis'scounsel. To celebrate the renewed peace, he bestows
on Radameshisfind reward: thehand of hisdaughter Amnerisinmarriage. Both shal now
rule Egypt. The power of Pharaoh hasdoomed Radames sandAida’slove.

Amidthisgrandiose spectacle, theconflicting dilemmasof each of thecharactersare
placed clearly infocus. Amnerisgloats, jubilant that her dreamsto possessRadameshave
beenfulfilled, and confident that the daveAidacan no longer be her riva for Radames.
Aidaisindespair, fully realizing the hopel essness of her lovenow that Redameshasbeen
granted Amnerisand thethroneof Egypt. Radamesisconfused and bewildered. Amonasro
whisperstoAidato havefaith because Ethiopian revengeisimminent. A reprise of the
hymn*Gloriadl’ Egitto,” followed by the Grand March, concludesthe Triumphal Scene.

Act I11: Thebanks of the Nile

Actlll beginsinnear silence, itsmusic evoking serene Oriental imagery asmoonlight
descendsontheNile. The priestessesin thetempleof Isissing hymnsof joy to celebrate
theforthcoming royal wedding of Amnerisand Radames. Amnerisand the high priest
Ramphisarriveto pray at thetempleontheeve of her marriage.

Aidagppearsfor asecret rendezvouswith Radames. Whileshewaits shenostalgically
recallsher homeland: “O patriamia, mai piu, mai piuti rivedro” (O my country, | will
never, never seeyou again!”). Then sherecallsitsnatural beauty: “ O cieli azurri, o dolci
aurenative” (*Obeautiful blueskies, thenativesoft air.”)

Aida: “Ocieli azurri, o dolci aure native”

Andante mosso
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O ciei az - ur-riodol-cian - re na - fi - ve,
O beautiful blue skies, the native soft air,
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Aida sfather, Amonasro, appears. Hewarnshisdaughter thet her rival will destroy
her. Hethen tellsher that she can have her country, her throne, and Radamesaswell, if she
hel psthe Ethiopiansdefeet the Egyptians. Amonasro arousesAida spatriotism by invoking
their homeland, Ethiopia

Amonasro and Aida: “ Rivedrai |e foreste imbalsamate’

Allegro giusto
gro g e
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You will again see our balmy forests,

Amonasroisclever and manipulative. Hereminds Aidathat the Egyptian enemies
have humiliated their peopleby mercilesdy committing atrocitiesand horrors. They have
profaned their homes, temples, and atars, and ravished virgins. Heagain appealstoAida's
patriotism, advising her that the Ethiopian armiesareready to attack and will bevictorious,
but only if they know the route the Egyptian armiesplantofollow.

Aidainquires, somewhat disingenuoudly, “Whowill beableto discover it?Who?’
Amonasroreplies, “Youadone” Heremindsher that Radames, their general, will meet her
shortly, and he commandshisdaughter to securethat strategicinformation from Radames.

Aidabecomeshorrified, immediately realizing that in order to perform her patriotic
duty, shemust betray her lover. AidarefusesAmonasro’sdemands. In her despair and
conflict between lovefor Radamesand her duty to her country, shepleadsfor her father’s
pity and understanding. But Amonasroisrelentlessand respondsfurioudly, insisting that
without her help, Ethiopiawill bevanquished, and the Egyptianswill destroy their cities
and spread terror, death, and carnage.

HeremindsAidathat if shefailsto cooperate, shewill bear theguilt for Ethiopia's
destruction: “Because of you, your country dies.” Hethen explodesinarage, cursing his
daughter if shedoesnot help her people: “ You arenot my daughter. You areadaveof the
Pharaohg”

Amonasro hasterrorized Aida; her pleasfor mercy and understanding have become
futile. Although sheisappalled at the thought of betraying Radames, she must accedeto
her duty tofather and country. Aidard uctantly consents; shewill securethesecretinformation
from Radames.

Radamesappearsfor hisrendezvouswith Aida.

Radames:. “ Pur ti riveggo, mia dolce Aida”

Allegro giusto
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To see you again, my sweet Afida,
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Aidainitially spurns Radames, condemning him as the spouse of Amneris,
but Radames contradicts her and swears that his only love is Aida. When Aida
asks him how he expects to free himself from Amneris, Radames claims that if he
defeats the Ethiopians, Pharaoh will reward him. He will ask for Aida as his prize.
But Aidais more redlistic and pessimistic, and advises him that his dreams are in
vain. Amneris will not be spurned, and she will be relentless in her revenge.

Aidapersuades Radamesthat they must fleetogether and escape the vengeance of
Amnerisand thepriests. Sheseductively describestheblissful lifethey could sharetogether
inEthiopia

Aida: “Latraforeste vergini”

Andantino

La tra fo-re-ste ver- gi-ni, di fio - ri pro-fu - ma - e,
There..among the virgin forests and fragrant flowers,

When Radameshesitates, Aidarenounceshim, andtellshimtogoto Amneris. if he
will not fleewithAida, henolonger lovesher. Radamesrefusesviolently, but fearing hewill
loseAida, with impassi oned resol ution he capitul ates and decidesthat hewill flee Egypt
withher.

Aidaasks Radames by which road they can escape. Radames assures her that the
gorgesof Napatawill besafe until tomorrow; itisthen that the Egyptian armiesplanto
ambush the Ethiopiansat thegorges.

Upon hearing Radames divul ge his secret, Amonasro emergesfrom hiding and
announcesthat heisnot only Aidd sfather, but theking of the Ethiopianswhowas presumed
dead. Radamesisfrozenin shock, delirious, and horrified. Hefully realizesthat he has
unwittingly betrayed Egypt. Amonasro, now in possession of strategic military intelligence,
triumphantly announcesthat histroopswill beat the Napatagorges, and they will ambush
the Egyptians.

Aidatriesto cam Radames, assuring him that her loveismoreimportant than his
honor, but Radamesisinconsolable and delirioudy screamsthat he has been dishonored.

Amnerisand Ramphishad overheard Radames srevel ation asthey exited thetemple
and accusehim of treachery. Amonasrotriestokill Amneris, but Radamesintervenesand
detershim. Afterwards, Amonasroand Aidaflee.

Guards appear. Radames, gasping in confusion and disbelief, criesout, “1 am
dishonored,” and then surrendershimself to justiceand the priests.
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Act 1V - Scene 1: The judgment hall

Amnerisisoverwhelmed with anger, grief, remorse, and desperation. Shelaments
that her abhorredriva, Aida, hasescaped, but moreimportantly, shefearsthat her beloved
Radameswill be condemned to death by the priestsasatraitor. Amnerisisinflamed with
her lovefor Radames, and decidesthat if herenounces Aida, shewill use her power to
save him and persuade Pharaoh to grant him apardon. Confidently, Amneriscallsfor
Radamesto plead withhim.

Amneristriesto reason with Radames, but he hasreconciled himsdlf tohisguilt. He
indeed revedled avita secret, but hishonor remainspure, becausehistreasonousrevel aion
wasunwitting and unintentiona.

Radamesbelievesthat Aidaisdeed. Without her, hehasnointerestin salvation and
cravesdesth. But thenAmnerisreved sthetruth, telling himthat Aidalives. Itisher father
Amonasro who is dead. Amneris, awoman obsessed and possessed by her love for
Radames, pleadswith himto giveupAida; marriagetoAmneriswill savehislife. Shetells
him, “Ah! Youmust live! Yes, youwill livefor my love. | haveundergonedreadful anguish
inmy lovefor you. | loved you and suffered much.”

But Amneriscannot tear Radamesfrom hispassionfor Aida. Just likeAmneris's
passion for Radames, itisalovethat iseternal and unshakable. Radames' s obstinate
refusd sinflamethefrustrated and defested Amneris. Her initia dignity and restraint become
transformed into turbulent explosions of renewed jeal ousy and anger.

Radames, intransigent and oblivious of her passionate entrezties, isled off to his
tridl.

Offstage, the priestsread the charges against Radames, each charge echoed by
solemn timpani rolls and trumpet blasts. Radames revealed his country’s secrets
to the enemy, deserted his camp on the day before battle, and broke his faith in
country, king, and honor. Radames remains silent, and refuses to defend himself
against the charges. Finally, the priests pronounce Radames atraitor, and condemn
him to be entombed alive.

Listening outside, Amneriswailsin anguish with outcriesto the godsfor mercy.
Whenthepriestsappear, shefrantically confrontsthem and unleashesher bitterness, cursing
them asmercilessministersof death.

Findly, Amnerisdamnsthe priestswith ruthlessvengeance: “Empiarazzal Anatéma
suvoi! Lavendettadel ciel scenderd Anatémasuvoi!” (“Impious race! A curseonyou!
Let heaven'svengeancefall onyou! A curseonyou!”)
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Act IV - Scene 2: A split stage: the upper level the temple of Vulcan, the lower
level a subterranean crypt

Thefatal stoneisplaced on Radames stomb ashemournshisfate. He shall never
againseethelight of day or hisbeloved Aida.

Suddenly, Aidaappears, explaining that she has cometo die with her beloved
Radames. Together, they will riseto heaven, immortalizetheir love, and achieve eterna
bliss.

From thetempleof Vulcan above, the chants of the priestessesare heard: their fatal
hymn of death. Together, Aidaand Radamesinvoketheir farewell tolifeon earth. Their
dreamsof terrestrial joy have vanishedin grief, but happinessovercomesthem asthey
invoke heaven’spromiseof eternity for their souls.

Rardames and Aida: “ O terra addio”

Meno mosso A

3 uznl’;i N b ——— —x - P S I — ]
:@i—r; g ,ﬁﬂ 'L:k ugi -;h‘uE‘r - — Eu %ﬂtﬂ: E’
‘Q:Y T 0 14 - T

O terraad - di - o,addi - 0 val - le di  pian-1i,
Farewell earth, farewell valleys of tears,

Amneris, in mourning robes, appears before the stone which closes Radames's
crypt. Shepronounces her final wordsto her bel oved Radames: “ Pacet’ imploro, pace
t'imploro, pace, pace, pace!” (“1 pray for peacefor you, | pray for peacefor you, peace,
peace, peace!”)
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ACT I
Prelude: Aida’s theme
Andante mosso e
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Prelude: Priest’s theme
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SCENE 1: A Grand Hall in the Palace of Pharaoh in the ancient Egyptian city of
Memphis. The scene is dominated by large colonnades and statues of the gods;
in the background, the temples and palaces of Memphis and the pyramids.

Ramfis:
Si: correvoce chel’ Etiopeardiscasfidarci

ancora, edel Nilolavalle etebe minacciar.

Frabreve un messo recherail ver.

Radames:
Lasacralside consultasti?

Ramfis:
Ellahanomato dell’ Egiziefdangi il
condottier supremo.

Radames:
Ohlui felice!

Ramfis:
Giovane e prode & desso. Oradel Nume
recoi decreti a Re.

Radames:

Sequel guerrieriofossi!

Seil mio sogno s avverasse!

Un esercito di prodi dameguidato

(Radames converses with Ramphis, the
High Priest)

Ramphis:

Yes, thereisareport that the Ethiopians
daredefy us, and threaten the Nilevalley
and Thebes. Soonamessenger will bring news.

Radames:
Didyou consult the sacred Isis?

Ramphis:
She has named the supreme leader of the
Egyptiantroops.

Radames:
Oh! What afortunate man!

Ramphis:
Heisyoung and brave. Now | goto the
Pharaoh to convey the decrees of the goddess.

(Ramphis exits)

Radames:

If | could be chosen that warrior,
my dream would befulfilled:
aproud army led to victory by me,
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elavittoria... eil plauso di Menfi tuttal
E ate, miadolceAida, tornar di lauri cinto,
dirti: per teho pugnato,

per tehovinto!

Andantino

and the applause of all Memphis.
Andtoreturntoyou, my gentleAida,
crowned with laurels, to tell you that | have
fought and been victoriousfor you!

i

T
T
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CelesteAida, formadivina.
Mistico serto di luceefior,

del mio pensierotu sei regina,
tudi miavitasei lo splendor.

I tuobel cielovorrei ridarti,
ledolci brezzedel patriasuol;
unregal sertasul crin posarti,
ergerti untronovicinoa sol, ah!

CelesteAida, formadivina,
Misticoraggiodi luceefior.....

Allegro assai moderato

ste Ai - da,

Heavenly Aida, divinely beautiful.
Mystical vision of flower and sunlight,
youreign over my thoughts;

you arethe splendor of my life.

| would restoreyou to your bright skies,
and the soft breezes of your native soil;
| would place aregal crown onyou,
raise athrone for you near the sun, ah!

Heavenly Aida, divinely beautiful.
Mystical vision of flower and sunlight...

(Amneris enters)
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Amneris:

Qualeinsolitagioianel tuo sguardo!

Di qualenobil fierezzati balenail volto!
Degnad'invidia, quanto sarialadonnail cui
bramato aspettotantalucedi gaudiointe
destasse!

Radames:

D’un sogno avventuroso si beavail mio
cuore.

Oggi, laDivaproferseil nomedel guerrier
cheal campo le schiereegizie condurra.
Ah! siofossi atal onor prescelto.

Amneris:

What unusual joy inyour glance!

What noble pride glowsin your face!
Would | bethe woman for whoselove you
areyearning, and has awakened you to
light and happiness!

Radames:

| had an adventurous dream that was
stirring my heart.

Today, the goddesswill declarethe name
of thewarrior who shall lead the Egyptians.
Ah! If | was selected for such an honor.
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Amneris:

Neun altro sogno mai piu gentil, piti soave,
al coreti parlo?

Non hai tuin Menfi desideri...speranze?

Radames:

lo! (Qualeinchiestal)

(Forse !’ arcano amore scopri che m'’ arde
in coredellatuaschiavail nomemi lesse
nel pensier!)

Amneris:
(Oh guai! Seun altro amore ardesse alui
nel corel)

Radames:
(Dellasuaschiavail nomemi lesse nel
pensier!)

Amneris:
(Guai seil mio sguardo penetraquesto fatal
mister!)

Radames:
(Forsemi lesse nel pensier!)

Radames:
Dessal

Amneris:
(Ei s turba... equale sguardorivolsealei!
Aidal... amerivaleforse saria costei ?)

Vieni, o diletta, appresati,

schiavanon sei neancella, qui, dovein
dolcefascinoioti chiamai sorella.
Piangi?Delletuelacrimesvelail segretoa
me.

Aida:
Ohime! di guerrafremerel’ atrocegridoio
sento. Per I infelicepatria, per meper voi pavento.

Amneris:
Favelliil ver?

Amneris:

Isthere another dream, more gentle, more
sweet, speaking inyour heart?

Haveyou dreamsand hopesin Memphis?

Radames:

I' (What aquestion!)

(Perhaps she has discovered the secret
lovein my heart, and readsthat her slave's
nameisin my thoughts!)

Amneris:
(Oh! Woeif another loveburnsinhis
heart!)

Radames:
(Does sheread her dave’'snamein my
thoughts?)

Amneris.
(Woe, if my could penetratethisfatal
mystery!)

Radames:
(Perhaps she reads my thoughts!)

(Aida enters)
Radames:
Itisher!

Amneris:

(Heismoved...and what alook he gives
her! Aida! I1sshemy rival for him?)
(turning to Aida)

Come, dearest friend, come near to me,

I nolonger call you slave; herewith gentle
affection| call you my sister.

You weep? Tell me the secret behind your
tears.

Aida:
Alas! | hear the atrocious shouts of vicious
battle. | tremblefor my unhappy homeland.

Amneris:
Do you speak the truth?
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N’e s agitapiu grave curain te?
(Trema, o reaschiaval)

Radames:

(Nel voltoalei balena.)

Allegro agitato e presto
#

Thereisnothing more grave in your heart?
(Tremble, damned slave!)

Radames: (looking at Aida)
(Thereisaspark in her.)

| I T )

Amneris:
(Ah! Trema, reaschiave, tremal)

Radames:
(Lo sdegno ed il sospetto)

Amneris:
(Ch'ionel tuo cor discendal)

Radames:
(Guai sel’arcano affetto anoi leggessein
corel)

Amneris:
(Tremacheil ver m’' apprendaquel pianto e
quel rossor!)

Radames:
(Guai seleggessein cor!)

Aida:

(Ah! no, sullamiapatria

non gemeil cor soltanto;
quelloch’ioverso epianto di sventurato
amor!)

Radames:

(Nel voltoalei balenalo sdegnoedil
Sospetto.

Gual sel’arcano affetto anoi leggessein
corl)

Amneris:
Ah! Tremble, damned slave, tremblel)

Radames:
(Thereisdisdain and suspicion.)

Amneris:
(That | might arouse your heart!)

Radames:
(Woe if she reads the secret love we have
inour hearts!)

Amneris:
(Tremblethat | may know thetruth of your
tearsand your blushing!

Radames:
(Woe if she reads our hearts!)

Aida:

(Ah! No, inmy heart | grieve not for my
country;

those tears that pour from me are tears of
unfortunate love!)

Radames:

(Inher look she hasdisdain and dark
suspicion.

Woe if shereads the secret lovethat is
inour hearts!)
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Amneris:

(Reaschiava, tremal

Ch'ionel tuo cor discendal

Ah! tremacheil ver m’ apprenda
quel pianto equel rossor!)

Amneris:

(Damned dlave, tremble!

Could | bethe oneyour heart despises!
Ah! Tremblethat | may know the truth of
your tearsand your blushing!)

The Pharaoh enters, preceded by his guards, and followed by Ramphis, Ministers,
Priests, Captains and Officers..

Il Re:

AltacagionV’ aduna, ofidi Egizi,

al vostro Red’intorno.

Dai confind’ Etiopiaun Messaggero
dianzi giungea.

Gravi novellee reca.

Vi piacciaudirlo.

Il Messagger s avanzi!

M essagger o:

Il sacro suolo dell’ Egitto einvaso

dai barbari Etiopi.

I nostri campi fu devastati...
arselemess... ebaldi dellafacil vittoria,
i predatori giamarciano su Tebe!

Radames, || Re, Ramfis, Sacerdoti,
Ministri, Capitani:
Ed osan tanto!

M essagger o:
Unguerrieroindomabile, feroce,
li conduce, Amonasro.

Radames, || Re, Ramfis, Sacerdoti,
Ministri, Capitani:
Il Re!

Aida:
(Mio padrel)

M essagger o:

GiaTebeeinarmi edalle cento porte
sul barbaro invasore prorompera, guerra
recando e morte.

Phar aoh:

A great cause summonsyou around your
Pharaoh, faithful Egyptians.

A Messenger hasarrived from theinterior
of Ethiopia

Hebrings grave news.

Please hear him.

Let the Messenger come forward!

M essenger:.

The sacred soil of Egypt has been invaded

by the barbarous Ethiopians.

Our fields are devastated...

the cropsburned...and emboldened by their
easy victory, the predators march on Thebes.

Radames, Pharaoh, Ramphis, Priests,
Ministers, Captains:
They dare such!

M essenger ;
Anindomitableand ferociouswarrior |eads
them: Amonasro.

Radames, Pharaoh, Ramphis, Priests,
Ministers, Captains:
TheKing!

Aida:
(My father!)

M essenger :

Thebesisalready armed, attacked by the
barbariansfrom ahundred gates, al
shouting war and death.
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Il Re:
Si: guerraemorteil nostrogridosial

Ramfis:
Guerral

Radames, |l Re, Ramfis, Sacerdoti,
Ministri, Capitani:
Guerral Guerral Tremenda! inesoratal

Il Re:

|sideveneratadi nostre schiereinvite
giadesignavail condottier supremo:
Radames!

Aida. Amneris, Ministri, Capitani:
Radames!

Radames:
Ah! Sien grazieaNumi!
Son paghi i voti miei!

Amneris:

(Ei duce!)

Aida:
(lotrema!)

Ministri, Capitani:
Radames! Radames! Radames! Radames!

Il Re:
Or di Vulcano a tempio muovi, 0 guerrier;
lesacrearmi ti cingi eallavittoriavola.

Phar aoh:
Let war and death be our cry!

Ramphis:
War!

Radames, Pharaoh, Ramphis, Priests,
Ministers, Captains:
War! War! Tremendous! Inexorable!

Pharaoh: (Addressing Radames)
Venerated |sishasaready designated the
supremeleader of our armies:

Radames!

Aida, Amneris, Ministers, Captains:
Radames!

Radames:
Ah! Thanksto the gods!
| have been rewarded for my prayers!

Amneris:
He leads us!

Aida:
(I tremble!)

Ministers, Captains:
Radames! Radames! Radames! Radames!

Phar aoh:

Now warrior, go to the temple of Vulcan,
and receive the sacred arms and blessings
of victory.

Su! del Niloal sacrolido
accorrete, Egizi eroi,

da’ ogni cor prorompail grido:
guerraemorte, morteallo stranier!

li - do,

Arise! From the sacred shores of the Nile,
hurry, heroic Egyptians,

from every heart givethecry:

war and dezath to the foreigner!
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Ramfis:

Gloriaai Numi! Ognun rammenti

ch’essi reggono gli eventi,

chein poter de’ Numi solo stanle sorti del
guerrier.

Ministri, Capitani:

Su! del Nilod sacrolido
sianbarrierai nostri petti;

non echeggi che un sol grido:
guerra, guerraemorte alo stranier!

Il Re:

Su! su! del Nilod sacrolido
accorrete, Egizi eroi;

daogni cor prorompaun grido:
Guerraemorteallo stranier!

Aida:

(Per chi piango? Per chi prego?

Qual poter m’avvincealui!

Deggio amarlo ed & costui un nemico, uno
stranier!)

Radames:

Sacrofremito di gloriatuttal’ anima
m’'investe.

Su! corriamo dlavittorial
Guerraemorteallo stranier!

Amneris:

Di miamanricevi, o duce,
il vessilloglorioso;

ti saguida, ti sialuce
dellagloriasul sentier.

Il Re:
Su! del Niloal sacrolido..........

Ramfis, Sacerdoti:
Gloriaai Numi! Ognunrammenti....

Ministri, Capitani:
Su! del Niloal sacrolido........

Radames e M essagger o:
Su! corriamo, su!

Ramphis:

Glory tothegods. All remember that

they rule events,

that in the power of the gods rests the fate
of thewarrior.

Ministers, Captains:

Arisel From the sacred shores of the Nile,
our breastswill beabarrier.

Let there be but one cry:

war, war, and death to the foreigner!

Phar aoh:

Arisel From the sacred shores of the Nile,
hurry, heroic Egyptians,

from every heart givethecry:

war and death to the foreigner!

Aida:

(For whomdo | weep! For whomdo | pray!
What isthe power that binds meto him!

I must love him and yet heisan enemy, an
dient)

Radames:

Sacred stirrings of glory haveinvested my
soul.

Arise!l Let'srushtovictory!

War and death to the foreigner!

Amneris: (to Radames)

Receivefrom me, o leader,

theglorious standard;

itwill guideyou, and bealight onyour path
toglory.

Phar aoh:
Arise! From the sacred shores of the Nile..

Ramphis, Priests:
Glory tothegods! All remember.....

Ministers, Captains:
Arise! From the sacred shores of the Nile..

Radames, Messenger:
Arise! Werushto victory!
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Amneris:
Ti slaguida, ti sialucedellagloriasul
Sentier.

Aida:
(Per chi piango? Per chi prego?)

Il Re e Ramfis:
Guerral

Sacerdoti, Ministri, Capitani:
Guerral Guerral Guerral

Aida:
(Deggiaamarlo, eveggoin lui un nemico,
uno stranier!)

Tutti Gli Altri:
Guerral Guerral Stermino all’ invasor!

Amneris:
Ritornavincitor!

Amneris:
That thismay guideyou and light your path
toglory.

Aida:
(For whomdo | weep! For whomdo | pray?)

Pharaoh and Ramphis:
War!

Priests, Ministers, Captains:
War! War! War!

Aida:
(I must love him, and heisan enemy, an
aien!)

All:
War! War! Exterminate the invader!

Amneris. (to Radames)
Returnvictorious!

RADAMES, PHARAOH, PRIESTS
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Ri - tor - navin-ci-tor!

Tutti:
Ritornavincitor!

Aida:

Ritornavincitor!

E dal miolabbro usci I'empiaparolal
Vincitor del padremio...

di lui cheimpugnal’ armi per me...

per ridonarmi unapatria, unareggia,

eil nomeil lustreche qui celar m'eéforzal

Ri-tor - navin - ci- tor!

All:
Return victorious!

(All leave. Aida is alone)

Aida:

Returnvictorious!
And from my lipsthoseimpiouswords!
Victory for my father......

who has waged war for me....

to return meto my country, my realm,
and my lineagethat | am forced to conceal.
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Vincitor de’ miei fratelli... ond’'iolovegga,
tinto del sangue amato, trionfar nel plauso
dell’ Egiziecoorti!

Edietroil carro, un Re... mio padre... di
cateneawvvinto!

L'insanaparola, o Numi, sperdete!
al senod'un padrelafigliarendete;
struggetele squadre, dei nostri oppressor!

Ah! sventuratal Chediss?

EI’amor mio?

Dunque scordar poss'io questo fervido
amore che, oppressa e schiava, come
raggiodi sol qui mi beava?

Imprecherd la morte a Radames...
alui ch’amo pur tanto?

Ah! Nonfuinterramai dapiu crudeli
angosce un core affranto!

| sacri nomi di padre d’ amante,

né proferir poss'io, néricordar.

Per I’un... per I"dtro... confusa, tremante,
iopiangerevorrei, vorrel pregar.
Malamiaprecein bestemmias muta...
delitto il pianto ame, colpail sospir.
In notte cupalamente € perduta...
enell’ansiacrudel vorrel morir.

Numi, pietadel mio soffrir!

Spemenon Vv’ hapel miodolor.

Amor fatal, tremendo amor

spezzami il cor, fammi morir!

Numi, pietadel mio soffrir!

Victory for my brothers...who | see soiled
inloving blood, defeated by the Egyptian
armies!

And behind the chariot, theking, my father,
boundinchaing!

Theinsanewords, 0 gods, forget them!
Atasignfrom my father, hisdaughter
returns, the squadrons of our oppressors
destroyed!

Ah! Unhappy one! What did | say?
And my love?

How can | forget that fervid love that
oppresses and enslaves me, like aray of
sun that blesses me?

Shall | pray for the death of Radames...
whom | love so much?

Ah! There was never on earth amore
cruel anguish and such abroken heart!

Sacred godsof my loving father,

| cannot utter, nor remember.

For one..for the other..confused, trembling.
| want to weep, | want to pray.

But my prayersare blasphemy...

my tearsacrime, my sighsawrong.
Inthedensenight, my mindislost...
andinthiscruel anxiety | wanttodie.
Gods, mercy on my suffering!
Thereisno hopeinmy pain.

Fatal love, powerful love

breaks my heart. | want to die!

Gods! Have mercy on my suffering!

Cantabile
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ACT I: SCENE 2

Interior of the sacred Temple of Vulcan at Memphis. There is an altar, statues of
deities, emblems, and tripods with incense burning.

Audante con moto

-,-'__—r\m_

y

T -,
‘m’, ‘[ L»—bp_'_'_rp—ﬁii‘l{%::

i A—‘—%J—/—V—'—l——‘-é ]

sen - te, possen - e Fiha,

Sacerdotesse. Sacerdoti, Ramfis:
Possente, possente Ftha, del mondo
Spirito animator, ah!

Noi t'invochiamo!

Tuchedal nullahai tratto

L'onde, laterra, il cidl.

Noi t'invochiamo!

Immenso, immenso Ftha,

del mondo spirito fecondator, ah!

Noi t'invochiamo!

Numechedé tuo spirito sai figlioegenitor,
Noi t'invochiamo!

Fuoco increato, eterno.
Ondeebbeluceil sol, ah!

Noi t'invochiamo!

Vitadell’ universo, mito d’ eterno amor,
Noi t'invochiam!

Immenso Ftha!

Noi t' invochiam!

Priestesses, Priests, Ramphis:
All-powerful, al-powerful Phtha,
animating spirit of theworld, ah!
Weinvokeyou!

You who have created the waves,
theland, the heavens.
Weinvokeyou!

All-powerful Phtha

Spirit that created theworld. Ah!
Weinvokeyou!

God whose spirit isboth son and father,
weinvokeyou!

Creator of fire, from which the sun hasits
light, Ah!

Weinvokeyou!

Lifeof theuniverse, gift of eternal love,
weinvokeyou!

All-powerful Phtha!

Weinvokeyou!

Sacred dance of the Priestesses. Radames enters, unarmed, and approaches the
altar where the Priestesses place a silver veil on his head.

Sacer dotesse:
Immenso Ftha!

Ramfis, Sacerdoti:
Noi t'invochiam!

Ramfis:
Mortal, diletto ai Numi, atefidate
son d’ Egittolesorti.

Priestesses:
All-powerful Phtha!

Ramphis, Priests:
Weinvokeyou!

Ramphis: (to Radames)
Mortal, beloved of the gods, to you thefate
of Egypt iscommitted.
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Il sacro brando dal Dio temprato, per tua
man diventi.
Ai nemici terror, folgore, morte.

Sacerdoti:
Il sacro brando dal Dio temprato......

Ramfis:
... folgore, morte,

Nume, custodeevindice,
di questa sacraterra. Lamano tuadistendi
sovral’Egiziosuol.

Radames:

Nume, che duce ed arbitro sei d’ ogni
umanaguerra, proteggi tu, difendi d’ Egitto
il sacro suol.

Sacerdoti, Ramfis:
Nume, custode evindice........

Radames:
Proteggi tu, difendi d’ Egittoil sacro sual.

Sacer dotesse:
Possente Ftha,

Del mondo creator, ah!
Possente Ftha,

Spirito animator,
Spirito fecondator,
Immenso Ftha!

Radames:
Possente Fthal

The sacred sword, tempered by god, will
riseinyour hand.
Strike the enemy with terror and death.

Priests:
The sacred sword, tempered by god.....

Ramphis:

...strike death.

(turns to the statue of the god)

God, leader and judge,

from this sacred land you have spread your
hand over Egyptian soil.

Radames:

God, whoisleader and judge of every
human war, protect and defend sacred
Egyptian soil.

Priests, Ramphis::
God, leader and judge.........

Radames:
Protect and defend sacred Egyptian soil.

(While Radames is being vested with the
consecrated armor, the Priests and
Priestesses resume the religious hymn
and mystic dance.)

Priestesses:
All-powerful Phthal
Creator of theworld, ah!
All-powerful Phtha!
Animating spirit,
Progenitor spirit,
All-powerful Phthal

Radames:
All-powerful Phtha!
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ACT II: SCENE 1

Amneris's apartments. Amneris is surrounded by female dlaves who adorn her for
the triumphal celebration, and Moorish slave boys dance.

Schiave:

Chi mai fragl’inni ei plausi
ergedlagloriail vol.

Al par d'unDioterribile,
fulgentea par del sol!
Vieni: sul crinti piovano
contesti a lauri i fior:
Suonindi gloriai cantici

coi cantici d’amor.

Cantabile

Slave Girls:

Who raisesyour wishesto glory with
hymnsand praise.

Equal toaterrible,

resplendent asthe sun!

Come: onyour tressesrain
laurelsand flowers.

Sing thesongs of glory

with the songs of love.
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Ah! Vie -

ni, vieni, amor mio m'ineb - ria,

Ah! Come, come my love, intoxicate me,

Amneris:
(Ah! Vieni, vieneamor mio, m’'inebria,
fammi beatoil cor!)

Schiave:

Or dove son le barbare
ordedello stranier?
Siccome nebbiasparvero
al soffio del guerrier.
Vieni: di gloriail premio
Raccogli, ovincitor;

T arriselavittoria,

T’ arrideral’ amor.

Amneris:
(Ah! Vieni, vieni amor mio, ravvivami
d'un caro accento ancor!)

Schiave::

Vieni; sul crinti piovano
contesti ai lauri i fior.
Suonindi gloriai cantici
coi cantici d’ amor.

Amneris:
(Ah! Come, my love, intoxicate me,
make my heart beat!)

Slave Girls:

Now where are those barbarian
hordes of foreigners?

They scatter likethe mist

at the breath of the warrior.
Come o conqueror and gather
thereward of glory.

Victory smiled uponyou,
lovewill smileuponyou.

Amneris:
(Ah! Come, my love, reviveme
againwith the sweet sound of your voice!)

Slave Girls:

Come; on your tressesrain
laurelsand flowers.

Sing the songsof glory
with the songs of love.
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Amneris:
(Ah! Vieni, vieni amor mio, m'inebria,
fammi beatoil cor!)

Silenzio! Aidaversonoi s avanza.
Figliade vinti, il suodolor m’esacro.

Nel rivederla, il dubbio atrocein mesi
desta...
Il misterofatal si squarci afine!

Fulasortedell’ armi atuoi funesta,
PoveraAida! Il lutto cheti pesasul cor
tecodivido.

loson|’amicatua...tutto dametu avrai...
Vivrai felicel

Aida:

Feliceesser poss'io lungi dal suol natio, qui
doveignotam’ e lasortedel padre e dei
fratelli?

Amneris:

Benti compagno! Pure hanno un confine
I mali di quaggiu.

Sanerail tempo leangoscedel tuo core,
epiucheil tempo, un Dio possente.. amore!

Aida:

(Amore, amore!

Gaudio, tormento, soave ebbrezza, ansia
crudel!

Ne€' tuoi dolori lavitaio sento, untuo
sorrisomi schiudeil ciel.)

Amneris:

(Ah, quel pallore... quel turbamento
svelan |’ arcanafebbre d amor.
D’interrogarlaquasi ho sgomento,
divido!’ansiedel suoterror)

Amneris:
(Ah! Come, my love, intoxicate me,
Make my heart beat!)

Silence! Aidaapproachesus.
Daughter of the vanquished, her grief is
sacred to me.

(At a sign from Amneris, all withdraw.)

When | see her again, fearful doubt is
awakened in me!
Let thefatal mystery at last be revealed!

(to Aida, with feigned affection)
Thefate of war was deadly to your people.
Poor Aidal | sharewith youtheburdenin
your heart.

I amyour friend. | will giveyou everything
and youwill live happily!

Aida:

Can| be happy far frommy homeland,
here where the fate of my father and
brothersisunknown to me?

Amneris:

| have compassion for you. | share your
grief butitwill end.

Timewill heal theanguishinyour heart,
and morethantime, apowerful god....love!

Aida:

(Love, love!

Tormented joy, gentle sorrow, cruel
anxiety!

| feel lifeinyour compassion, your smile
opensheaven.)

Amneris: (looking fixedly at Aida)
(Ah! That pallor...that torment revealsthe
mysterious secret of feverishlove.

I'll question her and pretend to sharethe
anxiety of her torment)

(to Aida)
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Ebben: qual nuovo fremitot' assai gentil
Aida?

| tuoi segreti svelami,

all’amor miot’ affida

Trai forti che pugnarono
dellatuapatriaadanno.

Qualcuno... un dolce affanno

forse... atein cor desto?

Aida:
Cheparli?

Amneris:
A tutti barbaranon si mostro lasortesein
campoil duceimpavido caddetrafittoamorte.

Aida:
Chemai dicesti! Miseral

Amneris:
Si... Radames da’tuoi fu spento...

Aida:
Miseral

Amneris:
E pianger puoi?

Aida:
Per sempreio piangerd!

Amneris:
Gli Dei t"han vendicata.

Aida:
Avversi sempreamefuroi Numi.

Amneris:
Tremal Incor ti lessi...
Tul’ami...

Aida:
lo!

Amneris:
Non mentire!

Well: what new fears assault you, gentle
Aida?

Unveil your secrets, and confidein me
about love.

Among those brave men who fought so
valiantly for your country, isthere someone
for whom sorrow has been awakened on
your heart?

Aida:
What did you say?

Amneris:
Thefates are not so kind if abrave leader
fallsto his death on the battlefield.

Aida:
What did you say? Misery!

Amneris:
Yes...Radameswaskilled....

Aida:
Misery!

Amneris:
And you weep?

Aida:
| will alwaysweep!

Amneris:
The gods have been avenging.

Aida:
Thefuror of the godswas alwaysagaingt me.

Amneris:
Tremble! | read the secret in your heart...
Youlovehim....

Aida:
I

Amneris:
Don'tlie!
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Un detto ancoraeil vero sapro.
Fissami involto...iot'ingannava...
Radamesvive!

Aida:
Vivel Ah, grazie, o Numi!

Amneris.
E ancor mentir tu speri?
Si, tul’ami! Mal’amoanch’io,

intendi tu? Sontuarivale, figliadel Faraoni.

Aida:
Miarivalel
Ebben siapure... Anch'iosonta..............

Ah! Chedissi mai?Pieta, perdono! Ah!

Pietati prendadel miodolor.
Evero,iol’amo d’' immenso amor.
Tusei felice, tu sel possente,
iovivo solo per questo amor!

Amneris:

Trema, vil schiaval Spezzail tuo core;
Segnar tuamorte pud quest’ amore;
Del tuo destino arbitrasono,

D’ odio evendettalefuriehoin cor.

Aida:

Tusel felice, tu sei possente.
lovivo solo per questo amor!
Pietati prendadel mio dolor!

Amneris:

Trema, vil schiaval Spezzail tuo core.
Del tuo destino arbitrasono.

D’ odio evendettalefuriehoin cor.

Coro:

Su! Del Niloal sacrolido
sienbarrierai nostri petti;
non echeggi cheun sol grido:
guerraemorteallo stranier!

Onemoreword and | will know thetruth.
Look at mefirmly...I have deceived you..
Radameslives!

Aida:
Helives! Ah, thanksto the gods!

Amneris:

Andyou till lietome?

Yes. Youlovehim! But | love himtoo.
Doyou understand?| amyour rival, a
daughter of the Pharaohs.

Aida:
Mi rival!
Sobeit. lamaso a.....ceeuveveneeee.

(restraining herself)
Ah! What did | say? Mercy, pardon! Ah!

Have mercy on my grief.
Itistrue, | lovehimimmensely.
You are happy, you are powerful,
I liveonly for that love!

Amneris:

Tremble, vileslave! Be heartbroken.
Thisloveshall signal your death.

| judgeyour destiny.

| have vengeance and hate in my heart.

Aida:

You are happy, you are powerful.
| liveonly for that love!

Have mercy on my grief!

Amneris:

Tremble, viledave! Be heartbroken.

| am thejudge of your destiny.

| have hate and vengeance in my heart.

Chorus: (from outside)

Arisel From the sacred shores of the Nile,
our breastswill beabarrier.

L et there be but one cry:

war and dezath to the foreigner!
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Amneris:
Allapompaches appresta,
Meco, o schiava, assisterai;
Tu prostratanellapovere,
lo sul trono, accanto a Re.

Aida:

Ah pietal Che pitmi resta?

Un deserto élamiavita;

Vivaeregna, il tuo furoreiotrabreve
plachero.

Quest’ amorechet’irritanellatombaio

spegnero.

Amneris:
Vien, mi segui, apprenderai
selottar tu puoi con me.

Aida:

Ah! pietal

Quest’ amor nellatombaio spegnero.
Pietdl pietdl

Coro:
Guerraemorteallo stranier!

Amneris:
... eapprenderai selottar tu puoi con me.

Coro:
Guerraemorteallo stranier!

Aida:

Numi, pietadel mio martir,
spemenon Vv’ hapel mio dolor!
Numi, pietadel mio soffrir!
Numi, pieta, pieta, pietal

Amneris:

The pomp of celebration approaches.
Comewith meslave, and assist me.
Prostrate yourself on the dust.

| will be onthethrone, next to the Pharaoh.

Aida:

Ah mercy! What more remains for me?
My lifeisadesert;.

lifeand reign, but your fury will soon be
appeased.

Thislovethat irritatesyou will be
extinguished inthetomb.

Amneris:
Come, follow me, youwill learnto struggle
withme.

Aida:

Ah! Mercy!

Thislovewill be extinguished in thetomb.
Mercy! Mercy!

Chorus:
War and death to the foreigner!

Amneris:
...and youwill learn you cannot fight me.

Chorus:
War and death to the foreigner!
(Amneris exits)

Aida:

Gods, havemercy on my suffering,
| have no hope from my sadness!
Gods, mercy on my suffering!
Gods, mercy, mercy, mercy!
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ACT Il: SCENE 2

The entrance gates of the city of Thebes, before the temple of Ammon

Popolo:

Gloriaall’ Egitto, ad Iside cheil sacro suol
protegge!

Al Recheil Deltareggeinni festosi
dziam!

Gloria Glorial Glorial Gloriaa Re!

Donne;

S'intrecci il lotoa lauro sul crindei
vincitori!

Nembo gentil di fiori

stendasull’ armi unvel.

Danziam, fanciulleegizie,

lemistiche carole, comed’intorno a sole
Danzanogli astri inciel!

Ramfis, Sacerdoti:
Dellavittoriaagl’ arbitri supremi il guardo
ergete;

grazie agli Dei rendete nel fortunato di.

Popolo:

Comed'intorno a soledanzano gli astri in
ciel!

Inni festos alziamal Re.

Ramfis, Sacerdoti:
Grazieagli Dei rendete nel fortunato di.

People:

Glory to Egypt, and to Isiswho protects

our sacred soil!

We raise hymns of praise to the Pharaoh
who rulesthe Deltal

Glory! Glory! Glory! Glory tothe Pharaoh!

Women:

Weave the lotus and the laurel for the
crown of thevictors!

A gentle shower of flowers!

Spread aveil onthearmies.

We dance, Egyptian daughters,

the mystic dance like the stars of heaven
around the sun!

Ramphis, Priests:

The supremejudgesraisetheir eyesto the
victory.

Render thanksto the gods on thisfortunate
day.

People:

Like the stars of heaven that dance around
the sun!

We raise hymns of praiseto the Pharaoh..

Ramphis, Priests:
Render thanksto the gods on thisfortunate
day.

The Egyptian troops file before the Pharaoh in chariots bearing their ensigns, sacred
vases and statues of the gods. Dancing girls carry the treasures of the vanquished,
and lastly, Radames appears, supported under a canopy borne by Officers.

Grand March

Allegro maestoso

0O — p——r—

) —e



OPERA CLASSICS LIBRARY

Page 62

Popolo:

Vieni, oguerrierovindice,

Vieni agioir con noi; sul passo degli eroi
| lauri, i fior versiam!

Gloriad guerrier, glorial

Gloriaadl’ Egitto, glorial

Ramfis, Sacerdoti:
Adgli arbitri supremi il guardo ergete;
Grazieagli Dei rendete nel fortunato di.

Il Re:

Salvator dellapatriaioti saluto.

Vieni, emiafigliadi suamanti porgail
sertotrionfale.

Ora, ame chiedi quanto piu brami.
Nullaatenegato saraintal di; logiuro
per lacoronamia, pei sacri Numi.

Radames:
Concedi inpriacheinnanzi atesientratti
i prigionier.

People:

Come, ovictoriouswarrior,

come and share our joy. In the path of the
heroeswe shed flowers and laurel s!
Glory tothewarrior, glory!

Glory to Egypt, glory!

Ramphis, Priests:

The supremejudgesraisetheir eyesto the
victory. Render thanksto the godson this
fortunate day.

(Pharaoh descends from the throne to
embrace Radames)

Phar aoh:

Savior of our country, | saluteyou.
Come, and my daughter will placethe
triumphal crown onyou.

(Radames kneels before Amneris who
places the crown on him)

Now, ask of meyour wish.

Nothing will bedenied you; | swear it by
my crown and the sacred gods.

Radames:
First concedeto let the prisoners come
forth beforeyou.

The Ethiopian prisoners are brought forward by Guards.
The last to appear is Amonasro, dressed as an Officer.

Ramfis, Sacerdoti:
Grazieagli Dei rendete
nel fortunato di.

Aida:
Cheveggo!... Egli!... Mio padre!

Tutti:
Suo padre!

Amneris:
In poter nostro!

Ramphis, Priests:
Render thanksto the gods on thisfortunate
day.

Aida:
What do | see! Him! My father!

All:
Her father!

Amneris:
In our power!
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Aida:
Tu! Prigionier!

Amonasro:
Non mi tradir!

Il Re:
T appressa...
Dunquetu sai”?...

Amonasro:

Suo padre. Anch’io pugnai...

vinti noi fummo, morteinvan cercai.
Quest’assisach’iovestovi dica

cheil mio Re, lamiapatriaho difeso;

fulasorte anostr’ armi nemica.
Tornovano dei forti | ardir.

Al miopienellapolvedisteso
giacqueil Redapiu colpi trafitto.
Sel’amor dellapatriae delitto
siamrei tutti, siam pronti amorir!

Aida: (embracing her father)
You! A prisoner!

Amonasro: (whispering to Aida)
Don’t betray me!

Pharaoh: (to Amonasro)
Come nearer...
Who areyou?

Amonasro:

Her father. | also fought....

| was defeated, | yearned for death in vain.
Thisuniform | wear may tell you

that | defended my country for my king;
victory wasthe destiny of our enemy armies.
The courage of the bravewasin vain.

At my feet inthe dust lay my king, pained
by many wounds,

If thelove of country isacrime,

weareal criminals, al ready to die!

Moderato e T T

Ma tu, Re,

Matu, Re, tu signore possente,

A costoroti volgi clemente;

Oggi noi siam percossi dal fato,
madoman voi potriail fato colpir.

Aida:
Matu, Re, tu signore possente,
acostoroti volgi clemente.

Schiave, Prigionieri:

Si, dai Numi percossi noi siamo,
tuapieta, tuaclemenzaimploriamo.
Ah! Giammai di soffrir vi Sadato
cio chein oggi n’ & dato soffrir!

si -gno - repes - sen-e

But you, Pharaoh, you powerful lord,
be merciful to these men.

Today we are struck by fate,

but tomorrow fate may strikeyou.

Aida:
But you, Pharaoh, you powerful lord,
be merciful to these men.

Slaves, Prisoners:

Yes, we were struck by the gods.
Weimploreyour pity and mercy.
Ah! May you never haveto suffer
the way we have had to suffer!
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Amonasro:
Ah! Doman voi potriail fato colpir.

Ramfis, Sacerdoti:

Struggi, o Re, queste ciurmeferoci,
chiudi il corealleperfidevoci;
fudai Numi votati allamorte.

Or de’ Numi si compiail voler!

Aida. Schiave, Prigionieri:
Pietal

Aida:

Matu, o Re, signor possente,
acostoroti volgi clemente;

0ggi noi siam percossi ddl fato,
madoman voi potriail fato colpir.

Schiave, Prigionieri:

Si, dai Numi percossi noi siamo,
tuapieta, tuaclemenzaimploriamo;
ah! Giammai di soffrir vi siadato
ciocheinoggi n’ edato soffrir!

Amonasro:
Ah! doman voi potriail fato colpir.

Ramfis, Sacerdoti:

Struggi, o Re, queste ciurmeferoci,
Chiudi il corealleperfidevoci;
fudai Numi votati alamorte,

or de’ Numi si compiail voler!

Aida, Schiave, Prigionieri:
Pietal

Aida:
Matu, o Re, signor possente,
acostoro ti mostraclemente.

Amneris:
(Quali sguardi sovr’ essaharivolti!
Di qual fiammabalenanoi volti!)

Il Re:
Or chefausti nearridon gli eventi
acostoro mostriaci clementi.

Amonasro:
Ah! Tomorrow fate may strikeyou.

Ramphis, Priests:

Oh Pharaoh, destroy these savage hordes,.
closeyour heart totheir perfidiousvoices,
the gods doomed them to death.

Let thewill of the gods be done!

Aida, Slaves, Prisoners:
Pity!

Aida:

But you, Pharaoh, you powerful lord,
be merciful to these men.

Today we arevictims of fate,

but tomorrow fate may strikeyou.

Slaves, Prisoners:

Yes, we were stricken by the gods.
Weimploreyour pity and mercy.
Ah! May you never haveto suffer
the way we have had to suffer!

Amonasr o:
Ah! Tomorrow fate may strikeyou.

Ramphis, Priests:

Oh Pharaoh, destroy these savage hordes.
Closeyour heart totheir perfidiousvoices.
The gods doomed them to death.

Let thewill of the gods be done!

Aida, Slaves, Prisoners:
Mercy!

Aida:
But you, Pharaoh, you powerful lord,
be merciful to these men.

Amneris:
(What glances he makes toward her!
Their faces are aflame!)

Pharaoh:
Now that events smilefavorably upon us,
let us show mercy to these people.
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Schiave, Prigionieri:
Tuapietade, tuaclemenzaimploriamo,
Ah, pietal pietal

Popolo:
Sacerdoti, gli sdegni placate, I umil prece
ascoltate.

Ramfis, Sacerdoti:
A morte! A morte! A morte!
O Re, struggi queste ciurme.

Amonasr o:
Oggi noi siam percossi dal fato,
voi doman potriail fato colpir.

Radames:

(Il dolor chein quel voltofavella
al miosguardo larendepit bella;
ogni stilladel pianto adorato

nel mio pettoravvival’ amor)

Amneris:

(Quali sguardi sovr’ essaharivolti!
Di qual fiammabalenanoi volti!
Ediosola avvilita, reietta?
Lavendettami rugge nel cor.)

Amonasro:
Tuapieta, tuaclemenzeimploriamo......

Il Re:

Or chefausti nearridon gli eventi
acostoro mostriaci clementi;
lapietasalea Numi gradita

E raffermade’ prenci il poter.

Aida:

Tuapietaimploro...

Oggi noi siam percossi,
Doman voi potriail fato colpir.

Schiave, Prigionieri:

Pietd, pieta, ah pietal
Tuaclemenzaimploriam.

Tuapietade, tuaclemenzainvochiamo.

Slaves, Prisoners:
Weimploreyour pity and mercy,
Ah! Mercy! Mercy!

People:
Priests, placate your scorn and heed their
humblepless.

Ramphis, Priests:
Death! Death! Death!
Oh Pharaoh, suppressthistrickery.

Amonasr o:
Today we arevictims of fate,
tomorrow fate may strikeyou.

Radames: (looking at Aida)

(The sorrow in her face makes her more
beautiful to me.

Every drop of her beloved tearsrevives
lovein my breast.)

Amneris:

(What glances he makes toward her!
Their faces are aflame!)

And|, reviled, rejected?
Vengeanceinflamesmy heart.)

Amonasr o:
Weimploreyou, pity, mercy......

Phar aoh:

Now that events smilefavorably upon us
let us show mercy to these people.
Thegrateful godsare merciful and
empower their princes.

Aida:

| imploreyour mercy....

Today we are struck by fate.
Tomorrow fate may strikeyou.

Slaves, Prisoners:

Mercy, mercy, ah mercy!
Weimploreyour mercy.
Weinvokeyour mercy and clemency.
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Popolo:
Sacerdoti, gli sdegni placate.
L' umil precede' vinti ascoltate; pietal

Ramfis, Sacerdoti:

Si compiscadel Numi il voler!
Struggi, o Re, questeciurmeferoci.
Fudai Numi votati allamorte,

si compiscade’ Numi il voler!

Aida:
Matu, o Re, tu signore possente....

Radames:
(Il dolor larendepitibella....)

Amonasro:
Matu, o Re, tu signore possente......

Il Re:
Lapietasaea Numi gradita.....

Schiave, Prigionieri:
Si, dai Numi percossi noi siamo......

Ramfis, Sacer doti:
Struggi, o Re, queste ciurmeferoci.....

Popolo:

E tu, 0 Re possente, tu forte, aclemenza

dischiudi il pensier.

Amneris:
(Ediosola, avvilita, ecc)

Radames::

O Re: pei sacri Numi,

per lo splendor dellatuacorona,
compier giurasti il voto mio.

Il Re:
Giural.

Radames:
Ebbene: atepei prigionieri Etiopi
Vitadomando eliberta

People:
Priests, placate your scorn and heed their
humble pleas, mercy!

Ramphis, Priests:

Let thewill of the gods be done!

Oh Pharaoh destroy these savage hordes.
The gods doomed them to death.

Let thewill of the gods be done!

Aida:
But you, o Pharaoh, powerful lord....

Radames:
(Thesorrow inher facemakesher morebeautiful.)

Amonasr o:
But you, o Pharaoh, powerful lord....

Phar aoh:
The grateful gods have mercy.....

Slaves, Prisoners:
Yes, we were stricken by the gods....

Ramphis, Priests:
Oh Pharaoh, destroy these savage hordes....

People:
Andyou, o powerful Pharaoh, you are
strong, let mercy flow fromyour thoughts.

Amneris:
(And| vilified, rejected.....)

Radames:

Oh Pharaoh, by the sacred gods,
by the glory of your crown,

you sworeto fulfill my vow.

Phar aoh:
| swore.

Radames:
Then| demand lifeand liberty for the
Ethiopian prisoners.
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Amneris:
(Per tutti!)

Sacerdoti:
Mortea nemici dellapatrial

Popolo:
Graziaper gli infelici!

Ramfis:

Ascoltao Re. Tu pure,

giovineeroe, saggio consiglio ascolta.
Son nemici e prodi sono;
lavendettahanno nel cor,

fatti audaci dal perdono

correranno all’ armi ancor!

Radames:
Spento Amonasro, il reguerrier, nonresta
speranzaai vinti.

Ramfis:
Almeno, arradi pace e securta, franoi
resti col padreAida.

Il Re:

Al tuoconsiglioio cedo.

Di securta, di pace un miglior pegno
oriovo darvi:

Radames, la patria tutto a te deve.
d’ Amnerislamano premioti sia.

Sovral’ Egitto un giorno con essaregnerai.

Amneris:
(Vengalaschiava, vengaarapirmi I’ amor
mio... sel’osal)

Il Re, Popolo:

Gloriaall’ Egitto, ad Iside cheil sacro suol
difende.

S'intrecci il loto a lauro sul crindel
vincitor!

Schiave, Prigionieri:
Gloriaa clementeEgizio
chei nostri ceppi hasciolto.

Amneris:
(Fordl!)

Priests:
Death to the enemies of our country!

People:
Gracefor the unhappy!

Ramphis:

Listen o Pharaoh. Young hero listento the
followingwise counsel.

They are an enemy with pride and

with vengeanceintheir heart.

If emboldened by apardon they will take
armsagain!

Radames:
Their warrior king, Amonasro, isdead, and
no hope remainsfor the vanquished.

Ramphis:
At least as security and peace, let Aida
and her father remain. The rest can go free.

Phar aoh:

| yield toyour counsel.

For the security of our country, | will give
you abetter pledge.

Radames, | give you the country and the
hand of Amnerisasyour reward.
Oneday, with her, youwill ruleover Egypt.

Amneris:
(Now let the slave come... let her dareto
cometo take my lovefrom me!)

Pharaoh, People:

Glory to Egypt, and to I siswho protects
our sacred soil!

On the head of the victors place the
laurels!

Slaves, Prisoners:
Glory tomerciful Egypt
who hasloosened our shackles,
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checi ridonaai liberi
solchi del patrio suol!

Ramfis, Sacerdoti:

Inni leviamo ad Iside cheil sacro suol
difende!

Preghiam chei fati arridano

fausti allapatriaognor.

Aida:

(Qual spemeomai pitirestami?

A lui lagloria, il trono, amel’oblio... le
lacrimed’ un disperato amor.)

Radames:

(Davverso Numeil folgore sul capo mio
discende.

Ahno! D' Egittoil sogliosonval d’ Aidail
cor.)

Amneris:

(DAl inatteso giublio inebriataio sono;
tutti inundi s compionoi sogni del mio
cor.)

Ramfis:
Preghiam chei fati arridano fausti alla
patriaognor.

Il Re, Popolo:
Gloria... ad Iside!

Amonasr o:

Facor: dellatuapatrial lieti eventi aspetta;
Per noi dellavendettagiaprossimo &
I'abor.

Radames:

(Qual inattesafolgore

su capo mio discende! Ah!

Ahno! D’Egittoil tronononval d' Aidail
cor.

...d Egittoil suol nonval d' Aidail cor.
...d Egittoil sogliononval d' Aidail cor.)

who restores us to freedom and the path to
our native soil!

Ramphis, Priests:

We raise hymnsto Isiswho has defended
our sacred soil!

We pray that the fateswill ever smile
favorably onour country.

Aida:

(What hope remainsfor me?)

He hasglory and the throne. For methere
isonly oblivion, tears, and ahopelesslove.)

Radames:

(Thethunder of the avenging gods
descends on my head.

Ahno! Thethrone of Egypt isnot worth
losingAida sheart.)

Amneris:

(I amintoxicated by thisunexpected joy.
Thedreamsin my heart arefulfilledinthis
oneday!)

Ramphis:
We pray that the fateswill ever smile
favorably on our country.

Pharaoh, People:
Glory....tolsis!

Amonasro: (to Aida)

Take heart: your country anticipates
propitious.

For usthe dawn of vengeance is already
near.

Radames:

(What unexpected thunder descends on my
head! Ah!

Ahno! Thethrone of Egypt isnot worth
losingAida'sheart...

..thesoil of Egyptisnot worthlosingAida's
heart.)
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Amneris:

(Tutteinundi s compiono
legioiedel miocor.

Ah! Dal’inatteso guadio
inebriataio sono)

Amonasr o:
Facor: latuapatria
i lieti eventi aspetta........

Il Re, Popolo:
Gloria, all’Egittoead Iside..........

Ramfis, Sacerdoti:
Inni leviamo ad Iside.............

Aida::

(A mel’oblio, lelacrime.

Ah! Qual speme omai piu restami?
A lui lagloria, il trono, amel’ oblio, le
lacrimed’ un disperato amor)

Schiave, Prigionieri:
Gloriaal clementeEgizio.....

Amneris:

(Allinoneday thejoy inmy heartis
fulfilled.

Ah! | amintoxicated by thisunexpected

joy,)

Amonasr o:
Take heart: your country anticipates
propitiousevents...........

Pharaoh, People:
Glory to EgyptandIsis...........

Ramphis, Priests:
We raise our prayersto Isis.......

Aida:

(For meoblivionandtears.

Ah! What hope remainsfor me?

He has glory and the throne. For methere
isonly despair, tears, and ahopelesslove.)

Slaves, Prisoners:
Glory to merciful Egypt...........

ACT I

The Banks of the Nile. The Temple of Isis is half concealed among the foliage.
It is an evening with starlight and bright moonlight.

Sacer ditesse, Sacerdoti:

Otuchesei d'Osiride.
Madreimmortale e sposa,

Divachei casti palpiti desti agli umani incor.
Soccorri anoi pietosa, madred’ immenso
amor.

Priestesses, Priests:

Oyou Osiris, immortal mother and spouse.
Goddesswho stirsthe beatings of human
hearts.

Mother of immenselovehelp usand be
merciful and compassionate.
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Amneris approaches the shore by boat, accompanied by Ramphis,
closely veiled women, and Guards.

Ramfis: Ramphis: (to Amneris)

Vieni d'Isidea tempio: dlavigilia Cometothetempleof Isisonthevigil of
delletuenozze, invocadellaDivail favore.  your wedding, and invokethe Goddess's
Isideleggede’ mortali nel core; ogni blessings. Isisreadsthe hearts of mortals;
mistero degli umani alel énoto. every human mystery isknown to her.
Amneris: Amneris:

Si! 1o pregherd che Radamés mi doni Yes, | will pray that Radameswill giveme
tuttoil suo cor, comeil mio cor alui hiswholeheart, as| will give himmy
Sacro & per sempre. consecrated heart forever.

Ramfis: Ramphis:

Andiamo. Let usgo.

Pregherai fino al’ alba; io saro teco. Pray until dawn; | will bewith you.

(they enter the temple)

Sacer dotesse, Sacerdoti: Priestesses, Priests:

Soccorri anoi pietosa, Mother of immenselove help usand be
Madred immenso amor. merciful and compassionate.

Aida: Aida: (Aida enters cautiously)

Qui Radames verral Radameswill come here!
Chevorradirmi? What will he say to me?

lotremo... Ah! Setuvieni | tremble. Ah! You cometo givemea
arecarmi, ocrudel, I’ ultimo addio. cruel, ultimate farewell.

Del Niloi cupi vortici Thedeep Nilewill be my tomb, and

mi daran tomba... e pace forse, e oblio. perhaps peace and eternal oblivion.

Andante mosso
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O patriamia, mai pitti revedro! Ohmy country, | will never seeyou again!
Ocidi azzurri, odolci aure native’ Oh beautiful bl Ueg(ies, the native soft ai I,
doveserenoil nido mattin brillo, where my life was calm and peaceful.
O verdi colli, o profumaterive. Oh verdant hills, oh perfumed waters,
O patriamia, mai pititi revedro! Ohmy country, I will never seeyou again!

Ofreschevalli, o queto asil beato, Ohfreshvaleys, ohquiet dwellings,
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cheundi promesso dall’ amor mi fu.
Or ched amoreil sogno edileguato,
o patriamia, nonti vedro mai piul

Ciel! mio padre!

Amonasro:

A tegrave cagion m'adduce, Aida.....
nullasfugge a mio sguardo.

D’amor ti struggi per Radames...

ei t'ama... qui lo attendi.

Dei Faraonlafigliaetuarivale...
razzainfame, aborritaeanoi fatalel

Aida:
E insuo potereio sto! lo, d Amonasro
figlial

Amonasro:

In poter di lei! No!... selo brami
lapossenterival tuvinceral,

epatria, etrono, e amor, tutto tu avrai.

It borethe promisesof love,
and now that hopeisvanished.
O my country, | will never seeyou again!

(Amonasro appears)
Heavens! My father!

Amonasr o:

A grave cause leads me to you, Aida...
Nothing escapesmy sight.

You destroy yourself with your lovefor
Radames....you await him here.

The Pharaoh’sdaughter isyour rival...
Infamous race, abhorred and fatal to us!

Aida:
And | amintheir power, the daughter of
Amonasro!

Amonasr o:

In her power! No! If you wish you could
defeat that powerful rival, and country,
throne, andlove, will beyours.
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Ri -ve drai
Rivedrai leforesteimbalsamate, lefresche
valli, i nostri tempi d' or.

Aida:
Rivedro leforesteimbal samate, lefresche
valli, i nostri tempi d’ or.

Amonasr o:
Sposafelicealui che amasti tanto,
tripudi immend ivi potral gioir.

Aida:
Ungiorno solodi si dolceincanto,
un’ora, un’oradi tal gioia, e poi morir!

le for - es - te

imbal -sa - ma - te,
You will again see our balmy forests, the
fresh valleys, and our golden temples.

Aida:
| will see our balmy forests, fresh valleys
and our templesof gold!

Amonasro:
And be the happy bride of the man you
love so much, and beimmensely happy.

Aida:
Just oneday of such enchantment,
one hour, one hour of joy beforel die!
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Amonasro:

Pur rammenti cheanoi I’ Egizioimmite,
lecase, i tempi, el’ are profano.
Trassein ceppi levergini rapite;

madri, vecchi, fanciulli e trucido.

Aida:

Ah! benrammento quegl’ infausti giorni!
Rammento i lutti cheil mio cor soffri.
Deh! Fate, o Numi, che per soi ritorni
|"abainvocatade sereni di.

Amonasro:

Non fiachetardi. In armi orasi desta.
11 popol nostro, tutto € pronto gia.
Vittoriaavrem... Solo asaper mi resta,
qual sentier il nemico seguira.

Aida:
Chi scoprirlo potria? Chi mai?

Amonasro::
Tu stessal

Aida:
lo!

Amonasro:

Radameés so che qui attendi... el t'ama...

Ei conducegli Egizi... Intendi?...

Aida:
Orrorel
Chemi consigli tu?No! No! Giammai!

Amonasro:

Su, dunque! Sorgete Egiziecoorti!

Col fuoco struggete le nostre citta.
Spargeteil terrore, lestragi, lamorte...
Al vostro fuore piu freno non v’ ha

Aida:
Ah padre! Padre!...

Amonasr o:
Miafigliati chiami!

Amonasr o:

But remember that the merciless Egyptians
profaned our housesand temples,

put our virginsin chainsand ravished them,
slew mothers, elderly, and children.

Aida:

Ah! | remember those unhappy dayswell!
| remember the grief | suffered.

Ah! Fate, oh gods, let usreturn to the
longed for dawn of peaceful days.

Amonasr o:

Don’'tdelay. Our peoplearealready in
arms, and all isready.

Wewill bevictorious. It only remainsfor me
to know the path the enemy will follow.

Aida:
Who will be ableto discover it? Who?

Amonasro:
Youalone!

Aida:
I!

Amonasro:
Radameswill come here soon.. He loves
you. Heleadsthe Egyptians. Understand?

Aida:
Horror!
What areyou askingmeto do?No! No! Never!

Amonasro: (impetuously and savagely)
Up, then! Arise Egyptian legions!
Destroy our citieswithfire.

Spread terror, carnage, and death...
Thereisno resistanceto your fury.

Aida:
Ah father! Father!

Amonasr o:
You call yourself my daughter?
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Aida:
Pietal Pietal Pietal

Amonasro:

Flutti di sangue scorrono sullecittadei
vinti.

Vedi?Dai negri vortici si levano gli estinti,
ti additan egridano:

“Per telapatriamuor!”

Aida:
Pietdl Pieta, padre, pietal
Amonasro:

Unalarvaorribile
fral’ombre anoi s affaccia.

Tremal Lescarnebracciasul capotuolevo...

Tuamadreell’ éravvisala.
Ti maledice.

Aida:
Ahno! Ahno!
Padre, pietal Pietal

Amonasr o:
Nonsei miafiglial
Del Faraoni tusel laschiaval

Aida:

Padre, a costoro schiavanon sono...
Non maledirmi... nonimprecarmi.
Ancor tuafigliapotrai chiamarmi,
dellamiapatriadegnasaro.

Amonasro:
Pensacheun popolo, vinto, straziato,
per te soltanto risorger puo...

Aida:
O patrial O patria, quanto mi costi!

Amonasr o:
Coraggia Ei giunge... latutto udro.

Aida:
Mercy! Mercy! Mercy!

Amonasro:

Riversof blood will pour on the vanquished
cities.

Do you see? From the black gulfs the dead
rise, and point to you and cry:

“Because of you your country dies.”

Aida:
Mercy! Mercy, father, mercy!

Amonasr o:

A horrible ghost approaches from out of
the shadows.

Tremble! Thefleshlessarmsareraised.
Itisyour mother, recognize her.

She cursesyou.

Aida:
Ahno! Ahno!
Mercy, mercy! Mercy!

Amonasr o:
You are not my daughter!
You are aslave of the Pharaohs!

Aida:

Father, | am not their slave...

Don’t curse me..don’t reproach me,
Youwill call meyour daughter again.
I will beworthy of my country.

Amonasro:
Think of the people, defeated, torn,
who canonly risethrough you....

Aida:
Oh my country! Oh my country, how much
you cost me!

Amonasr o
Courage! Hearrives.....therel will hear all.
(Conceals himself among the palm trees)
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Allegro giusto
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Radames: Radames:

Pur ti riveggo, miadolceAida...

Aida:
T arresta, vanne... che speri ancor?

Radames:
A ted appresso |’ amor mi guida.

Aida:
Tei riti attendono d' un altro amor.
D’ Amneris sposo...

Radames:

Che parli mai?

Tesola, Aida, tedeggiaamar.
Gli Dei m' ascoltano, tu miasarai.

Aida:
D’ uno spergiuro non ti macchiar!
Prodet’amai, nont’ amerei spergiuro.

Radames:
Dell’ amor mio dubiti, Aida?

Aida:

E come speri sottrarti d’ Amnerisai vezzi,
del Real voler, del tuo popolo ai voti,

dei Sacerdoti dl’ira?

Radames:

Odimi,Aida

Nel fiero anelito di nuovaguerrail suolo
Etiopesi ridesto;

i tuoi giainvadono lanostraterra,
iodegli Egizi ducesaro.

Frail suon, frai plausi dellavittoria,

al Remi prostro.

To seeyou again, my sweet Aida...

Aida:
Stop! Go away...what more do you want?

Radames:
Lovehasguided metoyou.

Aida:
Therites of another love awaitsyou.
You areAmneris’'s spouse.

Radames:

What did you say?

Itisyou alone, Aida, whom | love.
Thegodshavelistened, andyouwill bemine.

Aida:
Do not stain yourself by lying!
| loved you proudly, and sworemy love.

Radames:
Do you doubt my love, Aida?

Aida:

How do you hopeto free yourself from the

love of Amneris, fromthe King'swill, from

the vows of your people, and from the
wrath of the Priests?

Radames:

Listento me, Aida

Ethiopiahas awakened with thefierce
yearning for anew war.

Your peoplealready invade our land, and

| will bethe Egyptian leader.
Amidthefame and the applause of victory,
| will prostrate myself before the King.
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Gli sveloil cor.
Sarai tuil sertodellamiagloria,
vivrem beati d’ eterno amore.

Aida:

Ned Amnerispaventi il vindicefuror?
Lasuavendettacomefolgor tremenda,
cadrasume, sul padremio, sututti.

Radames:
lovi difendo.

Aida:

Invan, tu nol potresti.

Pur... setum’ami... ancor s apre unavia
di scampoanoi...

Radames:
Quae?

Aida:
Fuggir...

Radames
Fuggire!

Aida:

Fuggiam gli ardori inospiti

di questelandeignude.
Unanovellapatriaal nostro amor si
schiude.

| will unveil my heart.
You shall bethereward for my glory, and
wewill liveblessed by eterna love.

Aida:

Don’t you fear Amneris'svindictivefury?
Her revenge, likeadreadful thunderbolt,
will fall onme, my father, onevery one.

Radames:
| will defend you.

Aida:

Invain, youwill not beableto.

But...if you love me..thereisyet away of
escape open to us...

Radames:
Which?

Aida:
Toflee!

Radames:
Toflee!

Aida:

We'll fleeand leave thisbare and blighted
desert,

A new country where our lovewill be
united.
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La..traforestevergini di fiori profumate,
in estasi beate |a terra scorderem.

Radames:

Sovraunaterraestraniateco fuggir dovrei!
Abbandonar lapatria, ' are dei nostri Dei!
Il suol dov'ioraccold di gloriai primi dlori.

There...among thevirgin forestsand
fragrant flowers, in blessed ecstasy we' |l
forget thisland.

Radames:

| should fleewith you to afaraway land!
Abandon my country where | was
victorious, and thealtars of our gods.
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Il ciel del nostri amori come scordar
potrem?

Aida:
La.. traforeste vergini.....

Radames:
Il ciel dei nostri amori come scordar
potrem?

Aida:

Sottoil miociel, pitliberol’ amor nefia
CONCESSO;

ivi nel tempioistesso gli stess Numi
avrem.

Fuggiam, fuggiam!.

Radames:

Abbandonar lapatrial’ aredei nostri Dei!
Il ciel dei nostri amori come scordar
potrem?

Radames::
Aidal

Aida::
Tunonm’ami... Val

Radames:
Nont’amo?

Aida:
Val

Radames:
Mortal giammai néDio
arsed’ amor a par del mio possente.

Aida:
Va...va... t'attende dl’ araAmneris...

Radames:
No! Giammai!

How can we forget the skiesthat ignited
our love?

Aida:
There...among thevirginforests.....

Radames:
How can we forget the skiesthat ignited
our love?

Aida:

Under my skies, our loveismorefreeand
without concessions,

WE' Il find the same godsin those same
temples. Wewill havegods.

Let usflee, fleel.

Radames:

Abandon my country, thealtarsof our gods.
How can we forget the skiesthat ignited
our love?

Radames: (hesitating)
Aidal

Aida:
You do not love me. Go!

Radames:
| don’t loveyou?

Aida:
Go!

Radames:
Therewas never amortal nor god who
burned with such powerful love.

Aida:
Go...go...Amnerisawaitsyou at the altar..

Radames:
No! Never!
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Aida:

Giammai, dicesti?
Allor piombi lascure
sume, sul padremio...

Radames:

Ahno! Fuggiamo!

Si, fuggiam daqueste mura,

al desertoinsiem fuggiamo.

Qui sol regnalasventura.

Lasi schiudeunciel d' amor,

i deserti interminati anoi tal amo saranno.
Sunoai gli astri brilleranno di pitlimpido
fulgor.

Aida:

Nellaterraavventuratade’ miei padri, il
ciel neattende.

Ivi I"auraéimbal samata, ivi il suolo éaromi
efior.

Freschevalli everdi prati anoi tal amo
saranno.

Sunoi gli astri brilleranno

di piulimpidofulgor.

Aida e Radames:

Vieni meco, insiemfuggiamo
Questaterradi dolore.

Vieni mecot’amo, t’amo!

A noi ducefial’ amor.

Aida:
Madimmi; per qual viaeviteremleschiere
degli armati?

Radames:
11 sentier scelto dai nostri apiombar sul
nemico fiadeserto fino adomani.

Aida:
E quel sentier?

Radames:
Legoledi Napata...

Aida:

You said never?

Thentheaxewill fall on meand on my
father...

Radames:

Ahno! Let usflee!

Yes. WE'll fleefrom thesewalls,

we'll fleeto the desert together.

Here only misfortunereigns.

There the heavens open for our love,
theboundlessdesertswill be nuptial couch.
Upon usthe starswill shinewith more
limpid brilliance.

Aida:

Heaven awaits usin the adventurousland
of my father.

Theretheair isperfumed, and the ground
isfragrant with the aromaof flowers.
Freshvalleysand verdant fields shall be
our nuptia couch.

Thestarswill shineupon uswith more
limpidbrilliance.

Aidaand Radames:

Come with me, together we escape this
land of sadness.

Comewithme, | loveyou, | loveyou!
Let love be our leader!

(They go rapidly aside)

Aida:
But tell me, by what road shall wetaketo
avoid thearmies?

Radames:
The path chosen by our troops to ambush
theenemy will be deserted until tomorrow.

Aida:
And that path?

Radames:
The Napata gorges..
(Amonasro comes forward)
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Amonasro:
Di Napatalegole!
lvi sarannoi miel.

Radames:
Oh! Chi ci ascolta?

Amonasr o:
D’ Aidail padreedegli Etiopi il Re.

Radames:

Tul... Amonasro! Tu! |l Re?...

Numi! Chedissi?

No! Nnon éver! No! Sogno! Delirio e
questo...

Aida:
Ahno! Ti calma, ascoltami...

Amonasr o:
A tel’amor d’ Aidaun soglioinnalzeral.

Aida:
All’amor miot’ affida.

Radames:

lo son disonorato!
Per tetradii lapatrial
Aida:

Ti camal

Amonasro:
No: tunon sei colpevole, eravoler del fato.

Radames:

lo son disonorato!
Aida:

Ahno!

Amonasro:
No!

Radames:
Per tetradii lapatrial

Amonasr o:
The Napata gorges!
There my people shall be!

Radames:
Oh! Who overhears us?

Amonasr o:
Aida'sfather and King of Ethiopia.

Radames:

You! Amonasro! You! TheKing?

Gods! What did | say?

No! It can't betrue! No! A dream! Thisis
ddirium..

Aida:
Ahno! Camyourself and listento me.

Amonasr o:
Aida’sloveshall raiseyouto athrone!

Aida:
Trust yourself inour love.

Radames:
| am dishonored!
For you | betrayed my country!

Aida:
Camyourself!

Amonasr o:
No: you arenot guilty, it wasthewill of fate.

Radames:
| am dishonored!

Aida:
Ahno!

Amonasro
No!

Radames:
For you | betrayed my country!
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Amonasro:
No: tu non sei colpevole.

Aida:

Ticama..

Amonasro:

Vien: oltreil Nil neattendonoi prodi anoi
devati.

Ladel tuo corei voti coroneral’ amor.

Vieni, vieni, vieni.

Amneris:
Traditor!

Aida:
Lamiarival!

Amonasro:

L’ opramiaastrugger vieni!
Muori!...

Radames:
Arresta, insano! ...

Amonasr o:
Orrabbial

Ramfis:
Guardie, olal

Radames:
Presto! Fuggite!

Amonasro:
Vieni, ofiglia

Ramfis:
L' inseguite!

Radames:
Sacerdote, io resto ate.

Amonasro:
Nol! You arenot guilty.

Aida:
Calmyourself...

Amonasr o:

Come! Other proud, devoted and brave
men await us beyond the Nile.

There the vows of your heart shall be
crowned withlove.

Come, come, come.

(Amneris, Ramphis, Priests and Guards
emerge from the temple)

Amneris:
Traitor!

Aida:
My rival!

Amonasro:

(rushing upon Amneris with a dagger)
You cometo destroy my work!

Die!

Radames: (interposing himself)
Stop, madman!

Amonasr o:
Ohfury!

Ramphis:
Guards, herel

Radames: (to Aida and Amonasro)
Quickly. Flee!

Amonasro: (taking Aida with him)
Come, oh daughter!

Ramphis: (to the Guards)
Follow them!

Radames: (to Ramphis)
Priest! | remain withyou.
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ACT IV: SCENE 1

A Hall in the King's Palace. There is a large gate which opens on the subterranean
hall of judgment; a passage leads to the prison of Radames.

Amneris:

L’ aborritarivdleamesfuggia...

Dai Sacerdoti Radames attende

Dei traditor lapena.

Traditoreegli none...

Pur rivel 0 di guerral’ alto segreto...

egli fuggir volea...con le fuggire... traditori
tutti!

A morte! A morte!... O! Che mai parlo?lo
I"amo, loI’amo sempre...

Disperato, insano e quest’ amor chelamia
vitastrugge.

O! S'ei potesse amarmi!

Vorrei salvarlo. E come? Si tenti!

Guardie: Radames qui venga.

Amneris:

Giai Sacerdoti adunansi

arbitri del tuofato.

Pur dell’ accusaorribile scolpati ancor t' &
dato;

Ti scolpaelatuagraziaio preghero dal
trono, enunziadi perdono, si vitate saro.

Radames:

Di miediscolpei giudici mai non urdan
|"accento.

Dinanzi ai Numi, agl’ uomini, névil, néreo
mi sento.

Profferseil labbroincauto fatal segreto, &
vero, mapuroil miopensieroel’ onor mio
resto.

Amneris:
Salvati dunque e scolpati.

Radames:
No.

Amneris. ( sadly before the gate)

My abhorred rival escapes me...
Radames awaits the Priests and the
punishment of atraitor.

Heisnot atraitor..

But then he revealed a high secret
hewishedto flee...with her...they are all
traitors!

To death! To death! Oh! What did | say?
I lovehim, | will dwayslovehim.
Thisloveisdesperate, insane, and destroys
my life.

Oh! If he could love me!

| would save him. And how? | will try!
Guards: Bring Radames before me.

(Radames is brought forward)

Amneris:

The Priests have already gathered to judge
your fate.

Exculpateyoursalf of thishorrible
accusation.

Exculpateyourself and | will beg for grace
from thethrone, and | will be amessenger
of pardonand lifefor you.

Radames:

Thejudgeswill never hear excusesfrom
my Voice;

| feel neither vile nor guilt before men and
thegods.

Itistruethat my incautiouslipsuttered the
fatal secret, but my thoughts are pure and
my honor remains.

Amneris:
Then save and excul pate yourself.

Radames:
No.
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Amneris:
Tumorrai.

Radames:
Lavitaaborro; d' ogni gaudiolafanteinaridita
Svanitaogni speranza, sol bramo di morir.

Amneris:

Morire! Ah! Tudei vivere!

Si, dl’amor miovivrai;

Per teleangosce orribili di morteiogia
provai;

T'amai... soffersi tanto...

Veglial lenotti in pianto...

epatria, etrono, evita, tutto darei per te.

Radames:
Per essaanch’io lapatria
el’onor miotradia...

Amneris:
Di lei nonpiul

Radames:

L'infamiam’ attende e vuoi ch’ioviva?
Misero appien mi festi, Aidaametogliesti,
Spental’ hai forseein dono offri lavitaa
me?

Amneris:
1o, di suamorteorigine!
Nol! ViveAidal

Radames:
Vivel

Amneris:
Nei disperato anelito dell’ ordefuggitive
sol caddeil padre.

Radames:
Eddla?

Amneris:
Sparve, népiunovellas ebbe...

Amneris:
Youwill die.

Radames:
| abhor life, itsjoysand happinessarelost,
Every hopeislost and | only yearnto die.

Amneris:

Todie! Ah! Youmust live!

Yes, youwill livefor my love;

| have undergone dreadful anguishin my
lovefor you.

| loved you...suffered so much..

| watched the nightsintears.. | would give
all for you, country, throne, and life.

Radames:
For her, | betrayed my country and my

Amneris:
Sheisno more!

Radames:

Infamy awaitsme, and you want metolive?
You have taken Aidafrom me and made
me utterly miserable. Perhapsyou killed
her, and asagift you offer melife?

Amneris:
| the cause of her death?
No! Aidalives!

Radames:
Shelives!

Amneris:
During the desperate struggle of the
fugitivesonly her father wasslain.

Radames:
And she?

Amneris:
Shedisappeared, and we have no more news.
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Radames:
Gli Dei I’ adducano salvaalle patriemura,
eignori lasventurasi chi per lei morral

Amneris:
Ma, siioti salvo, giurami chepitinonla
vedrai.

Radames:
Nol posso!

Amneris:
Aleirinunzia
per sempre... etuvivrai!

Radames:
Nol posso!

Amneris:
Ancor unavolta. A lei rinunzia.

Radames:
E vano.

Amneris:
Morir vuoi dunque, insano?

Radames:
Pronto amorir son gial

Amneris:

Chi ti salva, sciagurato, dallasorteche

t’ aspetta?

Infurorehai tu cangiato un amor ch’ egual
non ha

D€ miei pianti lavendettaorail ciel s
compira.

Radames:

E lamorte un ben supremo.

Seper lei morir m‘edato nel subir

|" estremo fato gaudi immensi il cor avra.
L’ iraumanapit non temo,

Temo sol latuapieta.

Radames:

May the gods lead her to safety and her
nativewalls, ignorant of the misfortune of
the manwho died for her.

Amneris:
But, if | saveyou, swear to methat you
will never see her again.

Radames:
| cannot!

Amneris:
Renounce her forever........
andyouwill live!

Radames:
| cannot!

Amneris:
Again, renounce her.

Radames:
Itisinvain.

Amneris:
Areyou Insane, you want to die?

Radames:
| am already ready to die!

Amneris:

Who will saveyou, o wretch, from thefate
that awaitsyou?

Inafury you have changed alove that has
no equal.

Heaven will now exact revengefor my
tears.

Radames:

Deathisasupremeblessing.

If | anto diefor her, my heart will feel the
greatest joy.

| fear human anger no more,

| only fear your pity.
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Amneris:

Ah! Chi ti salva?

D€' miei pianti lavendettaor dal ciel s
compira

Amneris:

Ohimé! Morir mi sento! O! Chi lo salva?
E in poter di costoro

io stessalo gettai! Oraate impreco.
Atroce gelosia, chelasuamorte

eil lutto eterno del mio cor segnasti!

Eccoi fatdli, gl’inesorati ministri di morte!
O! Ch'iononveggaquellebianchelarve!
E in poter di costoroio stessalo gettai!

Ramfis, Sacerdoti:

Spirito del Nume, sovranoi discendi!
Neavvivaa raggio dell’ eternaluce;
Pel [abbro nostro tuagiustiziaapprendi.

Amneris:

Numi, pietadel mio straziato core.
Egli einnocente, o salvate, o Numi!
Disperato, tremendo &il mio dolore!

Ramfis, Sacerdoti:
Spirito del Nume, sovranoi discendi!

Amneris:
Oh! chi losaval Mi sento morir! Ohime!

Ramfis:

Radameés! Radamés! Radames!
Turivelasti dellapatriai segreti alo
straniero! Discol pati.

Amneris:

Ah! Who will saveyou?

Heaven will now exact revenge for my
tears.

(Radames leaves under guard)

Amneris: (falls despairingly)

Alas! | feel myself dying!

Oh! Whowill savehim?

| myself threw himinto their power.
Atrociousjealousy, hisdeath will bethe
eternal grief in my heart!

(She turns and sees the Priests, who
enter the subterranean hall.)
Herearethefatd inexorableministersof desth!
Oh! That | may not see those white ghosts!
And | myself threw himinto their power!

Ramphis, Priests: (from the hall)
Spirit of the gods descend upon us!
Awaken usto theray of your eternal light:
Makeyour justice known through our lips.

Amneris:

Gods, mercy on my tortured heart.
Heisinnocent, save him, oh gods!
My despairing sorrow istremendous!

(Radames, between Guards, passes and
descends to the subterranean judgment
hall)

Ramphis, Priests:
Spirit of the gods descend upon us!

Amneris:
Oh! Whowill save him?Alas!

Ramphis:

Radames! Radames! Radames!

You revealed secrets of our country to the
foreigner! Defend yourself!
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Sacerdoti:
Discol pati.

Ramfis::
Egli tace.

Ramfis, Sacerdoti::
Traditor!

Amneris:
Ah, pietal Egli @innocente! Numi, pietal

Ramfis:

Radames! Radames! Radames!
Tudisertasti dal campoil di che precedea
lapugna.

Discolpati.

Sacerdoti:
Discolpati.

Ramfis:
Egli tace.

Ramfis, Sacerdoti:
Traditor!

Amneris:
Ah, pietal Ah! lo salvate! Numi, pietal

Ramfis:

Radames! Radames! Radames!
Tuféviolasti alapatriaspergiuro, al Re,
al’onore.

Discolpati.

Sacer doti:
Discolpati.

Ramfis:
Egli tace.

Ramfis, Sacerdoti:
Traditor!

Amneris:
Ah, pietal Ah, lo salvate, Numi, pietal

Priests:
Defend yourself.

Ramphis:
Heissilent.

Ramphis, Priests:
Traitor!

Amneris:
Ah, mercy! Heisinnocent! Gods, mercy!

Ramphis:

Radames! Radames! Radames!

You deserted the camp the day preceding
the battle.

Defend yourself.

Priests:
Defend yourself.

Ramphis:
Heissilent.

Ramphis, Priests:
Traitor!

Amneris:
Ah, mercy! Ah! Save him! Gods, mercy!

Ramphis:

Radames! Radames! Radames!

You violated thefaith that you sworeto
your country, to the King, and to honor.
Defend yourself.

Priests:
Defend yourself.

Ramphis:
Heissilent.

Ramphis, Priests:
Traitor!

Amneris:
Ah, mercy! Ah, save him, Gods, mercy!



AIDA

Page 85

Ramfis, Sacerdoti:

Radames, édecisoil tuo fato.
Degli infami lamortetu avrai;
sotto I’ aradel Nume sdegnato.
Atevivofiaschiusol’avel.

Amneris:

A luivivolatombal O, gl’infami!
N’edi sangue son paghi giammai.
E s chiaman ministri del ciel!

Ramfis, Sacerdoti:
Traditor! Traditor! Traditor!

Amneris:

Sacerdoti: compisteun delitto!
Tigri infami di sangue assetate.
Voi laterraed i Numi oltraggiate.
\oi punite chi colpe non ha!

Ramfis:
E traditor!

Sacerdoti:
E traditor!

Ramfis, Sacerdoti:
Morral

Amneris:

Sacerdote: quest’ uomo che uccidi
tulosai, dameun giorno fu amato.
L’ anatemad’ un core straziato

col suo sangue su te ricadral

Ramfis:
E traditor!

Sacerdoti:
E traditor!

Ramfis, Sacerdoti:
Morral

Ramphis, Priests:

Radames, your fateisdecided.
You shall dieliketheinfamous,
under the altar of the scorned gods.
Youwill beentombed dive.

Amneris:

Aliveinatomb! Oh, infamy!

They are never satisfied with blood,

and call themselves ministers of heaven!

Ramphis, Priests:
Traitor! Traitor! Traitor!

Amneris: (Attacking the Priests who
emerge from the subterranean hall)
Priests: You have committed evil!
Infamoustigersthirsting for blood,

you outrage earth and the gods...

You punish aninnocent!

Ramphis:
Heisatraitor!

Priests:
Heisatraitor!

Ramphis, Priests:
Heshall die!

Amneris: (to Ramphis)

Priest: Thismanyoukill,

you know one day wasloved by me.
The curse of a broken heart.
Hisblood will fall uponyou!

Ramphis!
Heisatraitor!

Priests:
Heisatraitor!

Ramphis, Priests:
Heshall die!
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Amneris:

Voi laterraed i Numi oltraggiate,
Voi punite chi colpenon ha.
Ahno, non etraditor, pietal

Ramfis, Sacerdoti:
Morral

E traditor! Morra!

Traditor! Traditor! Traditor!

Amneris:

Empiarazzal Anatemasu voi!
Lavendettadel ciel scenderal
Anatemasu voi!

Amneris:

You outrage earth and the gods.
You punish aninnocent!

Ahno, heisnot atraitor, mercy!

Ramphis, Priests:
Hewill die!

Heisatraitor! Hewill die!
Traitor! Traitor! Traitor!

Amneris:

Impiousrace! A curseon you!

L et heaven'svengeancefall onyou!
A curseonyoul!

ACT IV: SCENE 2

The scene is divided into two floors, the upper the Interior of the Temple of Vulcan,
the lower a subterranean crypt.

Radames::
Lafatal pietrasovramesi chiuse...

Eccolatombamia. Del di laluce pitinon

vedro... Non revedro pitAida.

Aida, ovesai tu?

Possatu almeno viver felice elamiasorte

orrendasempreignorar!

Qual gemito! Unalarval Unavision! No!

Formaumana e questa.
Cid! Aidal

Aida:
Sonio.

Radames:
Tu...in questatombal

Aida:

Presagoil core dellatuacondanna,

in questatomba che per te s apriva

lo penetrai furtiva. E qui lontanadaogni
umano sguardo nelletue bracciadesiai
morire.

Radames:

Thefatal stoneabove meisclosed..
Thisismy tomb. | shall no more seethe
light of day. | shall seenomore. | shall not
seeAidaagain.

Aida, Whereareyou?

May you at least live happily and never
know of my dreadful fate.

A groan! A ghost! Avision..

No! Itisahumanform.

Heavens! Aidal

Aida:
Itisl.

Radames:
You...inthistomb!

Aida:

My heart knew of your sentence to be
condemned into this tomb. | made my
way

herefar fromall. | yearntodieinyour
arms.



AIDA

Page 87

Radames:

Morir! Si puraebellal

Morir per med amore...

Degli anni tuoi nel fiorefuggir lavital
T’aveail cielo per I’ amor creata,
ediot’uccido per averti amatal

No, non morrai!

Troppot' amai!

Troppo sei bellal

Aida:

Vedi?Di mortel’ angelo

radiante anoi s appressa.

Ne adduce eterni gaudi sovrai suoi vanni
dor.

Giaveggoil ciel dischiuders,

ivi ogni affanno cessa.

Ivi comincial’ estasi d'unimmortaleamor.

Sacer dotesse:
Immenso Ftha, del mondo.
Spirito animator...

Sacerdoti:
Ah!

Aida:
Triste canto!

Radames:
Il tripudio dei Sacerdoti.

Aida:
Il nostro inno di morte.

Radames:
Nélemieforti bracciasmuoverti potranno,
ofatal pietral

Sacerdoti, Sacerdotesse:

Ah! Noi t'invochiamo, t' invochiam.
Aida:

Invan! Tutto e finito sullaterra per noi.

Radames:

To die! So pure and beautiful!
Todiefor lovefor me...
intheflower of your youth!
Heaven created you for love,

and | kill youfor having loved me!
No, you shall not die!

| loved you too much!

You aretoo beautiful!

Aida:

Look! Theradiant angel of death ap-
proaches us.

Hetakes us under his golden feathersto
eternal joys.

Already the heavens open,

and there every grief ceases.
Theretheecstasy of animmortal lovebegins.

Priestesses. (in the temple above)
All-powerful Phtha, spiritual animator of
theworld.......

Priests:
Ah!

Aida:
A sad song!

Radames:
Thejubilation of the Priests.

Aida:
Our hymn of death.

Radames: (trying to move the stone)
My strong arms cannot movethe stone, o
fatal stone!

Priests, Priestesses:
Ah! Weinvokeyou!, weinvokeyou.

Aida:
Itisinvain. All isover for us on earth.
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Radames:
E vero! E vero!

Meno mosso

Radames:
Itistrue! Itistrue!

L4

O terraad - di - o,addi - 0 val - le di  pian -4,

Aida e Radames:

Oterraaddio addio valledi pianti.
Sogno di gaudio chein dolor svani.

A noi si schiudeil ciel el’ameerranti
Volano a raggiodell’ interno di.

Sacer doti, Sacer dotesse:
Immenso Ftha, noi t'invochiam!

Aida e Radames:
Ah! Si schiudeil ciel.
Oterraaddio; addio valli di pianti...

Amneris:

Pace t'imploro...

Aida e Radames:
Sogno di gaudio chein dolor svani.

Amneris:
... sdmaadorata.

Aida e Radames:
A noi si schiudeil ciel...

Amneris:
Isi placata..

Aida e Radames:
Si schiudeil ciel el’ameerranti...

Amneris:
Isi placatati schiudail ciel!

Aidaand Radames:

Farewell earth, farewell valleysof tears.
Dreamsof joy that vanishin grief.
Heavens open to us, wandering soulswho
fly to theraysof eternal day.

Priests, Priestesses:
All-powerful Phtha, weinvokeyou!

Aida and Radames:
Ah The heavens open.
Farewell earth, farewell valleysof tears.

Amneris:

(in the temple above, prostrate on the
stone that closes the vault)

| pray for peace for you...

Aidaand Radames:
Dreamsof joy that vanishin grief.

Amneris:
........ adored corpse.

Aidaand Radames:
The heavens open for us.

Amneris:
Isisis appeased.

Aidaand Radames:
The heavens open for wandering souls.

Amneris:
Isisis appeased and the heavens open!
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Aida e Radames:
Volanod raggio dell’ eterno di.

Sacerdoti e Sacerdotesse:
Noi t'invochiam...

Aida e Radames:
Il ciel...

Sacerdoti e Sacerdotesse:
Immenso Ftha!

Aida e Radames:
Si schiudeil cidl!

Amneris:
Pace t'imploro, ... pace, pace...... pacel

Sacerdoti, Sacerdotesse:
Immenso Ftha!

FINE

Aidaand Radames:
Wandering souls who fly to the rays of
eternal day.

Priests and Priestesses:
Weinvokeyou...

Aida and Radames:
Heaven.

Priests and Priestesses:
All-powerful Phtha!

Aidaand Radames:
Heaven opens!

(Aida falls and dies in Radames's arms)

Amneris:
| pray for peace, ...peace, peace, peace!

Priests, Priestesses:
All-powerful Phtha!

THE END
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1928

1928

1946

1949

1951

1951

1952

1952

Giannini (Aida); Pertile (Radames); Minghini-Cattaneo (Amneris);
Inghilleri (Amonasro); Manfrini (Ramphis); Masini (Pharaoh);
LaScalaChorusand Orchestra;

Sabajno (Conductor)

Arangi-Lombardi (Aida); Lindi (Radames); Capuana(Amneris);
Borgioli (Amonasro); Pasero (Ramphis); Baccaloni (Pharaoh);
LaScalaChorus, Milan Symphony Orchestra;

Molgjoli (Conductor)

Caniglia(Aida); Gigli (Radames); Stignani (Amneris); Becchi (Amonasro);
Pasero (Ramphis); Tgjo (Pharaoh);

Rome Opera Chorusand Orchestra;

Serafin (Conductor)

Nelli (Aida); Tuckers(Radames); Gustavson (Amneris); Valdengo
Amonasro); Scott (Ramphis); Harbour (Pharaoh);

Shaw Choraleand NBC Symphony;

Toscanini (Conductor)

Mancini (Aida); Filippeschi (Radames); Simionato (Amneris);
Panerai (Amonasro); Neri (Ramphis); Massaria(Pharaoh);
RAI Radio Chorusand Orchestra;

Gui (Conductor)

Callas(Aida); Del Monaco (Radames); Dominguez (Amneris);
Taddei (Amonasro);

Palacio de Bellas Artes Chorus and Orchestra;

Fabritiis (Conductor)

Tebaldi (Aida); Del Monaco (Radames); Stignani (Amneris);
Protti (Amonasro); Caselli (Ramphis) Corena(Pharaoh);
Santa CeciliaAcademy Chorusand Orchestra;

Erede (Conductor)

Roman (Aida); Sarri (Radames); Sawyer (Amneris);
Manca Serra(Amonasro);

Rome Opera Chorusand Orchestra;

Paoletti (Conductor)
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1954

1955

1955

1955

1956

1959

1961

1967

Sokolova(Aida); Nelepp (Redames); Davidova(Amneris);
Listdan (Amonaso);

Bolshoi Theatre Chorusand Orchestra;

Melik-Paskaev (Conductor)

Milanov (Aida) Bjorling (Radames); Barbieri (Amneris);
Warren (Amonasro); Christoff (Ramphis); Clabass (Pharaoh);
Rome Opera Chorusand Orchestra;

Perlea(Conductor)

CurtisVerna(Aida); Borsd (Radames); Dominguez (Amneris);
Bastianini (Amonasro); Scott (Ramphis);

LaFenice Chorusand Orchestra;

Capuana(Conductor)

Callas(Aida); Tucker (Radames); Barbieri (Amneris); Gobbi (Amonasro);

Modesti (Ramphis); Zaccaria (Pharaoh);
LaScalaChorusand Orchestra;
Serafin (Conductor)

CurtisVerna(Aida); Corelli (Radames); Pirazzini (Amneris);
Gudfi (Amonasro); Neri (Ramphis); Zerbini (Pharach);
Turin Radio Chorusand Orchestra;

Questa(Conductor)

Tebaldi (Aida); Bergonzi (Radames); Simionato (Amneris);
MacNeil (Amonasro); Van Mill (Ramphis); Corena(Pharaoh);
ViennaSingvereinand ViennaPhilharmonic Orchestra;

Von Kargjan (Conductor)

Price (Aida); Vickers(Radames); Gorr (Amneris); Merrill (Amonasro);
Tozzi (Ramphis); Clabass (Pharaoh);

Rome Opera Chorusand Orchestra;

Solti (Conductor)

Nilsson (Aida); Corelli (Radames); Bumbry (Amneris);
Sereni (Amonasro); Gaiotti (Ramphis); Mazzoli (Pharaoh);
Rome Opera Chorusand Orchestra;

Mehta (Conductor)
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1970

1974

1976

1979

1981

1986

1990

Price (Aida); Domingo (Radames); Bumbry (Amneris);
Milnes (Amonasro); Raimondi (Ramphis); Sotin (Pharaoh);
AlldisChoir and London Symphony Orchestra;

Leinsdorf (Conductor)

Caballé (Aida); Domingo (Radames); Cossotto (Amneris);
Cappuccili (Amonasro); Ghiarov (Ramphis); Roni (Pharaoh);
Roya OperaHouse Chorus, New Philharmonia;

Muti (Conductor)

Cruz-Romo (aida); Gougalov (Radames); Bumbry (Amneis);
Wixell (Amonasro); Ferrin (Ramphis); Roni (Pharaoh);

Turin Lyric Theatre Chorusand Orchestra;

Schippers (Conductor)

Freni (Aida); Carreras(Radames); Baltsa(Amneris); Cappuccilli (Amonasro);
Raimondi (Ramphis); Van Dam (Pharach);

Vienna State Opera Chorus, Vienna Philharmonic Orchestra;

Von Kargjan (Conductor)

Ricciardlli (Aida); Domingo (Radames); Obraztsova(Amneris);
Nucci (Amonasro); Ghiarov (Tamphis); Raimondi (Pharaoh);
LaScalaChorusand Orchestra;

Abbado (Conductor)

Chiara(Aida); Pavarotti (Radames); Dimitrova(Amneris); Nucci
(Amonasro); Burchuladze (Ramphis); Roni (Pharaoh);

Las ScalaChorusand Orchestra;

Maazel (Conductor)

Millo (Aida); Domingo (Radames); Zgjick (Amneris); Ramey (Ramphis);
Cook (Pharaoh);

Metropolitan OperaChorusand Orchestra;

Levine(Conductor)



OPERA CLASSICS LIBRARY Page 96




AIDA

Videography



OPERA CLASSICS LIBRARY Page 98




AIDA

Page 99

CastleVHS:

DGG:

Chiara(Aida); Martinucci (Radames); Cossotto (Amneris);
Sandola(Amonasro); Zardo (Ramphis); Zanazzo (Pharaoh);
VeronaArenaOperaChorusand Orchestra;

Guadagno (Conductor)

Large(Video Director)

Millo (Aida); Domingo (Radames); Zgjick (Amneris);

Milnes (Amonasro) Burchuladze (Ramphis); Kavrakos (Pharaoh);
Metropolitan OperaChorusand Orchestra;

Levine(Conductor);

Frisall (Director);

Large(Video Director)

VirginVHS:

Chiara(Aida); Pavarotti (Radames); Dimitrova(Amneris);
Pons(Amonasro); Ghiarov (Ramphis); Burchuladze (Pharaoh);
LaScalaChorusand Orchestra;

Maazel (Conductor);

Ronconi (Director);

Bailey (Video Director)

RCAVHS

Néelli (Aida); Tucker (Radames); Gustavson (Amneris);

Va dengo (Amonasro); Scott (Ramphis); Harbour (Pharaoh);
Robert Shaw Chorale and NBC Orchestra;

Toscanini (Conductor)
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DicTioNARY OF OPERA AND MusicAL TERMS
Accelerando - Play themusic faster, but gradualy.
Adagio-At slow or gliding tempo, not asslow asLargo, but not asfast asAndante.
Agitato - Restlessor agitated.
Allegro-Atabrisk or lively tempo, faster than Andante but not asfast as Presto.
Andante- A moderately slow, easy-going tempo.

Appoggiatura-An extraor embellishing note preceding amain mel odic note or tone.
Usudly written asanote of smaller size, it sharesthetimeval ue of themain note.

Arabesque- Flourishesor fancy patternsusually applying to vocd virtuosity.

Aria-A solosong usualy structured inaformal pattern. Ariasgenerdly convey reflective
andintrospectivethoughtsrather than descriptive action.

Arietta- A shortened form of aria

Arioso-A musica passage or composition having amixture of freerecitativeand metrical
oNg.

Arpeggio - Producing thetones of achord in succession but not simultaneoudly.

Atonal - Musicthat isnot anchored intraditional musica tonality; it usesthe chromatic
scaleimpartialy, does not usethe diatonic scale and hasno keynote or tonal center.

Ballad Opera - 18" century English opera consisting of spoken dialogue and music
derived from popular ballad and folksong sources. The most famousis The Beggar'’s
Operawhichwasasatire of the Italian operaseria.

Bar - A verticd lineacrossthe stave that dividesthemusicinto units.
Baritone- A malesinging voiceranging between the bassand tenor.
Baroque-A styleof artistic expresson prevaentinthe 17" century that ismarked generaly
by the use of complex forms, bold ornamentation, and florid decoration. The Baroque

period extendsfrom approximately 1600 to 1750 and includesthe works of the original
creatorsof modern opera, the Camerata, aswell asthelater works by Bach and Handel.
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Bass- Thelowest malevoices, usually divided into categoriessuch as:

Basso buffo - A bassvoicethat specializesin comicroleslikeDr. Bartoloin
Rossini’s The Barber of Seville.

Basso cantante- A bassvoicethat demonstratesmelodic singing quality rather
than comicor tragic: King PhilipinVerdi’sDon Carlos.

Basso profundo - the deepest, most profound, or most dramatic of bassvoices:
Sarastroin Mozart's The Magic Flute.

Bel canto- Literally “beautiful singing.” It originated in Italian operaof the 17" and 18"
centuriesand stressed beautiful tonesproduced with esse, clarity, purity, evenness, together
with anagilevoca techniqueand virtuosity. Bel cantoflourished inthefirst half of the 19"
century intheworksof Rossini, Bellini, and Donizetti.

Cabaletta- Typically alively bravuraextension of an ariaor duet that createsaclimax.
Thetermisderived fromtheltalianword“cavalo,” or horse: it metaphorically describesa
horsegallopingtothefinishline.

Cadenza- A flourishor brilliant part of an ariacommonly inserted just beforeafinale.
Camerata - A gathering of Florentine writers and musicians between 1590 and 1600
who attempted to recreate what they believed wasthe ancient Greek thegtrical synthesis
of drama, music, and stage spectacle; their experimentation led to the creation of theearly
structural formsof modern opera.

Cantabile-Anexpressionindication urging thesinger to sing swestly.

Cantata- A chora piecegenerally containing Scriptural narrativetexts: Bach Cantatas.

Cantilena-Alyrica melodiclinemeant tobeplayed or sung“ cantabile,” or with sweetness
and expression.

Canzone- A short, lyrical operatic song usually containing no narrative association with
thedramabut rather smply reflecting the character’sstate of mind: Cherubino’s*Voi che
sapete”’ inMozart’s The Marriage of Figaro. Shorter versionsare called canzonettas.
Castrato - A young male singer whowas surgically castrated to retain histreblevoice.

Cavatina- A short ariapopular in the 18" century without the dacapo repeat section.
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Classical Period - The period between the Baroque and Romantic periods. TheClassica
periodisgenerally considered to have begun with the birth of Mozart (1756) and ended
with Beethoven's death (1830). Stylistically, the music of the period stressed clarity,
precision, andrigid structural forms.

Coda-Atrailer or tail piece added on by the composer after themusic’snatural conclusion.

Coloratura- Literaly colored: it refersto asoprano singinginthebel canto tradition with
gresat agility, virtuosity, embellishments and ornamentation: Joan Sutherland singingin
Donizetti’s Luciadi Lammermoor.

Commediadél”arte- A popular form of dramatic presentation originating in Renaissance
Italy inwhich highly stylized characterswereinvolvedin comic plotsinvolving mistaken
identitiesand misunderstandings. The standard characterswere Harlequin and Colombine:
The*play withinaplay” inLeoncavallo’s| Pagliacci.

Comprimario-A singer portraying secondary character rolessuch asconfidantes, servants,
and messengers.

Continuo-A basspart (asfor akeyboard or stringed i nstrument) that was used especially
in barogue ensemble music; it consists of asuccession of bass noteswith figures that
indicatetherequired chords. Also called figured bass, thoroughbass.

Contralto- Thelowest femalevoicederived from“ contra’ against, and “alto” voice, a
voice between the tenor and mezzo-soprano.

Countertenor, or malealtovocal range- A highmaevoicegenerdly singingwithinthe
femalehigh soprano ranges.

Counter point - The combination of one or more independent melodies added into a
singleharmonic texturein which each retainsitslinear character: polyphony. The most
sophisticated form of counterpoint isthe fugue form in which up to 6 to 8 voices are
combined, each providing avariation on the basic themebut each retaining itsrelation to
thewhole.

Crescendo - A gradual increasein the volume of amusical passage.

Dacapo- Literally “fromthetop”: repeat. Early 17" century dacapo ariaswereinthe
formof ABA, thelast A section repeating thefirst A section.

Deusex machina- Literally “god out of amachine.” A dramatic techniqueinwhicha
person or thing appearsor isintroduced suddenly and unexpectedly; it providesacontrived
solution to an apparently insolubledramatic difficulty.
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Diatonic - Relating to amajor or minor musical scalethat comprisesintervalsof five
whole stepsand two half steps.

Diminuendo - Gradually getting softer, the opposite of crescendo.

Dissonance- A mingling of discordant soundsthat do not harmonizewithin thediatonic
scale.

Diva- Literdly a“goddess’; generaly refersto afemal e operastar who either possesses,
or pretendsto possess, great rank.

Dominant - Thefifth toneof thediatonic scale: inthekey of C, thedominantisG.

Dramma giocoso - Literally meaning amusing, or lighthearted. Like tragicomedy it
represents an operawhose story combines both serious and comic elements: Mozart's
Don Giovanni.

Falsetto- Literaly alighter or “false” voice; anartificialy produced high singing voicethat
extends abovetherange of thefull voice.

Fioritura- Literaly “flower”; afl owering ornamentation or embellishment of thevoca line
withinanaria

Forte, Fortissmo - Forte (f) meansloud: mezzoforte (mf) isfairly loud; fortissimo (ff)
evenlouder, and additiond fff’ sindicate greater degrees of loudness.

Glissando - A rapid sliding up or down thescale.

Grand Opera-Anoperainwhich thereisno spoken dialogueand theentiretextisset to
music, frequently treating seriousand dramatic subjects. Grand Operaflourished in France
in the 19" century (Meyerbeer) and most notably by Verdi (Aida): thegenreisepicin
scal eand combines spectacle, large choruses, scenery, and huge orchestras.

Heldentenor - A tenor with apowerful dramatic voice who possesses brilliant top notes
andvocd samina Heldentenorsarewd | suited to heroic (Wagnerian) roles: LauritzMe choir
inWagner’s Tristan und Isolde.

Imbroglio - Literally “Intrigue”; an operatic scene with chaos and confusion and
appropriatediversemelodiesand rhythms.

Largoor larghetto- Largoindicatesavery slow tempo; Larghettoisslightly faster than
Largo.
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Legato - Literally “tied”; therefore, successive tones that are connected smoothly.
Opposing L egato would be Marcato (strongly accented and punctuated) and Staccato
(short and aggressive).

Leitmotif - A short musical passage attached to a person, thing, feeling, or idea that
providesassociationswhenit recursor isrecalled.

Libretto- Literally “little book”; thetext of an opera. On Broadway, thetext of songsis
caled*“lyrics’ but the spokentext intheplay iscalled the* book.”

Lied - A German song; the plural is“lieder.” Originally German art songs of the 19"
century.

Light opera, or oper etta - Operasthat contain comic elementsbut light romantic plots:
Johann Strauss's Die Fledermaus.

Maestro - From the Italian “master”: a term of respect to conductors, composers,
directors, and great musicians.

M elodrama - Words spoken over music. Melodramaappearsin Beethoven'sFidelio
but flourished during thelate 19" century in the operas of Massenet (Manon). Melodrama
should not be confused with melodramawhen it describesawork that ischaracterized by
extravagant theatricality and by the predominance of plot and physical action over
characterization.

Mezzavoce- Literally “medium voice,” or singing with medium or half volume; itis
generdly intended asavoca meansto intensify emotion.

M ezzo-sopr ano - A woman' svoi cewith arange between that of the soprano and contrato.
Molto - Very. Molto agitato meansvery agitated.

Obbligato- An elaborate accompaniment to a solo or principal melody that isusually
played by asingleinstrument.

Octave- A musical interval embracing eight diatonic degrees: therefore, from Cto Cisan
octave.

Opera- Literally “awork”; adramatic or comic play combining music.
Operabuffa- Italian comic operathat flourished during thebel canto era. Buffo characters

were usually basses singing patter songs: Dr. Bartoloin Rossini’s The Barber of Seville,
and Dr. Dulcamara in Donizetti’s The Elixir of Love.
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Opéracomique- A French operacharacterized by spoken dial ogueinterspersed between
theariasand ensemble numbers, asopposed to Grand Operain which thereisno spoken
didogue.

Operetta, or light opera - Operas that contain comic elements but tend to be more
romantic: Strauss sDie Fledermaus, Offenbach’sLa Périchole, and Lehar’'sThe Merry
Widow. In operettas, thereisusually much spoken dialogue, dancing, practical jokes, and
mistakenidentities.

Oratorio-A lengthy chora work, usudly of ardigiousor philosophica natureand conssting
chiefly of recitatives, arias, and chorusesbut in deferencetoits content, performed without
action or scenery: Handel’sMessiah.

Ornamentation - Extraembellishing notes—appoggiaturas, trills, roulades, or cadenzas—
that enhanceamelodicline.

Overture - The orchestral introduction to a musical dramatic work that frequently
incorporatesmusical themeswithinthework.

Parlando- Literally “speaking” ; theimitation of speechwhilesinging, or singingthat is
almost speaking over the music. It is usually short and with minimal orchestral
accompaniment.

Patter - Wordsrapidly and quickly delivered. Figaro'sLargoin Rossini’sThe Barber of
Sevilleisapatter song.

Pentatonic- A five-note scale, likethe black noteswithin an octave on the piano.
Piano - Soft volume.

Pitch - The property of amusical tonethat is determined by thefrequency of thewaves
producingit.

Pizzicato- A passage played by plucking thestringsinstead of stroking thestringwiththe
bow.

Polyphony - Literaly “many voices.” A styleof musical compositioninwhichtwo or more
independent mel odies arejuxtaposed in harmony; counterpoint.

Polytonal - The use of several tona schemessimultaneously.

Portamento - A continuous gliding movement from onetoneto another.
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Prelude - An orchestral introduction to an act or the whole opera. An Overture can
appear only at the beginning of an opera.

Presto, Prestissimo - Very fast and vigorous.

PrimaDonna - Thefemalestar of an operacast. Although thetermwasinitially used to
differentiate between the dramatic and vocal importance of asinger, today it generally
describesthe personality of asinger rather than her importancein the particular opera.

Prologue- A piece sung beforethe curtain goesup on the operaproper: Tonio’'sPrologue
inLeoncavallo’'sl Pagliacci.

Quaver - Aneighth note.

Range- Thedivisionsof thevoice: soprano, mezzo-soprano, contralto, tenor, baritone,
and bass.

Recitative- A forma devicethat that advancestheplot. Itisusualy arhythmicaly free
vocal stylethat imitatesthe natural inflections of speech; it representsthe dialogue and
narrativein operasand oratorios. Secco recitativeisaccompanied by harpsichord and
sometimeswith cdllo or continuoinstrumentsand accompagnato indicatesthat therecitative
isaccompanied by the orchestra.

Ritornello - A short recurrent instrumental passage between elements of a vocal
composition.

Romanza - A solo song that isusually sentimental; itisusually shorter and lesscomplex
than anariaand rarely dealswith terror, rage, and anger.

Romantic Period - The period generally beginning with theraiding of the Bastille (1789)
and thelast revolutions and uprisingsin Europe (1848). Romanticistsgenerally found
inspirationinnature and man. Beethoven'sFidelio (1805) isconsidered thefirst Romantic
opera, followed by theworks of Verdi and Wagner.

Roulade- A florid vocal embellishment sungto onesyllable.

Rubato- Literally “robbed”; it isafluctuation of tempo withinamusical phrase, often
against arhythmically steady accompani ment.

Secco - The accompaniment for recitative played by the harpsichord and sometimes
continuoinstruments.
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Semitone- A half-step, the smallest distance between two notes. In thekey of C, the
notesare Eand F, and B and C.

Serial music - Music based on aseries of tonesin achosen pattern without regard for
traditional tondity.

Sforzando - Sudden loudnessand force; it must stick out fromthetextureand providea
shock.

Singspiel - Early German musical dramaemploying spoken dial ogue between songs:
Mozart’'s The Magic Flute.

Sopr ano - The highest range of thefemal e voiceranging from lyric (light and graceful
quality) todramatic (fuller and heavier intone).

Sotto voce - Literally “below the voice”; sung softly between awhisper and a quiet
conversational tone.

Soubr ette- A soprano who singssupporting rolesin comic opera: Adelein Strauss'sDie
Fledermaus, or Despinain Mozart's Cosl fan tutte.

Spinto - Fromtheltalian“ spingere” (to push); asoprano having lyric vocal qualitieswho
“pushes’ thevoiceto achieve heavier dramatic qualities.

Sprechstimme- Literdly “speak voice.” Thesinger half singsanote and half speaks; the
declamation sounds like speaking but the duration of pitch makesit seem almost like

sanging.

Staccato - Short, clipped, rapid articul ation; the opposite of the caressing effectsof legato.
Stretto - A concluding passage performed in aquicker tempo to createamusical climax.
Strophe- Music repeated for each verse of an aria.

Syncopation - Shifting the beat forward or back fromitsusual placeinthebar; itisa
temporary displacement of theregular metrica accentinmusic causedtypically by stressing
theweak beat.

Supernumerary - A “super”; aperformer withanon-singing role: “ Spear-carrier.”

Tempo - Time, or speed. Therangesare Largo for very slow to Presto for very fast.
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Tenor - Highest natural malevoice.

Tessitura- Thegeneral range of amelody or voice part; but specifically, the part of the
register inwhich most of thetonesof amelody or voice partlie.

Tonality - Theorganization of &l thetonesand harmoniesof apieceof musicinrelationto
atonic (thefirst toneof itsscal€).

Tone Poem - An orchestral piecewith aprogram; ascript.

Tonic - Thekeynote of thekey inwhich apieceiswritten. Cisthetonic of C magjor.
Trill - Two adjacent notesrapidly and repeatedly alternated.

Tutti - All together.

Twelvetone- The 12 chromatic tones of the octave placed in achosen fixed order and
congtituting with some permitted permutations and derivationsthe melodic and harmonic
material of aserial musical piece. Each note of the chromatic scaleisused aspart of the

mel ody before any other note getsrepeated.

Verismo- Literdly “truth”; theartistic use of contemporary everyday materia in preference
to the heroic or legendary in opera. A movement from thelate 19" century: Carmen.

Vibrato-A*“vibration”; adightly tremulouseffect imparted to vocal or instrumental tone
for added warmth and expressiveness by dight and rapid variationsin pitch.
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