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Prelude

In the second act dfarel L a p edondedy,The Makropulos Cas@rague, 1922 and
l i kewi se in Leog Janalekds opera oW2tak, s,
the clerk, congratulates the 3$&arold prima donna Emilia Marty/Elina Makropulos
after her fabulous pormance that night and compares heAtma Maria Strada del, P,

referring to history books which recorded her superb vocatrgrt

Emilia: Were you in the theatre? Did you like any performance?

V 2 t lsHould just think | did. Why, it was as goodSisada.

Emilia: Have you heard Strada sing? Let me t e
just made whistling noises.

V 2 t \hly, Strada died a hundred years ago.

Emilia: So much the worse. You ought to have heard her. Strada! What do you mean
by talking about Strada?

V ek |l dm sorry, madam, but | |1 "of <course, (I
what the history books say’

Emilia: Let me tell you that the histotyo o ks ar e f ul | of 1ies. I 6
Strada made whistling noises and Corrona had a plurerithhoat. Agujari was a

goose and Faustina breathed like a pair of bellows. So much for your history

books®

Emilia denigrates Stradads voldiaral| etkpdgse tohg
and of t hree exceptional g nd n Sdharpetk
Ka mme r s annAgiear,ifriend of Goethe and Schiller, whose strength lay in her pure
vocal sound; Lucrezia Agujari who, according to Leopold Mozart, possessed an
extraordinary agility and a randhaeca beautifut hr e
voice with mellowness and sweetness, as testified by Fanny Burney; and the mezzo
soprano Faustina Bordoni, the most celebrated female singer of the Baroque era, with a big
and penetrating voice. Emi | i a6's mockeri esr saddmeaism wcC

characteristics, by asserting their opposites.

K a r epek, The Macropulos Secret. Bomedy authorisedEnglish tanslation by Pauelver {ondon
Robert Holden & Co. LTD, 1927), 86 (ActilxtJ anal ek t he s ame pwssage
ever hear Strada? Strada used to squeak! Coirsha had a plurm her mouth! Agujari she was just a
silly goosebL € 0 § J EheVakloplds Caseé i br et t o (1923 1925) .

2 Kathleen Kuzmick HanseltA g ui ar i [ Agujari] Lucrezia ,Giokea Ba st
Music Onlineed. L. Macy. Accessedd Decembef015;Ronald R. Kidd,6 Sc hr °t er , Corona
Wi | hel imidmedFr ench tr av eFougemnuksluné E/2&eerge Fiideric Wandel:
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Among George Frideritdlandel 6s | eading singers, Strada
he had thdongest period of continuous collaboratipnl 729 37) as wel | as t
dseems to havpleasech i m m EHmarte$ Burney considered her as an artist formed by
the composer himselfl have chosen to investigate her vocal activities in connection with
the music written for her not only by Handbut also by Antonio Vivaldi, Leonardo Leo,

Leonardo Vinci, Domenico Sarro and others. This singemba®ecome a research focus

T neither in Handel research nor in the field of eighteeetiitury vocalityi until now.

This neglect of her by modern meoslogy, besides the scarcity of surviving period

descriptions of her singing amtivate life, is mainly due to the popularity of her star
contemporaries, Francesca Cuzzoni and Faustina Bordoni, armhstfati such as

Senesino, Farinelli and Carestiniewertheless, very important remarks were made about

her singing for example by Ellen T.HarrdDPas Ver h2l tni s von Lautst?2]
i m Barock@addadandgd,unigs:pr-@perj s1e&8/ HF&@iogd 0 Si ngi nog
Music Onling, Reinhard Strohn{The Operas of Antonio Vivald2008 0Vivaldi 6s <car
as an oper aEsgaysod Handelradd, ItaliannQperd985), Rodolfo Celletti

(Storia del belcantp1983) Winton Deanfla nde |l 6 s Op e y2805), ). Merrik 6 ©1 7 4 1

Knapp (Preface to the HHA Edition &f1 av i o, r ,debB99dd)n,gomamjda M,
bZur Entstehung und den ersten DAMdclitgenr ungen \
Musi k: InterdiszigliFmniedr SthdiHé mde20%)GAbexand:

and Donald BurrowsHande] 201 2; OHandel s ofhetCanbidge per forn
Companion to Handel1997). However, as suggested by the mention ofiimefFhe

Makropulos CaseStrada during the nineteentantury must have still lee remembered

as a greammusicianwi t h a strong voice production. Tha
Vinohrady Theatre hose Stradads art t eearold&mger,avhoc o mpl i me
in her career brought every segment of her art to perfection, refers to héadtng and
wide-spreadappreciation within professional circles.

The librettist Paolo Rolli remarked that Strada had a penetrating and delightful voice
and stated thatlandel thoughtshesings better than the twarevious ones , meaning that

the specialskills of the two forme divas FrancescaCuz zoni 0s expressiven

Coll ected Document sed\bgpOonalhBurr@ws, Héleh Z&ffeyl Joldnd@reacombe
and AnthonyHicks (Cambridge: Cambridge University Press, 2015), 233.
3 Mrs Julian MarshallHandel (London, S. Low, Marston, Searle and Rivington, )8&% 86; Florence
Ashton Marshall was an English writer, composer and conductor, contributor of the first eflitiotsac o v e 6 s
Dictionary of Music and Musiciandigel BurtondMar s hal | , F | GraveMusi@Onlkedl. o n 6,
Macy. Accessedl2 September 2014.
* Charles BurneyA General History of Music from the Earliest Ages to the Present Paniddiv (London:
Payne and Son, 1789)02.
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FaustinaBordori 6s dr amat i s m bacantke onednhérThe neusidallmatérigl
written for Strada shows an increase in lyric movements connected with demanding
coloratura and a weightier dramatism. Thmglicates an exceptionafice production
entirely di petto as described by Pier Francesco Tosi and Giambattista M&riEiis
type of full body singing was in fact the main characteristic of dastratostyle and
become essential to nineteew#nturybel canta

Stradab6s comprehensive range aneramatice xi bi
talent, were most probably due to an uncommon, innate ability. She may have been a so
called natural soprano (or to use a Romantic expression, arseprpnosfogatoor voce
assolutg, who, having a strong upper register, sang with a dtkesvoice production in
the head range as well, powerfully and sonorously. Some evifanites in her repertoire

as Ellen T. Harris hapointed out is that, in the arias written especially for her, high
notesas dynamic and musical climaxes are often textually and rhythmically acdented
whichwasc ont rary to the gener al p r aanpaosiagefor o f t
Cuzzoni and La Francesi na precdng and suededdingDu p a
Strada respectively My concl usi ons about Stradads si
three main pillars: (a) the musical sources, which focus on thenarigples and arias
created especially for her; (b) the surviving descriptions of her singing, and the period
treatises,completed (c) with my own practical experiences as a classical sihger
musical materiaper secan easily be misleading when itnges to the quality of singing,
wi t hout the opinions of |l i steners who hea
skills met all the technical, acoustic, musical and expressive requirements these works
imposed. Only after this foundation has beewl Ean the compositions coupled with
contemporary accounts of her singingbe interpreted as a sort of eighteeoémtury
6sound recordingsbod, preserving traces of

CharlesBurney, for example. In the case of thkepranocastratoValeriano Pellegrini

(1663 1746) he suggests certain abilities that the score might indicate concerning

> PaoloR o | lettelissto Giusepe Rivd,l Decemberand 6 November 1729George Frideric Handel:
Collected Documents Volurgde, 332 1and3l7316

*Nell e Femmine, che cantano il Soprano sentesi qua

Opinio n i ded cant or, 0sieaonossereahidni sapra haantefigurdBologna: dalla Volpe,
1723, 38;Observations on the Florid Song, @entiments on the ancient amsdern SingersTranslated
by John Ernest GalliarLondon: Wilcox, 1743)23; Giambattista ManciniPensieri, e riflessioni pratiche
sopra il canto figuratqVienna: Ghelen, 1774), trans. in English by Pietro BuRractical Reflections on

the FigurativeArt of Singing(Boston: Gorham Press, 1912), 108.

" Considering the reperite of her early, Venetian years, especially the arias Vivaldi wrote for her, one can
assume t hat Stradads wupper vocal range naturally
beginning of her career.

S Ellen T. Harris@as Ver ha lttatidsr eonurbdauSt i mml aAwef fi grh rBuarr goscpkrg
der HO®pedkadlsruhe: 1988 and 1989), 18/71: 167 169; Harris,&5 i n g iGmovg &usic Online
ed.L. Macy. Accessed 3 November 2013.
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Mi rtil | odatocfudor Amor severin b pastor fido(1712)? but in the end he
classifies the singer according to the general quality in§irsy, meaning that the
requirements of the aria could have been accomplished by Valeriano but neither easily, nor

excellently (thesinger was nearly fiftyears of age at that time):

The first air for a soprano, lets us know what kind of voice the k&avdaleriano
possessed of; and the pathetic style of the first part of his song, as well as the agility
necessary to the execution of the second, seem to imply abilities in that performer, of
no mean kind. This air and many othersair the opera, arenty accompanied by a
violoncello, in the old cantata style; but Handel always contrives to make this single
accompaniment interesting without overwhelming the vpiag, or depriving it of

attention. [ é] Val eriano was only of second cl ¢

Si nce s3eauvtyad wite and manner of singing alwdysw admiration, and

never received a negative review even from malicious sritghe was rather criticised for
her o6fimowgthhdal and utfane cuconrclhde that the idekl sudible
parameters of the arias inspired by and dedicated to her did reflect her actual vocal
characteristics.

My research has aimed at a ##8cki mensi onal reconstruction of
development, conjugated with the course of her Tifeerefore, besides followirtger vocal
progress, this thesis is framed chronologically as a monograph. Also, in contrast with the
typical structureo f musi ci ansd biographies, especially
so far, | decided not to separate the musical part from the social, geographical, cultural and
personal stages of Stradaés |ife. |l ms so doi ni
possible, which | think was inseparable from her being as an artist. More importantly, | am
discussing vocal technical issues in greater detail than @swdmbeddedn the analyses
of selected arias. My conviction is that in this way a welindedvocal profile can be
achieved and effectively transmitted to the reader, since the subject is a singer of the pre
recording era.

The present dissertation also contains a portfolio recondedt h Fanni EdRc:
harpsichordistn Budapest in 201%App. A), which, unfortunately, had to be made under

very limited circumstance3.hese are neither studio, nor professional recordings; and they

Val eriano Pel |l egr i nAgrippsnain Yenit¢g7@9).He sangHa thd eomgoser in
London h 1712 1713 as well, playing Mirtillo inl pastor fidqg the title role inTeseaand probably Lepidus
in Silla. Wi nt on Dean and John Ro s&@owd Music Oniinéed. ILI Magy i ni |, Val e
Accessed 2 February 2016.
9Burney,A General History of Musjo/ol. iv, 234 and 237.
“Mr s Pend a rtoherssiter, AheeGranvile, 29 or 30 November 1729eorge Frideric Handel:
Collected Documents Volur2e320.
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are unmastered ones, as | have edited them myself at Hoespite the resulting
disadvantages and risks, | still consider it essential for this thesis to include an audible
result of my research over the | ast four
been properly interpreted, either in musicelay in performance practicé.My vocal
technique and artistic accomplishment was growing and maturing parallel to and in
interaction with the writing of thistudy, and | am glad that this topccurredto me (in
2011), when | was searching for histotievidence of an authentic manner of singing
Baroque repertoire without vocal limitations.

The recorded portfoli o c oredtatigotseccoand anSt r a
accompagnatoselected fronmeroriginal roles and spanning from her debutrgamtil the
end of her London period (1720 37). There
professional years in Iltaly (1739 41). Thi
seem to have begun to diminish somewhat, the later ariastdadd anything new to her
vocal profile; and the sources are incomplete, most of them being lost. The selection and
bal ance of the repertory presented here f
of the thesis. Theda capo embellishments rad other ornaments and cadenzas are
completely the products of my own ctiedy and sense of style they reflect my relations
to those arias, and do not attempt to rec:
so because none of them survivesjiter, | tried to transmit an attitude, a certain way of
thinking about performance, and to present it as a living, flexible and creative entity, not as
a museunpiece Through Stradads exampl e | al so |
good and healthy ocal technigue is equally suitable to any of the classical musical
repertoires; the style is what is different, and the proportions of certain tools and their
execution (e.g. vibratggortamentorubato appoggiaturas and other ornaments, étave
been he changing elemesithroughoutth&e e nt ur i es . shygingawhelovwas wa y
the inverse of the standard Baroque, as far as melodic structure, accentuation, and
proportion of high and | ow notes arehconc
diverse vocal styles were able goccessfully operatim the same era. This may teach us
not to treat Baroque singing as uniform, without individual style patterns, but rather to let
the characteristics of certain periods shine through in a uniquenaapeatable union with

individual vocal attributes and personal features.

2Two recordings dedicated to Str adaldasr irreg eBriegnaov ir red sw
Donna (ATMA Classique, 4 Septemb@012) andAnna Mari a Strada:byaMdnrndyar |
Espada (Musiepoca, 1 July 2015). Apart from the |
in many aspects these two recording do not correspond to my research results abdu $trs v ocal a
manner of singing.
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Chapter One: Early Years

Anna Maria Stradawas born in 1703,and died in Napleson 23" July 1775
'JeamBenjamin de | a Borde, in his tlhiestt hoefattr
notes her as a native of Bergafmier father might have been the bass Giuseppe Maria
Strada, who was a member of the chapel choir of Santa Maria Maggiore in Bergamo
between 1709 and 172 Giuseppe sang in MilaMuzio Scevoland GiovannPa g | i ar di
Numa Pompiliocl690), ParmaKuro Camilloby Giacomo Perti 1697), Casale Monferrato
(I gran Pompeol 704) , Ver ona ( F rVeanoeslapsle08), FErmdal ar o
(Partenopeby Antoni o Caldara 1709) , Novara (17
rivali generosil715).Besides, he received a monthly grant of thdeppiefrom the Court
of Mantova from the % February 1696 omards® Anna Stradasurely receivecdher first
musical instructions fronmer fatherand itmay bea feasible hypothesithd later, in her
mid-teens,she eithespent a couple of years of training in Bolognthe centre where the
modern singing methodeveloped, becoming thehief marketof opera managemeisty
the midcentury or rather was taught by someone coming from thétds also very
likely that Strada additionally received instrumental training tbe harpsichord, a
possibility which is supported by the fact that in 1731, when she was singing for Handel,
an instrument built in 1729 by the harpsichord maker Burckhard Tschudi, a good friend of
the composer, became her property (see ch.She probhly could accompany herself,
fulfilling one of a 6Singerés Principal QL
The modern singing school was founded amdl by the castratoFrancesco Antonio
Pistocchi, t he 6f atfiore 1701@ fonwands dagtar heetugneddtd t a s

Bologna from German§:another such school was rbg the composeNiccol, Porpora

Yparr. di S. Anna di PalazaAdapoli L i b . 1f97A GAD edf3Luglol7758 La Signora Donna Anna
Strada, ddanni 72. Vedova, ricevuti [ SS. mi Sacr
Congr.ne di S. Maria della Salvaz.aecosto S. Annagbitava allastrada deCarminiello. 6

2 JeanBenjamin de la Bordéssai sur la Musique Ancienne et Modeml. iii (Paris: Onfroy, 1780), 325.

3| am very grateful to Anita Sikora, who drew my attentto Giuseppe Strada and suggested the possibility
of him being AlSeedk IMaKuadshfatllkeer RiGrnoesnsse,s & msgjelrrlg
vol. vi (K. G. Saur: Munich, 20034562.

* Paola BesuttiLa Corte Musica du Ferdinando Carlo Goaga Ultimo Duca di MantovaMantova
1989, 82.

® John RosselliSingers of Italian Opera: The History of a Profess{@ambridge: Cambridge University
Press, 1992), 42.

® William Dale, Tschudi the Harpsichord Makétondon: @nstable and Company, 1913}, 34.

" Pier Francesco TosDpi ni oni de 6 c an t(Bologna: #olpe,1i723;hENg. teansnby dob r n i
Ernest Galliad as Observations on the Florid Song or, Sentimentstten ancient and modern Singers
(London: Wilcox, 1743)VI.AL6, VII. 4.

8 Ann e Sc h n disthicehl, Erancescd Antonio Mamiliafod | | Pi s Grove Music @niingdd.0 ,

L. Macy. Accessedll November2014;J o hn H. Robamd st héHahdphemds of
7



from 1712in Napleslt coudbe t hat 0 n e castritopupils faterdoecantei 6 s
Stradads t e alodgnaor in éambandgim Berigamo & Milan. Probably the
mast er 6 s musthaveebeen hefpinfa the young soprano to get an appointment
as virtuosa da cameraat the court of Count Girolamo Collored®Valdsee, the new

governor of Milan and patron of arts, in 1728rriving there, Strada was discovered by

Antonio Vivaldi, who engaged her for the 172
Venice.
The Bol ognese contralto Ant oni a Mer i ghi |, or

supposediypelonged to the circle of Pistoc¢land was strongly influenced byis pupils,

Antonio Bernacchi and the tenor Annibale Pio Fabsith whom she regularly

performed'® Very intriguing is the fact that shesed to sing with Stradi the same

companyin Venice; after that, Merighi was engag@dNaplesand when she left the city

in 1724 Strada was appointed there.tég from 1729 owards,they found themselves in

the same troupe again, this time in dam|l 6 s Second Acadwithy i n Lon
Bernacchi On both occasions whetrada was engaden Naples and London, she seems

to haveappearedrom out of nowhereLogically, somebody must have recommended her;

in the absence of doments, only hypothesdsasedon the practice of thepera business,

remain If, Strada was trained either in Bolm or by somebody from the Bolognese

school, she couldave known Merighi and Bernacctoo, from her teensMerighi was

around thirteen, Bernacchi eigienyears her elderFollowing the logic that Bernacchi,

being Pistocchi 6s ismgihods anthterdounded @ schoolhimgel§ t e ac h
and that heanost probablygave some lessons to Merigiind even inspired the style of

Farinelli, it seems very likelghatBe r na c ¢ h i hi mself might have be
a while at least' St r a d anted fatleers Giusepp sang together with Bernacchior

examplei n t he pr oduc VenceslagqvefonaRL 008, Iwik theoybum@ Biana

Vico as well) and therefore knew him personally, whiglakes thisupposition feasible.

DuringStrala s possi bl el717 20d Bemacohgappearediseera] aperas

Words on Music: Essays in Honor of Andrew Porter on thea€ion of His 7% Birthday, ed. by David
Rosen and Claire Brook (Hillsdale: Pendragon Press, 20683),

° Daniela TarabraEuropean Art of the Eighteenth Centyfyans. by Rosanna M. Giammanco Frongia (Los
Angeles: Getty Publications, 2008))2.

9 Naomi Ad e | e Voitidg Gender: Castrati, Travesti and the Second Woman in Bargteenth
century Italian OpergBloomington: Indiana University Press, 20087 .

“"ReinhardVisvabtimbs 6car eer 6,a sEssays on Handel and |paliaBpera ¢ e r
(Cambridge: Cambridge University Press, 1982 163: 138;Anne Deslerp | | n o v eHarna@li: Or f eo 6.
Vocal Profile, Aesthetics, RhetoriehD hesis(Glasgow: School of @ture and Creative Artollege of
Arts. University of Glasgow, Heruary 2014), 103111. http://theses.gla.ac.uk/574%ee Appendix B2, the
vocal lines of three arias sung by Bernaciel fiume che in meni@&rugoni/Vinci, Medo I/1, Parma
1728); Taci, o di morte (Frugoni/Vinci, Medo 1/8, Parma 1728) and\ella foresta Leon invitto
(Frugoni/Vinci, Medolll/6, Parma 1728), 33841.
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i n Northern Italy (for exampl e, i n Milan
Venice between 1717 and 1719), and there is no reason why Strada could not travel to him
regularly to receive singing lessonBernacchimay have pssed on to her the idea of
instrumentaitype coloraturas, Lombard rhythraypeggiato elements,volating various
turnfigures etc.: his inheritance from PistocthiEither he or Merighicould have
proposed Stradaot only in Najes and for Handel, but eaat too, for Count Colloredo in

Milan or evenfor Lucca and Livornpwhere Strada was active in 1722 and early 1724.
SinceMerighi stood in the service &fiolante Beatricethe Grand Princess of Tuscany, as

a link to Strada she could mention her name eomiag the productions in the two Tuscan

cities.

Venice
The Republic of Venicedue to successive waeggainst the Ottoman Empire, became
weakened economically by the earbighteenthcentury.In addition, although it did not
participate in the War of thEpani sh Succession (1701 14),
the city, including its cultural life, by the breaking down of tourf$nContrarily to the
political and economic declineheé sumptuousness of the entertainmgpiesys and operas
remained continous, servingo gloss over theeal state of the Venetian Republic the
1720s then, as Eleanor Selfridge el d r emar ks, Oa generati ol
war since the turn of the century, now came to Venice expecting to find the legendary
splendous of earlier times. Instead they encountered an escalation of ceremony and its
s y mb ¥ ITksedactor, playwright and theatre historian Luigiccoboni frequently
commented on this paradox, for example thatSovereign ever spent so much upon these
Representations as the Venetians have don®esides, his remark about the frequency of
performances and t he speedOnernayeasilyjudgehow st s

much Operas are in Fashion at Venice, when he is told that at certain seasgaythey

“Bernacchi was an alto and pupil of the Bologna sc
him ornamentations of instrumental kind. Bernacchi adopted them to such a degree that finally Pistocchi
compl ained about thominsdgnato a mantaoet e tu Vucd
you to sing and you want to pPNintoyDeanié.Be.r nlaickcdi o n & n
Ma r iGaofie, Music Onlinegd. L. Macy. Accessed 19 August 2014; see Vincenzo MaimfreRegole
Armoniche, o Sieno Precetti regionafVenice: 1775), 7;,J ul i anne Bai r dGentuy An Ei
Controversy About t he HanyiMusicl5/1Fabnlc9i8n7i) ,v .3 6MadnsSf:r e3d9i.n

Eleanor Selfridgeield, A New Chronology of VenetiaOpera and Related Genres, 16636Q
(Stanfad/CA: Stanford UP, 2007), 67

“1bid., 350.

15 Luigi Riccoboni,An Historical and Critical Account of the Theatres in Eurofi@ndon: 1741), 74.
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everyday,andis i x Theatr es “dhe FrercrewrieranddravellernChailes

de Brossegook notice of the same:

Each theatrés runnhg twooperasa winter, sometimethree,so weexpectto
haveapproximately eightluring our stayEvery year the pieces and the singers are
different ones. No one wants to see an opera, or a ballet, stage set, or actor he has
already seen the year befoumjesst is agreatoperaby Vinci or

somevery famousvoicel’

An individual or company undertakdo produce anpera for carnival season. They

[the directork send for singers and dancers from various lItalian cities, who, arriving
from different directions, find themselves united in a cast without ever having seen or
met each other. They call fromallles or Bologna, where the best musical schools are,

a maestro di cappella. He arrives about a month prior to December 26 when the
spectacle is to begin. They designate the drama that has been chosen for him; he
composes 25 or 26 arias with orchestraloagganiment and the opera is complete
since the recitative costs too much trouble to notate. He gives the arias one by one, as
soon as they are written to the singers, who learn them with ease, since most are great

musicianst®

Naturally, the visual part ba theatrical performance wa$ pronouncedmportance all

over ltaly, oftenin a way sumptuous beyond measure, which may have overshadowed the

brilliance of the musiciather than supporting it. The technical side of the shows frequently

evoked amazemeand led to detailed descriptions, though these visual effects could easily

break the continuity of the drama. Riccoboni testifies this in his writing about his

experiences of European theatres:

It were to be wiked that we could give an exact Detail tftlhe Machines which the
skilful Architects contrived on that occasion; and of all the wonderful Representations
of that kind that have been execuiedVenice, Rome, Naples, Florence, and other
cities in laly. As to the Decorations and the Machinerqndy be safely affirmed, that

no Theatre in Europe comes up to the Magnificence of the Venetian Qpgta;the

Shepherd of Amphise, which was presented twenty Years after upon the Theatre of St.

18 1bid., 74.

l7cfA

chaque th®atre on e gullquefaiseroig & bien que po®s cangptons amavoiri v e

environ huit pendant notr e adyeauyetde n@eecaux chanteure ®@m q u e

ne

veut revoir, ni une pi ce, n qu ew m ed a lval@dj aatre, ni

ann®e, - me soihqsu e Weu es eex c e |l |,e notu ogpuRerlag udee vRoMao ibi en
Colomb, ed.Le President de Brosses en Italel. ii (Paris: 1858), 358.

18 Josse de Villeneuvd, et t r e sur | e ranikaliea 1756, muoteddby Helnrd Bega®da in
Melanges de MusicologiéParis: 1933) see Kurt Sven Markstromy The Operas of Leonardo Vinci,
NapoletandHillsdale: Pendragon, 2007), 61.

10

ann
une
f ame



John Chrysostome, the Palace of Apollo was seen to dbsderery fine and grand
Architecture, and built of Christals of different Colours which were always playing;
the Lights which were placed behind these Christals were disposed in such a Manner,
that so great a Flux of Rays played from the Machine, thaEyks of the Spectators
could garcely support its Brightneé%.

Furthermore, an oil painting on canyammedTeatro (by Alessandro Piazza from
1702, depictssucha spectaclelt probablyshowsth e i nt er i or ofwitheat r ¢
expensive costumesa sceneryncluding the appearance of elephants on stage. According
toBr uno F eoesearehnthedcenditions as shown in the picture might be an idealized
performance rather than a real one, but it still sheds lightteriuxuriousenvironment of
oper and thehabitsof the Venetian audience at the same tfi@onsidering expenditure

the running of opera houses waslerstandablynprofitable most of the time:

Three Livres of Venetian Money gains Admittance into the Hall of the Opera, thirty
Sols aSeat in the Pit, and the Boxes are in Proportion. If we compare these poor
Receivings with the Expenses that are necessary for supporting the Magnificence of
these Shows, we may easily account for the Losses which the Undertakers of the
Opera sustain; it ding impossible that for the four Months, during which these
Entertainments last, the Receiving should equal the Outgiving; for the Venetian Opera

begins at soonest in the Middle of November, and continnlgst@ the last Day of the

Carnival®?

Despitesuch lavishness ojust because of itthe attitude of theVenetians frequently
caused indignation. The bad morafsthe audience includingfights breaking out in the
pit from time to time, due to the customiofpresariosvho letthe vacant placefiled by
gondolier particularly shocked foreignerasho were accustomed the elite conditions

of courtperformancesRiccoboni considered the spectators as impetuous people

The Spectators in almost All the Citiesltdly arerestlessandnoisy,even befoe the
Play begins. In their Applauses they are violent; and when they would distinguish a
favourite Poet or Actor, they cry as loud as they ¥Yarae-Viva. But if they have a

Mind to damn the one, or hiss the other, they bawl out Va dentro, and veryha{en

19 Riccoboni,An Historical and Critical Account75. The operareferredtoisaCr | o Fr ancekco Po
pastore,ldHBAnfriso
20 Alessandro Piazz&eatro(1702), oil on canvadNorcester, MA, Worcester Art Museurt might refer to
atryout prf or mance o fTibeBmismpme ri adiridnteéV echd c e , 170209. Sea't San
Bruno Forment, @&ANn eni g maearly Musis38/8 (Awgusi, 2010887 40le net i an
“LJohn RosselligSo ci ol o g yGravé MuSipQ@nlin@d L. Macy.Accessed.2 December 2014.
%2 Riccoboni,An Historical and Critical Account82
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make the poor Actor feel a further Proof of their Indignation by pelting him with

Apples, and loadingim with a great deal of Abudd.

Their Office on this Occasion is to applaud the Actors by clapping their Harals
shouting | i ket epaedsme. n .whatl Termsothe§ use, emhthey
congratulate the Womé.

Benedetto Marcello, the authorthie famous satirical pamphlgteatro alla moda(1720),
and the greatest connoisseur \(énetian operatic life, portrayed he audi enceds ha

similary:

Every night the impresario will hand out free tickets to his doctor, lawyer, pharmacist,
barber,carpenter, and their business partners; also to his friends with their families.
Thus the theater withever look empty. For the same reason he will #siragers, the
conductor, the instrumentalistie bear, and the extras likewise to bring along each

night five or six friends who will be admittegithout tickets?

They [Members of Societywvi | | buy their dndthdyeait lgaveion approva
evel night after fifteen minutes [and redeem their tickets]. Thus they can see the

entire opera within twelve evenings. They will go to the comedy because it costs less

than the opera; and if they should go to the latter they will pay no attention, not even

during a first night, except perhaps dgin a f ew bar s osfariatohe pri ma dor
during the scene with the lighihg or thunderstorm. They will court Virtuosi of either

sex because thus they hope to obtain some free tiéRets

The disinterest of the plic concerning recitativesvas recorded bype Brosses and
Josse de Villeneuve, the finance minister to Charles de Lorrain in Tysbasiles
Marcello. Within the framework of formal wocal instruction, the declamatostyle of

recitative played an importat role, as Giambattista Mancini reporiske every good

23 bid., 53.
% Francois MaximilierMisson writes, in hid\ew Voyage to ltalgLondon, 1714), abougondolieriby whom
the vacant places were filled up. See ReintRadly,Be nedet t o Maon Eaxly 1§oCereurySat i r e
O p e rThe@Musical Quarterl4/2 (April, 1948), 222233: 225.
% @ar, porta franca ogni sera al Medico, Avvocato, Speciale, Barbiere, MatanGmmpadre, ed Amici
suoi conloro Famiglie per non restar mai a Teatnoto e per tal effetto preghe¥irtuosi e Virtuose,
Maestro di Capdia, Suonatori, Orso, Comparse, etc., di voler condurre parimente ogni setia Cirggi

Maschere per uno senBaglietti,6 Bene d et 1l watrdvala modal Ve ni c e : 1720) , Agl 61 mg
Benedetto Marcellodl Teatro Alla Modai Par t I led and @annotated Hy &einhard G. Pallye

Musical Quartery3 5/ 1 (Jan. , 1949), 85 105: 86.

®eAnderanno all 60Opera col Pegno, posponendo ogni ser a
dodici sereFrequenteranno Comedie per manco spesa eaahdr anno alrd |® Wimaesera, ne pu
toltone che aqualcheme z z 6 Ar irai ndae | D @an nPa , alla Scena dell 60r so, a
Faranno IVatuoSoeltlebwdo e dell 6altro sesso, per entrar s

etc.6 Ma r Icteatrolalka,modaAlle Maschere; ibid.104.
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work, it required time, andhe short notice of the Venetian productigmeatly limited the

possibilities forlearning and interpreting recitaés appropriately:

Ails it surpriosimeg @ nf@aambs igfrihie tire aur cecitdtivesear

worthless, sincethe composeo r ks onl y i n a huAsfoymepln t he

forgive them, now that the audience is so much in the habitot listening to

recitative?’

As for the recitaties, they [the singerg]o not take the trouble to study them, a

fleeting glance suffices; they are content to repeat only what the prompter reads loudly

to them, and the harpsichord keeps tharthe key They hold five or six rehearsals

and inless thara month the opera appears on st?ge.

Venetian opera houses of the early eighteenth centuwith a general audience

capacity of 1400 personswere differentiated by rantepending on whiclmoble family

owned thenf® This was a questionf prestige and wealthather than the quality of

performances. The top rankinguses like San Giovanni Grstomo where star singers

made their appearanceand Sarbamuele, togther with SS. Giovanni e Padbelonged to

the Grimani clan, the most influential family of the cifyThe second m of the pyramid

consisted othe Teatro San Cassiano, owned byThen family, Teatro di San Molis,

the Giustinianisand Teat r o Sa n tthe Marcekolamd Cappelionfandids b y
Composers such as Vivaldi, Francesco Gasparini and Tomaso Albinoni were congenial

with the latter two theatre®§.As far as the numdy of works per season was concerned, S.
by Sant

Mois gave the most, followed cl os

ey

of

Although it lacked sumptuoustagemachines, costumes and scenery, and whilst the

more expensive and complex stage sets were reused alserauctions? @eople like

“"GFauti | soO6®tonnero mefisdi bai plupajouduTaempsaile r
|l orsque | e musicien donne tout s dm dJoBiceequiest Hea
habitideds ne pasi en p

®cout er ICelomb, ®tLe Prasidéntde Brosses en Italel. ii, 360;see Enricd-ubini, Music &
Culturein EighteenthCentury EuropgChicago and London: The University of Chicago Press, 1994), 206.
2 Villeneuve,Let t re sur | e mec a h766 ated byl enril Bedand® Meangestda | i e n

d ®c | a m&dui nwinj€ l6s excuse, aujduiui que les pect at eur s

Musicologie see Markstrom'he Operas of Leonardo Vin&1.

29 6The Theatres a¥enicecommonly contairfour and twentyand sometimeshirty Boxes in a Row; but
these Boxes can hold no more than six Persons, so that admitting they were all full, they would contain no
morethand ur t een hundr &icobdm,AnsHstorical and Critichl Accdun6.

% Reinhard StrohmThe Operas of Antonio VivaldFirenze: Olschki, 2008), 29raddeo Wiel,| teatri

Xl vii.

31 Wiel, | teatri musicali venezianilii; Jonathan Glixon and Beth Glixomventing the Business of Opera:
The Impresario and His World in Seventee@tmtury Venic€Oxford: Oxford University Press, 2006,

%2 Michael Talbot 6 Aetiaxl ©peratic Conttat o f n:IMichadl dalboti(ed.)The Business of Music

musicali veneziani del settecerfitenice: Visentini, 1897repr.Leipzig: Peters, 1979,

(Liverpool Liverpool University Pres2002, 10 61: 26 28.
%3 SelfridgeField, A New Chronology of Venetian OpeB50.

x i

%Talbot 6AtVMean Operatic Contract of 17146,
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to go to Sant 6Anagm, ob ite c ilns e o passeredsiovanthe decad
Battista Casotti, a visitor in 17£3Indeed, the tickets coatthird of the price of that of S.
G. Grisostomg and even the costumesdaacenerywere of modest financiatonditions,
but they were chosen in good taste and sometimes received appreciation from the
audiencé® Mi chael Tal bot states that SantoAngel o
quality, whichmade it competitive with theost famous Venetian hous&s\ot only that:
as Reinhard SSeaobhd®Anmndpesled vepecidal i sed in disc
retaining (for as long as its resources permitted) newmtale and i naugu.sffating ne
In this regardit was a perfect mtch forVivaldi, as he was very much interested in taking
up unknown voices, helping to staine careers of young singersof which Strada is one
of the best examples, besides Meandlgnself, Anna G
was looking for manifold and innovative ways of composihg.

Also, the field of plot subjects came likewise under debate among theatresvéiseae
rivalry betweers . G. Grisostomo with its 6IMaissical t h
which offered all the more ironical and fantastical oflg=sides, there was another war at
that time evoked by the changing singing style, that betweenteetastf t he O Anci ent s

6Modet nso.

The new singing style
A major shift in the style of singing at the turn of the seventeenth century, i.e. the
confrontation of thestile antico and stile moderro, takes an important place isuch
fundamental treatises #isose of Tosi and Mancini. The elaboration of the technique for
blending the chest and head registers opened up new perspectives towards a higher level of
virtuosity, encompassing the whole range of the human voice. This expansion of vocal
technical possilities engrossed the attention of performers and composers alike, throwing
off the balance of coloratura display and melocintabile expression. As a result, the
latter was oppressed by the former to some extent, generating a sore spot for Tosi and
others:

Bl Sant DbAugeblol smrtsitear ipogeor dlO@ nd r ar vi ma si fa | doper
Antonio Vivaldi(Turin: 1973), 144 and 163, fn. Reinhard Strohmyenice Opera Markét Venice Open
Market?Situations around Antonio Vivalgiin preparation)1.
¥4 n the period of the contract [i.eonelirhandeaevenn 1714] S
soldi (a quarter ducat) for nightly entry to the theatre, as compared with theitaraad sixsoldi at San
Giovanni Gr i s olaliopono .V.e.@ptdirbandi.c QAagnt27act of 17146, 26
*Talbott6 A ¥ehan Operatic Eontract of 17146, 26
%8 Strohm,Venice Opera Market Venice Open Market?.
%9 Strohm, The Operas of Antonio Vivaldt8 49.
“0 SelfridgeField, A New Chronology of Vetian Opera351.
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The Taste of théncientswas a Mixture of théively and theCantabilethe Variety of
which could not fail giving Delight; but thilodernsare so prgpossessed with Taste

in Mode that, rather than comply with the former, they are contented tothase
greatest Part of its Beauty. The Stuafythe Pathetickwas the Darling of the former;
and Application to the most difficult Divisions is the only Drift the latter.Those

p e r fdowithm@ore Judgment; antheseexecute with greater Boldness. Butcsin
havep r e s donedmpare the most celebrated Singers in both Stiles, pardon me if |
conclude with saying, that tdodernsare arrived at the highest Degree of Perfection

in singing to theear; and that théncientsare inimitable in singing to thdeart.*!

Contemporary visitors tdVenice alsofrequently repored on it** Riccoboni made

complaints of decadence in expression for the sake of virtuosity:

[..] ltalian Taste of Music is now changed. In short, atsent it is all a Whim;
Strengthis soughtinstead ofbeautiful Simplicity and Harshnessand Singularity is
substituted instead of thExpressionand Truth which dstinguished the former
Manner. The surprising Capacity of their Singers, it is true, belygtsiration but
moves noPassion and Judes say justly, that it is unreasonable to force a Voice to
execue what is too much even fonaolin or aHautboy This is the truéreasorwhy
theltalian Music falls so far short of Perfection lExpressiorandTruth; [...] The new
Manner however has gsuch Footing inltaly, that even Masters in the Art are
obliged in conformity to the general Taste, contrary to their better Judgement, to
deviate from the Simplicity and Greatness of the ancient Manner, both in amtal

instrumental Performancég.

Singers of the seventeenthcentury el yi ng on Giuli o Caccini i
other descriptions of theastratotraining system in Naples and elsewhere in lItaly
considered the natural, chest voice as beautifully ringing and sonorous; therefore the
essence of their study was strengthen this register, the notes of which fall mainly in the

first octave® Until the late eighteenth century, authors of singing treatises used the terms

41 gusto ded chiamati Antichi era un misto di ga
dilettare; Lébodierno =~ tanto preoccupato del suo,
maggior parte dl | a sua vaghezza,; Lo studio del Pateticoc
| 6applicazione ded Passaggi pi% difficili — 1 o6uni
E questi eseguiscono con pi % illmawurfai.noMaal diaa cccohm
Cantanti pi% celebri dell duno, e dell daltro stile
i Moder ni sono inarrivabildi per cantare allébudit c

Tosi,Opinioni, V| I0bsén2atons109 110.
“2 saskia Maria WoykeFaustina Bordoni. Biographié Vokalprofil - Rezeptior(Frankfurt am Main: Peter
Lang, 2010), 138 50.
“3 Riccoboni,An Historical and Critical Account’8 9.
4 Neil Howlett, Baroque Athenticity and the Modern SingePosted on 28 September 2022cessedl5
October 2015http://neilhowlett.com/articles/baroqueithenticityandthe-modernsinger/
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0 head v ddlsette @oceafintd)interchangeably, although they are produced by
differenttechnique$® However, male singers, especiatigstrati could use both, and this
may be the reason for this obscure terminol8gy.

The weaker upper range was not generally recognised, although several singers
whethercastratior not applied it as a further tool of virtuosity displayed in an extended
vocal range. 0The falsetto voice cannot give
claimed in hisLe nuove musiche 1 6 0 2 ) . He s ai ditch étlieich hens m choos
able to sing in a full and natural voice, avoiding thlsettq and at which he does not have
to Acheat o or *ldkewisk, dwevico Zacsami (1532), diseussing another
essential factor in the beauty of vocal sound, diesd the perfect balance of richness and

shine, thechiaroscuroeffect:

Among all voices, one must chodge] the chest voices, and particularly those which
have the abovenentioned delightful biting quality which pierces a little, but does not
offend; and one must leave aside the dull voices and those which are simply head
voices, because the dull ones cannot be heard among the othelse hadd ones are

overbearing“.8

Falsettosinging did not generate a particular pedagogical literature, indicdtaighere

was no explicit support or encouragement for its’883. the end of the century, however,
simultaneously with the revolutionary improvement of the instruments, the need to gain a
wider range through the union of the chest withfelsettoor head range became urgent

on the part of singers. A technical solution to bring high notes close to equality in power

5 James StarkBel Canto:A History of Vocal Pedagogforonto: Uniersity of Toronto Press, 199%4 7.

“6the modern definition of falsetto is a voice product.i
the thyrearytenoids) are inactive diengthened greatly by the action of the ctibgroid muscles which
are at their nearly maximum contraction. The sound is produced by the air blowing over the very thin edges
of the thyrearytenoids and the pitch is controlled mostly by a regulatiohebteath flow. If, at anyre,
the thyrearytenoids begi to resist this extreme lengthening of themselves and provide some resistance to
the action of the cryethyroids, the vocal mechanism begins to move into head voice. The sound of the
falsetto voie is weak irovertonesand producesnei nger 6 s formant. This is becaus:
the lengthened vocal folds, which do not display any tension in opposition to the stretching action of the
thyro-arytenoids, are easily Mo open by the breatand offerlittle resistance to the breath flowhe
sound of the head voice, however, is richer in overtones and has the potential to produce a substantial
singerds formant . I n other words, it hasfasettér i ngo. [ é
and the head voice. If the male singer can gradually increase the activity of theajigrwids in
resistance to the stretching action of the ctlogroids the tone will change from the fldike quality of
the falsetto to the ringing souraf the head voice and the singer will also experience the increase in
subglottal pressur@.Lloyd W. Hanson, Head voice and falsettoAccessed 15 October 2015.
http://chanteur.net/contribu/index.htm#http://chanteur.net/contribu/cLHfalse.htm

" Richard Wistreich,6 Re ¢ o n s t rRwantaintg cp rsd n g i Thg Camleridge Companierdty i n :
Singing ed. by John Potter (Cambridge: Cambridge University Rress2 0 0 0 ) 178 191: 180; s
Caccini,Le nuove musich@lorence: Giulio Marescotti, 1602).

“8 Ludovico ZacconiPrattica di musicgVenice: 1592), f. 77; setark,Bel Cantg 35.

%9 Stark,Bel Cantg 36.
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with lower tones became the predominant issue. Tosi, who was in his heyday around 1690,
already stated in hi®pinioni (1723)>°

A diligent Master, knowing that Soprang without theFalsettq is constrained to sing
within the narrow Compass of a few Notes, ought not only to endeavour to help him to
it, but also to leave no Means untried, so to unite the feigned and the natural Voice,
that thgg may not be distinguished; for if they do not perfectly unite, the Voice will be

of divers Registers, and must consequently lose its Bééuty.

Mancini even gave some detailed personal insight into his singing studies at the end of
his treatisePensieri eriflessioni pratiche Practical reflectiong1774). He emphasised the
importance okolfeggibe f i tti ng the young singersd age
through them gradually order to gain a great stamina, aldo drew attention to furén
vocal exercises concerning a clear intonation, precise rhythm, declamation according to the

dramatic situation of a certain scene on stage:

| was a pupil of Leonardo Leo for two years, and was then at the tender age of
fourteen years. This great manote a new solfeggio for each pupil every third day,

but he was very careful in writing one suitable to the age and talent of%each.

The above mentioned teachers have written the recitative splendidly and scientifically.
Even though the student is youngg ban master this kind of declamation and appear

on the stage. The studying of madrigals is more than a necessity for young students,
because these insure intonation, and accustom the chest to stand the work and they

also refine the ear in wethastered jthm >3

Solfeggiin the castratoera did not mean merely vocalising on vowels and studying

difficult scales and passages; they also helped the singers to understand the structure of

%0 Rosselli,Singers of Italian Operal04.

@n diligente Istruttore sapendo, che un Soprano
corde non solamente proccura dbdacquistarglielo, n
petto in for ma, che Ian tsia, dichtei meua O6ludimmeda on
registri, e conseguentemente gerd © | a s U @si, Opigidni| e ¥ DEséndations23.

2610 fui scolare in Napol i p éaloradiseli gaattondicanm.iQuekt® o nar c
granddUomo costumava di scrivere in ogni tre gio

riflessione di adat't aril oc iGambattistafdangniPensed, e afleskidnia b i | i |
pratiche sopra il canto figuta (Vienna: Ghelen, 1774), 179; trans. in English by Pietro Bizactical
Reflections on the Figurative Art of Singi(Bpston: Gorham Press, 1912), 1887.

“6Gli anzi detti Maestri hansigu grapore eseroon dignaggigri a me n-
utile alla giovertzdi questo, perchson scritti scientificamente; se lo scolare si perfezziona con questo
studio, potf comparire |l a prima volta in peatebtoquaelt ug
declamazi one, oeprofite allergpoira aver i rfea;t tche reciter?” an
Madrigali = pi ubowehtzdend dag s ®r unm stddrlla@ epseerrcchi zi o ass
avvezza il petto all a [ aon ivacili né tee mipandii, Remsierl, @ or ec ¢

riflessioni 182;Practical reflections187.
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composition, as well as music theory and the system of modulations, waggecially in
a world with no fixed tuning for nekeyboard instruments were necessary tools for

creating their own ornaments in tida capoparts of the arias they sarfgThis was a

measure of artistic qualitysappredatignl ayed a gr ea

Na o mi Adel e An dcas@atoegady t theeis singig atyle, tedmreques and
bel cantoprinciples was passed on to other noncastrated treble votes nor s and
wo me n s reachirgrits peak throughout the eighteenth centusy,tive schools
which Pistocchi and Tosi ran in Bolognd hrough formal vocal instructiomgastrato
singing defined operatic voice productidrom the mid-1600s until thenineteenth
century’® She notices, however, a very important shift between the laents®nth
century, as represented by Tosi, and the 1700s, when Mancini received his training from
Leonardo Leo in Naples (1728) and from thecastratoAnt oni o Ber nacchi,
former pupil (early 1730s)" d\hile Mancini adapts the same terminologgtt Tosi uses
(voce di petto, voce di testa/falsgtittne very strongly emphasizes the importance of
bl endi ng t he r e ghelxéanmuoise.hasl aonsisient coi shrougkloat he
range, not jusknevennesd e t we e n T This blamdedvaick, identified by Rodolfo
Celletti as thevoce mistgin the Romantichel cantosense of the termprovides power
and fulness to the upper notes, essentidligh sopranosuch as Strawas™®

That Stradavastaught according tthe principles of th Pistocchschool is all the more
possible because of the impression hetye@pertoire makes. It shows tlygiality of a
clarionsounding, weltuned, strong, high and precise sopraoize as well a®f melodic
and rhythmicagility; all are necessitiefor a satisfactory performance of the pieces in
guestion. Th8o | ognes e s c himthéfdlsrichnroumdedsaund ard atgength
of the upper noteseached by blending the attributes of the chest voice production into the
head register® | dares ay t h atexis®nceas caastyer hung on thislatter
phenomenonNevertheless, the real question is how could eunuchs, this group of singers
with altered physical mechanism, establish vocal pedagogy not only of @elongmpact

but also applicalel to noncastrated voices as well? The key to the enigma might lie in the

*Bruce Haynes Beyond temperament: no ffand B\chema rubarlyidtesitao nat i on
19/3 (Aug., 1991)356 365+367 370+372 381 357 359.

“Owen Ja nehgia]Solf” @ 8@révé Music Onlineed. L. Macy Accessed 9 Nov. 2014.

% Nao mi A d e | ¥oicig nGende®:, Castrati, Travesti and the Second Woman in {Bargteenth
century Italian OpergBloomington: Indiana University Press, 2008Y.

> |sabelleEmerson,Five Centuries of Women SingeMusic Reference Collection 88 (Westport, Conn.:
Praeger, 2005), 281.

A n d Woiing Gender43.

*9 Rodolfo Celletti,A History of Bel Cant¢New York: Oxford University Press, 1991)]3.

€0 Taylor R.Ferrantj A Historical Approach to Training the Vocal Registers: Can Ancient Practice Foster
Contemporary ResultdDoctoral OssertationLouisiana State University, 2004), 2Zelletti, A History of
Bel Cantg 112 113.
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focus on breathing and unifying registers, the presumable result of which was a relaxed
l arynx | ong bef or éasedanethotl préssribed tha use rafi aclaw | y
positioned om in the 1840sCastrati had an undescended larynx with a width and
consistency matching that of a boy, and a size like that of a small woman. This structure
was supported by a thoracic cavity like that of a large man and was surrounded by an adult
male baly providing mature resonance and timbre for the voice. Due to their systematic
training of extended years, including strict breathegrcises, the muscles around the rib
cage became developed and offered unlimited potential for voice proj&ctidreir
practical experiences made it possible to explain and teach breathing technique with insight
and consciousness, while their body served as a living, exaggerated example of artificially
controlled,deep and natural breathThus, the benefits of the positi@f inhaling became

to some extent transmittable to the singing or exhaling phrase, opening the way for a free
and strong voice production and sustained tone. In this way, after inhaling, the singer could
begin a phrase with parted ribs part, sunk diagiraexpanded lungs and with a low
positioned and flexible larynx. Doing so, the voice could more easily remain agile,
sonorous and controllable in the later parts of a phrase, due to the security given by this
well-founded support.

St r adogedc®nnectios b the Bolognese singing schoaould also very much
conform withthe situationwhich evolved aroundherVenetian debut season in 1720, when
Benedetto Marcello wrote and published his satirical essay about the current operatic life
of the city, a pampkelt calledll teatro alla moda focusing on the new singing style
delivered in Venice by Bolognese singettherwise, being a new singer, the appearance
of Stradads name seems r aerichamctet nmghtthave eenc oi
contradictoryto those caricatured itl teatro: she was supposedly free from excessive

egoism, neitheshe lackedntelligence.

The 1720/ 21 season at SantdAngel oo
I n consideration of t he ab b teatro dedls withsthen o s
productions,management and singersf Sant 6 An g% IMois ,andnig adhg e d
1720/21 season as the embodiment of the new manrters f r ont i spi ece ¢
surnameanagrams of Vivaldi, Giovanni Orsatti, impresario ofMgis and furthi

that of the Saiit A n g e |-nsabagerimpresario ModottoGiovanni Palazzi, librettist of

® A n d Waoieing Gender 30 31.

26 Chi s @irarb e sibillaree saprb e n ¢ a(lHetwhao kmaw$ how to breathe and pronounce well,
knows how to sing well). A quote ascribed to tastratoand teacher Gasparo Pacchierotti (:18Q1).
SeeStark,Bel Cantg91.
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the first staged opavrd ofn tchhdmesnstemsfloercagst Vi val di
arrivedfrom and trained in Bologn® According to SelfridgeField and Strohm, this grqu
of Bolognesesingers, representatives of theravura singing style together with the
composer and librettist Giuseppe Maria BuahiS. Mois  are reflected in the pamphlet
by its use ofa strong Bolognese dialect in the conversations betwegpritha donnaand
her mamma and were thus themain targetof Marcello, whose family cowned
Sant 8/ hgel o.
Composers and vocalisseem indeed to have been cominga large number from
Naples andBologna to Venice in the 1720as Villeneuve mentions it, ta® Among the
Bolognese members of the company atMo i s  werd @terna Borghi, Cecilia
Belisani and Caterina Cantielvh o a | | par t iopdraglalinedad(l720anui ni 6 s
Cleofle( 172 1) a t*®InS@2a Buminnarsed Belisaniwith whom he collaborated
very frequentlyin Venice (La caduta di Gelond 719, Armida delusal720)®’ From the
Sant 6Angel o cast Marcell o mentioned the names
who shared the stage with Strada in all of the operas in whichpplearad in VeniceL@a
veritt i n cd72@mEilippoa di Macedonia, Antigonand Il pastor fidoin 1721)%
Merighi, the most illustrious member of the company, Vikkswvise Bolognese.
Il Teatro alla moda &ontispiece suggests furthermore a businelsgioaship between
Vival di and the impresario of SantdédAngel o, M
Giovanni Orsatti. Beyond its general description of the practice of Venetian, and in a
broader sense of the Italian operatic lifeteatro speaks abduparticular productions of
autumn 1720 at Sa ntnamelydflalvarit ia cindent@RVIV39Ndp i s
Vival di a nldrilinddf, as B undicateddby the publication date of December that

Spauly,Benedett o MaanEaly18bMesn t Lartyi r GptohmaThe Op&&s bf; Antonio
Vivaldi, 286 287.

6 Strohm, Reinhardyenice Opera Market3; Strohm, The Operas of Antonio Vivald286 298 Selfridge
Field, A New Chronology of Venetian Ope&b1 325

S Josse de Vileneve Let t re sur | e me c ased Markstronite Opea®ql Beonardoi t al i en
Vinci, 61.

®Ma r c elltdatooévas not unique in its topic, thougdhis interestinghat Buini himself produced several
opera buffalibretti about the singer, herather and the manager, all speaking and singing in Bolognese
dialect, likeChi non fa non falla(1732) as well ata Zanina maga per amor@742). Edward J. Dent
pointed out thatihe Venetians seem to have enjoyed seeing the main plot turn on the @ssafdiprima
donna and hsopposedtothe Neapglithn comic op&a@medivertimenti comicfrom earlier
also dealvith the figures obperaseria  Fr a n c e s £lLa figliazhe saatathe maid topiof which
is the necessity of protéoh for a young lady who wants to become a professional singerintroduced
during the Camival 1719 in Venice with the music arlo Francesco Pollarolo, ergo prior tioTeatro.
SeeEdward J. DentdGi useppe MarSamnBedibr?indd e iordilenr Mudikgesetischafa t
XI/2 (January March, 1912), 329 362 331; Francesc®assariniLa figlia che canta.Printed libretto
(Venice: 1719).

®Dent,@Gi useppe Mar 336Wid,uteatriimdsicali ¥ehexiani del settecerd® 63.

%8 Wiel, | teatri musicali veneziani del settecentts 63.
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yvear® According to Str ohm,avMarhcaerl nhfoudlsl ywoar fkf ec
activity in Sant6Angel o as well as in Ven
began to reappear as an opera composer in the city; already in 1721 he had little to do in
the carnival season, and thereafter he qieaped entirely from Venice for four years.
SinceSt rada mi ght have been s asherpdronnvds fromi pr
Mi | an, t he damage t hat befell Vival di 6s r
well, for she did not return to Veniesmy more.
Strada stood asirtuosa di camerain the service of Count Girolamo Colloredo
Waldsee, the Governor of Milasince summer 1728 Colloredo himself was alsquite
fresh in his positionhe became governor in spring 1719valdi might have got t&now
the soprandhrough his new Venetian patrodghann Baptist of Colloreedv/aldsee, the
imperial ambassador to Venice betwd&i5 andl726,who was presumably related to the
Milanese Count! The composer must have he@uladai n  Gi u s e p Paiiliovhi gn a't
Siracusawritten as part of the annual birthday celebration of the Holy Roman Empress
Elisabetta Cristina di BrunswieWo | f e n Wwife bftCharles VI, angperformed athe
TeatroRegio Ducale in Milan on 27August172Q This possibility is unerlined by the
fact that theseconda donnaAnna Maria Lode i ca do&6 Ambrevi |l | e, W a ¢
singers. 8e took part in two ohis operas in Mantughe previous yeaffeuzzonandTito
Manlio. Strada was given therza donnarole, but she had threerias and such fellow
singers as the excellent tenor Francesco Borasidithe castratoCarlo Scalzi’? That
passionate, fierce and warrlike heroic role type, which emerged regularly during her
career and seemed to befit her personal and vocal fealikesfound Strada at her debut
pl aying princess Merope, who rejects the
sol dier Aquilio, and does not bow to bl aclk
St r avdieednsst have given a very strong impressconsidering thaVivaldi hired
this seventeegearold soprano straightaway for hisa verit' in cimentg premired on
26" Oct ober 1720 "aThougs atrist Wndertaqnewhat kind of relations
connectedVvivaldi to the theatren the 172021 seasn, it is well known thahe regularly
worked not only as a composer but also as an impresario at Venetian opera houses in the

previousdecade He used to be thanpresarioat S a Argélo together with his father,

%9 Strohm, The Operas of Antonio Vivald288 289.

" Ibid., 48;&Jomo di virt%, prudenza e giustizia. Signor
maghan mi et del t att oSignoidtbL 8 bbhakbda Geghvi Austiroas.
domini italiani nei secoli XVI e XVJICheiron9 (1992), 183287.

L Strohm, Venice Opera Market3 4; Michael Talbot,The Vivaldi CompendiurtWoodbridge: Boydell,
2011), 49.

"2 Giuseppe VignatiAquilio in Siracusa Printed libretto (Milan: Giuseppe Richino Malatesta, 1720).

3 Strohm,The Operas of Antonio Vivald86
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between 1713 and 1715. Very likely he vimgolved into the run of this particular season

of 1720/21, managinbis own operas financiallgs well asartistically, just as he did in

171647 and at S. Mois i n 1 71B @s musical tiredtdf In the case ofa verit',

therefore, Vivaldi might hay functioned as kind of a producdris dutiesincluding

choosing the librettamn the one handiring the casandcoordinating the succession of the
performance®n the othermeaning that he controlled and composed all the meanwhile

inserted numbers,fer eshi ng arias according to the sing
t he audgherrinterest and pléasureAccording to theavvisit he premi " re wa.

successful:

The same Saturday evening went staged for the first time at the S. AngeleeTheat
opera entitleda verif' in cimentg which has been succeeded with universal applause,

and wadollowed by anther performance at the S. Mai€

The summary of the plot is as followSultan Mamudswitchedthe sons of his wife

Rustena and of hifavourite concubine Damirahyorn on the same dayn consequence,

Damirads son Melindo is going to be his suc:«¢
preparations for Mel indob6s marriage with pri
repents and reveals that the s u a | heir i's Zel i m, Rustenads s

Rosane, who, therefore, has to decide between her emotions and ambitions of becoming
queen.
Sinceoperas, espedlly in Venice, were staged ahort notice(generally within one or
two months inclding the compositional procgsthe first rehearsals were frequently held
at t he composer 6wh ohouwnstei.l Viiwn2a2 dlii ved i n a hot
seemsto have heldauditiors and coackd singers directlyat home’” In light of these
circumsances it iseasy to imaginénow the voice of the young Stradauld serve as a
guideline forhim to accommodate his compositional methtmlayet unknown dimension
of vocal art that of a high female sopranocas well as its dramatic conteXthere must
have been rainspiration back and forth, for nothing cousétterbuild up, enlarge and
deepen Stradadés vocal, muteachinghker tha apgropdatea mat i ¢ ¢
and well balanced use of her skills as tools of exprestiama commser withpersonal

insight. There was enough working tiragailable to make progress togettarring which

“I'bid., 30 31.

®Ibid., 289.

"6Nell a sera det,tinscesatper faprama goliabnbl FdatoS .anAddngel o | 6Opera i nt
LaVeriti n Ci ment o, che riesce doéuni'wercdsd & laeg es d diad ft a ai onred

S. Mois. Erancesco Alvisi da Bologn&vvisi di Venezia2 November 1720.
" Strohm, The Operas of Antonio Vivaldb8 60; Karl Heller, Antonio Vivaldi: The Red Priest of Venice
(Portland, Oregon: Amadeus Press, 1997), 57.
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they could get acquaintedi t h e a enbsical lhabits, reédctons amay of thinking
and become inspirday it.

The creati onolocef rRddeaencdds unusdally bightesgiturdbnt St r e
her greatstamina too. Though she vgaa debutant, at least in Veni@nd therefore she
must have had the rank of tlsecondaor terza dnng Strada sango less than five
arias while the other soprano, Chiara Or|l
Merighi as Damira three. The musidor amati c versatility and
almost cynicakharacter might be an indicator ofcab complexity.Assuming that Strada
executed her panvith an excellent vocal quality by right of the fact thaher vocal
performance never received a negative critique in her entire ¢aresrover, its brilliancy
alwayscamein for praisg@ one cantake certain marks of the compsn as hinting at
attributes of a fresh sound and a naturally sgetlchiaroscurotechnique a bright and
silvery voice productiorhighlightedby panther agilityand fierce passion enabled to be
loosed by precise intorian.

Even Stradabés recitat iestimgsnanymesoad e Exe mar
especially striking when ansideringthat the contemporary Venetiatuning for opera

performances was higher than® el sewher e, m ¢

Example 1. 1: Excerpt from lAxztvdr istc’e nien 3cirmen tt

be g 8o O Pl gt ppis s agmrd dapREir 5. 0]

Pur  giun-se il lie - to gior-no in cui io go-dro6  du-no  spo - so, e tu d'unfi - glio con dop-pio ser - to al crin.

St r a dirat @sa of the premi r e s ®ototqueltlagguancia belldl/3; A major,
Allegro, C; Track J) refers toa high and vented voicéhefreedomof which lies in arather
wi de range. Vivaldiodés stirring ansdowsarnya mel
limitation in the us of sixth and octave leap#itting a ¢hrough them regularly eleven
times, tobe exact includingda capo(Ex. 1.2) This alsoshows that her range went even
beyond thisand mostprobablyshe displayed it at the cadesza via ornaments of the

recurring section.

"The 6Chortond for sacred mus é#6OHzadE. alinast alsemitorer e n h
higher than our modern one. Mary Cyerforming Baroque Musi¢Portland,Oregon: Amadeus Press,
1992), 6264; BruceHaynes,A History of Performing Pitch: The Story BA o(Lanham, MD: Scarecrow
Press, 2002), 16364.
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Example 1.2: Vocagbart (A and B1 sectim) of Solo quella guanciabellbr o m ViLwaa veéir @ ¢ ©

cimentq bb. 13 34.

e
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So-lo quel - la
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su-per-bet-ta, bel-la  guan-cia__ vez-zo-set-ta,__ guan-cia

Al
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bel-la su-per-bet-ta. hail mioa - mor, la mia pie-ta, la mia pie - ta. Vez-zo-set-a, su-per - bet-ta, so-lo quel-la guan-cia
4

t
bel - la, so-lo quel - la su - per - bet - ta hail mio a-mor, la- mia pie - ta,. la mia pie -

ta,— la miapie - ta Se cru-de - le,— se in-fe-de - le,— al tuo

.%%W—QJLgr+g—fg+ﬁfPffLQ§'fo;Eﬂ‘:fﬁgﬁﬁgfrqu;i_pf,&g,, 4:*3 i i =

me-sto a-mor so - n'i - 0 gio-vaal mio la cru-del - ta gio vaalmio la—cru - del - ta.

The rusled interpretationwhich the aria requiresi.e. the rapidity of singing fifth-

chains sixth and octave leaps combined with coloratura patternbesids the

i n

pronunciation of the text ma kes it clear that Stradads

youth were agility, flexibility andhigh notes executed with ease aseturely with a

precise intonationlt makes me think that thesdilities showd themselves ith such an

elemental obviousness the beginning of her training that the logical and only right choice

of her mastemusthave been to prepare herldea high lyric coloraturasoprano. In this

way, Stradads si ngi nigaldidwhe Wwadrothcempased foreant i o n

specificallyhigh femalesoprano before. It mufiave meant a new challenge fom as e
began to develop his compositiortachnique for this type of voi¢cdeing inspired by
Strada, whaherefore becamab initio an artist generating creativity in composers with
whomever she collaboratédiAlthough the aria hasgarlanteaspect, leaps and especially
coloraturas towards the end of the A section and during the whole Bgagyond this

The horsdike flouncingbouncirg melody and its playful upbeat rhythmavealthe youth

of the performerand the unsteady character of Rosane at the same time: the princess is

fond of Melindo whom she thinks to be
and in this sense her intation expressed in words and muisicorresponaohg. On the

other hand, the voicgart can be considered way teoiggling at a fast tempo to make the

exclusiveness of her solid love credible.

The counterpart of this first ariaSu s e i s o la (llB)e d unigoanhovementmi
with the violins andsenza bassin the manner of théeapolitan galant styleTerzini
prepare the zigzagging leaps which usually end in ascerndiagne semplicand, in the
A2 section, with tritone leaps interlinked with &aather chromatically (Ex. 1.3). This aria

9 Strohm, The Operas of Antonio Vivalds3 54.
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was an addition on Stradad6s behalf as its
music is in stark contrast with the ver sce
right after both Melindo andhe have learned that Zelim is actually the royal heir, not her
fianc®.

Example 1.3: Vocal pafA section)of Tu s e i sol fromélal & @ Fr mé&  bhi985. ci ment o

Allegro

K3 G A s P 2 . e i G A £ E L EEE R

CF>

Tu sei sol__dell'al - ma mia, dell'__ al - ma mia, il di - let - to, dol - ce og - get

né___ di te__pin ca-roav-ra; tu  sei sol dell'__al - mami - a, il di - let-to,__dol - ceog - get-to né di

Vs i Tt gt T e O g 2t

pil  ca-roav - 1

pii ca - roav-ra.

There is asubstitution aria ofSolo quellaCo n p i AG chajdr, Allegrop 2/4),
which must have been written ia rush between two performing nights.sééems to be
supported by the fact thatlthough it occupies two violin parts in imitagiconcertostyle,
it rather lacks real melodic inventicand applies the most common coloratura patterns
mechanically’® However,it did no harm to its real goal.e.to offer Strada thehanceto
display more and variable virtuoso elemgis. 1.4) Thowh thetessitureof this aria is a
third lower than thatof Solo quella a great freedom had been provided for Strada to
introduce any kind of coloratura passagesatine and embellishments in thida capo
whatever she pleasedharmonically quite independentlgiue to the pause forehviolins
and violas in bars 2B3 and 5863, andalso to the iience of the basses in bars 38 and
65 72. In addition, she could also show her skill floessa di voc& ome extent in the
middle section(Ex. 1.5), which has theimple delicacy of modulation to thgarallel minor

a fine act otolouring an aria written in major key praised by De Brossé&S.

% 1pid., 299.

8dJne autre vari ®t ® reanptlodenktal manimodel domnonsl sl | s
mode mineur ; presque tous leurs airs sont ®crits
sb6by attende, des phrases mineures quif fewrntpemrerre nct

(There is another variety in the way they are applying modulations. One hardly ever composes in the minor
key for all the arias are written in the major key here; they are, however, imperceptibly mixed: the minor
phrases surprise and datthe ear up to the point that they affect the he@ajJomb, ed.Le President de
Brosses en Italievol. ii, 380.
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Example 1.4Vocal part(A sectionjof Co n  p i YomdVivh ke dLiad sv er i t | bb.il®75.ci ment o

S S e O S e S e T
j =

Con pitdi - let - to il mio Cu - pi-do ad al-troog-get - t0 vo-lan - do— va

do, vo - lan-do  va.

s0f) 4 == g = —

Con pin di - let - to il mio Cu - pi-do ad al-troog-get - to vo - lan - do_ wva vo - lan

Example 1.5Vocal part(B sectionjofCon pi *%r dim é&/titaa veir & ¢ bb.i9nllx i ment o

De' pian-ti  tuo-i fol - le mi n-do se tormi wvwi— la L - ber - ta

De Brossestatesthat minor-key arias were very rai@ Venice. In his light it is very
intriguing thatthe part of Rosane includes twach ariasAmato bersei la mia speranza
(1/12; C minor, Andante 2/4) andCon cento, e cento baglll/7; C minor, Allegro, C).
Amato ben(Ex. 1.6) although it wasfirst us ed i n L& Candate(RV &/&4,
performed atthe carnival season in Mantua the same yearngannno tusei la mia
speranzal but not yet heard in Venicg is in fact the second movement thie violin
concertal sospetto{ 6 Su s pi c i )5*The condento, als®@dated 1720, is the first of a
groupof three pieces; the othertwo dted i n qu i( @tAuncii e y 6,1l rifdd 2 3 4)
( 6 Rest d,% TRWypi@alcén)ilenaset of aVivaldian slow concerto movement
leaves no doubt that the instrumentalrsion is actually the originalyhich has been

converted into ala capoaria form with a twepart A sectionA1+Az2), in which thevocal

unitsaredivided by orchestraitornelli.

82 Bella BroverLubovsky, Tonal Space in the Music of Antonio Viva{@8loomington: Indiana University

Press, 2008), 10Gtrohm,The Opera®f Antonio Vivaldi 297.

8 paul EverettyVivaldi: The Four Seasons and Other Concertos, OfCa&mbridge: Cambridge University

Press, 1996)18 and 2324.
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Example 1.6: Vocal part (Al section)Amatoberf r om ViLwaalveir & ¢ bbizn39.ci ment o

L
¥
A - ma - to— ben,_tu sei_la_miaspe-ran - za,a - ma - to—— ben,— tu sei—il_miopia-cer, tu sei la miaspe-

ran - za, tu sei la miaspe - ran - za, il mio pia - cer, ~il - mio—pia - cer.

The simple melody and theezzo caratterestyle of the text setting iAmato ben
conceal the highessituraof the aria.T h e -s ltgageto be reached by the singer through
fifths, andthe & &s through sixth leapsiequiring portamentj andon the bp of that the
sound ismeant to be rather saftat | east f or the textds sake
h o pies@ it definitely must not be fieety loud aswould be the case anh Alegro tempo
marking and with another textn IAndante the legato has to be flexibly sbng and
constant but never hambr harsh or sharp, which requiresigh-level breath control as
well asflexible bodily support.

In Con cento, e cento bafEx. 1.7)the same vocal techniqyest discussed is turned
upside downas t is built up to emphasize top notes, maiglyi placed on ma beats and
accented syllables by hitting them several timesumping up fran an octave or a fifth
below meant that the head tones were reached frates falling in the territory of the

cheg register.

Example 1.7: Vocal part (Al section) @bn centpe cento bacirom La v er i t [bbi784 ci ment o

—
Concentoecen-to ba - ¢i sul va-go—vol -toa - ma-to, sul va-go vol-toa -ma - to del cru-do— Ciel —pla -

ca-to, ren-der sap-roil ri - gor,sap - roil ri - gor, ren - der sap-roil ri - gor.

Con cen-to e cen -to - -toa - -to, sul va-go vol-toa - ma - to del cru-do_ Ciel —pla -

ca - to, ren-der sap-ro il ri - gor con cen-to ba - ci,

As octave | eaps r egul mtrsurprisinglgAddior care, tu beRo s a n
sai (11/2; B* major, Allegro, C) also contains twsuch occasions in th& section by hitting
g @nda dn succession, and further accentpdnotes reached by sixth leagEx. 1.8)
Once, the melody rides as high even as \n embarrassingly large amount of such

exampl es can be f are, making ininev@ablet@odreclddethatr herp e r t ¢
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registers were perfectly blended from her debte years onwards.It follows that her

portamentadogether with theantar di shalzdaechnique must have been flawless, ¥o.

Example 1.8Vocal part (excerptBom sectionA) of Addio caro, tu bensdiomL a v er it 7bbi n ci mento
8 i 2634

Following the performance series @f verit', Strada immediately hatb begin
preparations for the next productidh,i | i ppo r (pdemMacedoataSant 6A]
on 27" December 1720). Although itsusic is lost, one ariaf &ivaldi to whom the third
act is attributed, while the first and secam@to GiuseppeBoniventi , sung by Strada,
seems tosurvive in two different sources. The texroved to be helpful fot he ar i ads
identification, since it is almost entirelytlea me as one of the verses o
libretto®® Scherza di fronda in frondd RV 6 6 3) a cantatais of Vi val
preserved inth&2 c hsi sc he L, Dredlengs. 4-3-7, 8, ph &784) as a
single manuscript copy by Johann6dtr i ed Grundi g, t"WeeotHesf kapel | e

8 sixth and seventh leaps are beyond meadurei as i n St r ad asofa asdtaavdilable)r eper t o €
containing octave or greater leaps av@valdi, La ve®o0ot o quella (6; and 2 nin
diletto (4), Tu sei sol (11), Con cento e cento baci (2); Vivddtippio Scherza di fronda (7); Porpora,

Semirami de regbfeaddaAadflidlAcHto $ein@@onip Gr&aor Vioreei morire (5),

Straniera donzella (1st setting; 5), Pria di lasciarmi (2); Feopbia in Palmira Vuoi c¢chdéi o parta (22
suo amato (1), Quando irato ileLs 6 o s(8)uMina, Astianatte Al patrio lido (2), Piangi pur (6), Quel

perfido (7), Tortorella se rimira (2).

8 portamento not in its Fomantic sensas an audible glide for which there were two other words tse
during the Baroque erascivoloandstrascino,(slur and drag) butas puiting forth of the voice, as @éccurs
in seventeenthand eighteenticentury treatises, meaning that the two distant notes were equal in strength
and quality and were joédtogether without a breadnd with expression (for a detailed discussion see Ch.

5). SeeTosi, Observations 29, 53, and 17879; Mancini, Pensieri, e riflessioni 8 7 , Mantini,9 3 ;
Practical reflectons 108 and 111 113.

8 The text of the aria frorRilippor~ di  Ma(lt/8)dSocnhiear za di fronda in fronda /
Or corre su la sponda / Del chiaro ruscelletto. / Ma palpitante il/coreHa sempr e pdra ti more [/
durilacci/Nonrestiilpi r i sTthreetttex.t of the cantata: Scherza di fro
/ Or corre su la sponda / Ddliaro ruscelletto.Tut t o | 6aletta e gode / Ma teme ¢
pi  r i oThe ligle Wird hops gaily but warily / from leaf to leaf; / nowtns on the bank / of the clear
running brooklet. But its heart always flutters / fromde/ that its foot may be caught / in a cruel snare.)

Translation by Michael TalbotThe Chamber Cantatas of Antonio Vival@Rochester: Boydell Press,
2006), 72.
¥ Ibid., 128.
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