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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.
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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.

16


http://chanteur.net/contribu/index.htm#http://chanteur.net/contribu/cLHfalse.htm

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

21



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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— —y -

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

Al

g
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<}
5
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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

Ad-dio ca-ro Tu ben sai__quan-to fi-da, quan-to fi-da__t'ad - do - ra-i, ma, ma ch'io se-gua sen-za spe-ne & lan-guir,__a languir_a - man-te an-

co-ra, no cor— mio, cor— mio che non si puo, cor mi-o, cor mi-o nd, nd che—non si puo.

— LT

7 — llljl

¥
no cor mio che non si pud, che non si  pud,— nod cor  mio, Lhc non—si puo, sen za. spe - ne no cor.

et b Py e SIS ﬁtfrrlrr

si

mio, che non

pud. che non— si

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 entirelytbea 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 meagurei as i n St r ad asofa asdtasndilable)r epert oi r e
containing octave or greater leaps av@valdi, La ve®o0ot o quella (6; and 2 ninth
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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(Ex. 1.9)is in a large aria collection found by Francesco Degrada inBtheb | i ot h

Nationale at Paris (VM 7 6 9 4 ) with the superscripti
Degrada, whaliscovered the simakity of thea r i texirsFilippo, assumes th&cherza
di fronda in frondai s Vi val di ¢athougtotheprelated styleoaf Vivaldi and

Orlandini is rather confusin@.he attribution to Orlandini appears to be unsafe in any case,

becausesixteenariasare ofon dispute authorship; of thesat least sixare byLeonardo
Vinci, DomenicoSarro, Gasparini an8francescoMancini, and from operas performed
throughout Italy in the 17208.

Example 1.9: Al section of the vocal pariStherza di fronda ifronda(operatic version) by Vivaldi

@WWW—WQWWWMW

Scher-za di fron-dain  fron-da in-cer - to—lau - gel - let-to, or cor-re su la  spon-da del chia - ro—_ru - \u.l -

let - to, or cor = re— su— la_— spon - da del chia-roru - \c(l let - to.

The original key of the ariss an important questioi he cantatas, naturally lower, in B
major, and itsvocal partis slightly simple than the Parisian operatic version in F major
(Ex. 1.10)

Example 1.10: Vocal part (end of section A and B sectiocbErza di fronda in frond@antata version)
by Vivaldi, bb. 26 45.

(OTESERITS M;J_ﬁﬁﬁ% S CSEESSSESSSEs=s

or scher - za di fron - da in fron-da, or cor - re—su—la—spon - da del va - go ru - scel-let-to.

I H
= ¥

Tut - to lal-let - tae go - de, ma te - me_— che— di_fro - de, ma te - me— che— di fro - de, non

ri - stret - to. Tut-to l'al-let-ta e go-de, ma

U;LQ’WJHND.M =

te - me— che— di__fro - de non re-stiil pié__ri - stret pi¢ ri-stret - to.

According to Miclael Talbot, the aria with an orchestral accompaniment (two sialial
bas$ from Filippo was converted t@a continuoaria. In the autograph manuscript of
Vi val di 6s ¢ hamb eon thewemnocoé ittastdolioRaVbasg skéxch for this

movement ca be found, in Bmajor. The complication caused by the key can be resolved

q
on

by the assumption that this reshaping of the bass served as an exercise for a student of the

composef?

8 |bid., 128 129.
8 |bid., 129 131.
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What Strada sang, wasost probablythe F major versioffin the Parisian manuscrijpt
With he later repertoire in mindhis ariaassumes special importance among the works
she performed in her early yeafsreshadowingsome essential feares of her mature
vocal profile.Besides theriplets andgalantdemismiquaver rhythms, which requifne
technical work the aria shows signs of axtensiono f Stradads rTaemge down
vocal part r abave threugh tépNis ih thdm capadrd through a fifth fall
in the middle sectionwhere there isalsan octave | eap .dnewan fr om d
observe hroughout the wholenovementa much moe extended and accentese oflower
tessiturai.e. notes from the pper part of the first octave Ngnd above)beside that the
high register is continually present. The absolute range of the movement coverswearly
oct aves, .flradditionaafmost everycpNjasatiates from belowand bending
up, it reaches the octave in less than a bar. My personal suspicion is that Vivaldi, getting
used to Stradads voice by the ti tamenoyfto t hei r t
change; in ding so, he took adntage of new perspectives andteran aria in which he
displayed these multicoloued skills, and at the same timgave his singer further
opportunity to train and strengthé&er middle and lower rangein other wordsher chest
register

Strada played he r ol e of Princess Orinda, Ol i mpi a,
and in love with the prime minister Antigono, who has romantic affections towards the
Macedonian Queen Euridice. The empress is attracted to Demetrio, but for the sake of her
kingdom she is interested in marrying Antigono, and therefore she feigns love for him.

Orinda warns Antigono about being misled (11/10) and indeed he learns theSichdrza

di fronda in fronda(lll/3) is sung by her in a mentally severe situation: she hasrisote

and calm her rival, the queen. Antigono, in the meantime, is charged for treason and is
almost killed; fortunately, in the last moment Filippo grants him amnesty.

Or | an dtigophgbas s et ti ng of Benedetto Pasqualigo
obtaned his first critical succedZB&/l8ianTeafeni ce, w
SanCassiano, with Diana Vico in the title role. Three years later Strada sang Giocasta in
this opera, together with Merighi &mtigona At S. Cas s haaaoter wasGi ocast ¢
embodied by Antonia Cavazzi, a contralto. Likewise, it was sung by Teresa Peruzzi detta
La Denzia, also a contralto, in 1724 at the same theatre. TheXBgelo revival 1721
could be connectedt Or | andi ni 6 s deasondhe ixes ofalhnthesdibretti t h at
are identical, as far as Giocastaods numbers ;
that the arias were transposed upwards, maybe altered but without substitution. This seems
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al | the more | ikely feonly gwvdn coBcem pedfoknmagces, o t
presumably serving as a rushed substitution for the poorly redeilepbo.

No score of the 1721 version survives; nevertheless, the British Library holds one of its
revised versions, performed in Bologna in June 1&2fitfled La fedelt coronatg with
Bernacchi (Osmene), Farinelli (Ceraste) and Merighi (Antigona). Giocasta was given a
soprano voice this time, that of Teresa Conti. The text and its proportioning differ from
that of the Venetian productions: there aree¢hacts instead of fiv&. However, the
compositional style of Gi oc asScleraasdi froraain i s
fronda from Filippo: there is a saliently frequent use of certain rhythmic patterns of the
galant style, especially of desemiquavers and, moreover, siktyirth notes, together
with semiquaver triplets and dotted rhythms.

St r alakiopesa in Venice wdkpastor fidofrom Carlo Luigi Pietragrugp r ened
at Sant 6 At%F@thUarm?ngﬁ Thdt Was avery busycarnval season foher as
she appeareith noless tlan three productions during thdssv weeksThe avvisidefinell
pastor fidoastragicomedia pastoral@nd claimthatit wassuccessfut? Strada embodied
Dorinda as seconda donnabut she was the first sopra, since theprima donnawas
Merighi. Pietragrua likewise displays her higbssituraand agility. The ariaFuggi pur
(1l/2; G major, 3/8; Ex. 1.11) applies darldee triple metre containing not only
coloraturas but also a comparatively long sustaingd, qmobably inspired by Stradd s
superbmessa di voceDal tuo stral (IV/3; Ex. 1.12)is a dance movement, too, that of a
gigue. lIts tripletrhythms seemto have suited her throat very welland it could have
provided an easy motion foher voice so thatshe could naturally execute accented

tonesseveral times.

Example 1.11: Vocal part (excerpt from section AfFaggi purf r o m P i dlpastar §dg bba 28 66.

VP Rae e e e A e e

Fug - gi— pur, fug - gi— pur cheal pra - toal bos - co vd— se - guir-ti al pia - mnoal col-le se sa - rai

Qi S all L IRl g g eIty

po - s¢ - rai su ques - to fian - co, e col crin la bel - la

del cor-so  stan - co, po-se

% SelfridgeField, A New Chronology of Vetian Opera 340 341 and 357358; Benedetto Pasqualigo,
Antigona Printedlibretti (Venezia: Marino Rossetti, 1718, 1721, and 1724); Giuseppe Maria Orlandini,
Antigona Musical manuscript (1727%B-Lbl Add. 16066.

1 The score is preserved AaWgm

%2 6 . marted sera and ancora in Scend qt t o d i S. Angelo 1 é6intitolatoc
Pastorale, che rie6éeapdréuvuedsdasypwydeéevséazngnandt her
Angelo entitled 1l Pastor Fido, pastoral tragicomedy, viiise with satisfaction.Avvisi di Venezia 15
Februaryl720.
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Example 1.12: Vocal part (excerpt)Dal tuo stralfrom Il pastor fidg bb. 70 84.
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cru - del; cru - del, cru - del cru - del cru - del—pas - tor, cru - del,

79 —

Srefos gL e fN 0w a0y g re o2 |

[3) 3 |m—

cru - del, cru-del, cru - del

pas - tor

Financial relations in the worldof eighteentikcentury opera were widely
disproportioned. As the whole system was focused on singers, especially leading ones
firstly to castrati and secondly to leading womenthey earned the most; the composer
less than half of it, and the librettisven less. Singers received free lodgings, travel
expenses, and costumes in addition, not to mention the special gifts, jewels, flowers,
sonnet s, et c. t hat were given to them by nob
s ¢ urdentidned irll teatroas s i n g e is soba hyperlpkEds staprima donndike
Faustina Bordoni earned at S. @isostomo in the season 1724/25 1200 zecchini (equal to
4,258 ducats) Antonia Merighi 1,900 ducats, anRos aur a Mazzanti 6s S
Sant 6 An g e lame sason wash E,756 lire (ca 2,056 ducatsContrarily, a

composer6s fee for an opera score was usuall\

(o)}

with 3 4 works it meant 60800 ducats. Aecondaor terza donné pay per season was

about 600 ducats, or 15800 ducats per production. As Strada sang in four operas at

Sant 6Angel o in 1720/ 21, I am suggesting that
ducats, considering her rank and debutant sfatus.

Besi des her fell ow singers att haleehadSant 6 Angd
opportunities to hear some of the most famous female voices of her era: those of the
mezzesoprano Faustina Bordoni, the lyric soprano Francesca Cuzzoni and the contralto
Diana Vico, who were all prominent members of the high circles of ope@tiety. They
appeared together Lucio Frapiréo ndittatosecpar e o M Ir &1d o lond s2 6
December 1720, NermkrunfromOf Felbruad il721. Sitsing there in

B®ervir" | 61l mpresario a pochissimo prezestgnoiri fl ett enc
Virtuosid el | 6©Oper per |, S i contenter ™ di Pragha® imdrergloir eveange
fattota t o dal | 6 Or s o (lde skoald Iénd hisCervicesato thecimpdesario for very little and
consider the thousands of scudi that have to be paid to the famous singers. For that reason he should be
satisfied with less pathan the least of then),. Benedetto Marcellol] teatro alla moda A compositori di
musica; BenedettMarcello,dl Teatro AllaModai Par t | 6, transl ated and annot at e
The Musical Quarterly34/3 (Jul., 1948 371 403:384.

% A scud might have been 12 lire at that time; the worth of a gold ducat (zecchino) was around 22 lire in
1717.SeeMichael TalbotAVenet i an Operatic Gontract of 17146, 60

®“Carl o Viitpadlii,t iéclatlal yr el i gi o ulbeCambrithe Gampanioratd Haodelnt e x t s 6,
ed. by Donald Burrows (Cambridge: Cambridge University Press, 199734284; SelfridgeField, A
New Chronology of Venetian Oper658; John RosselliFrom Princely Service to the Open Market:

Singers of ltalian Opera and The@atPons, 16001 8 5 Gadnbridge Opera Journall (Mar., 1989), 132:

25;Talbot,(AVenet i an Oper at i ¢31 Goandt6064;dichaa F.R d b7ilmMAdate 18th o

Century Account Book of Barly#usisld/(Feb.al9903 8l:ivge.at r e, Napl es
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one of the performances, could Strada ever have imagined thatefans later she would
have sung together with Vico and been paired with Farinelli, and that in nine years she
would have been in one person the succetsstire rival queens Cuzzoni and Faustina in

London under Handel, and been called a better one thanwdhegether?

Milan, Livorno , and Lucca
For the next birthday celebration of the Empredsaanma pastorald_a Silvia apasticcio
of Vivaldiés ear | ioe28"Aogpse 172l sit, thdeamoRegio Bucd o r me ¢
in Milan. The mythologicalplot ocuses on Numitor e, King of
daughter, in spite of being forced to become a Vestal vigpnceived by Mars who
disguisechimselfasthe shepherd Tirsi with the twins Romulus and Remus, founders of
Rome. Strad&mbodied another nymph, namedriNe, a follower of Silvia,who fell in
love with Niso.Later, upon seeing him embracing Silvia, she becomes fuyigeslous
(111/4, Furie terribili). Unfortunately the score of this aria is lost; it would have been very
informative to see what kinds of coloraturas were given to Strada by Vivaldi after a year of
collaboration. In the end it turns out that Nisonnee | se but Silviaods
dead, Egisto.

The surviving part of St ragpdctsOrBer seanhcdea, h a s
Mi o ben, s @lil4 C minor, 2/4) Medirex ssssuispicious towards her beloved,
because earlier that dayglio told her that Niso will betray her before sundown. This was
the first tmeVi val di used 6Lombar d thedpatterh pfttliom i n
demisemiquavers followed by a dotted quagennectedo accented leromatic high notes
(such as ag g%andto@etherwith the text serves asatool for the expression afony
i it is thesharp dagger of anger and doubt caused by painful thoughts of jealous suspicion.
This was one of the two arias writtea ent.
Silvianamely contains many arias from his earlier operas, and mainly it was the task of the
copyist to prepare the score. According to Strohm, these arias might have been part of an
early draft forLa Silvia® It is remarkable, however, that Strada dit sing any of her
earlier Vivaldian arias in a work where many numbers were taken from v.er i t ~
Nevertheless, she hardly ever repeated her earlier arias when it was up to her. Throughout
her whole career, in similar situations she regularly showedefarpnce for learning yet

unknown movements over recycling her repertoire.

% Strohm, The Operas of Antonio Vivalds16 and 318.
6 Vi val diAwiklal6, pite 19aCandace20 andV e r 20tprovided much of the musid Silvia 21.
Seventeelsilviaar i as were copied ilfn ViFwddidR3gdt. 5 aria reposi
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Strohmhas alsesuggested tha@ronto servir(ll/11; B* major, 2/4),suited to the texin
its declamatoy nature,gives a large space focting, especially with gesturels unusual
four-part, non-da-capoform also refers ta focus onacting® Nerina does not settle for
less than true love: after she lemithat the beloved of Silvia, Tirsi, is still alive, she is not
completely happy, because a true lover would not hurt his beloved as Tirsi torments Silvia.
In this context it seems th&tradamight have beemonvincing not only as a singer but
also as amctressBy thistime Vivaldi must have known her quality of performarneell.
The thoughtthat the composewh o | at er chose a(smalain dtatuset i ke /
like Strada, by the waygs his first and suprengima donna a singer who inspired him
primarily through her sincere and touching way of actingntrusted to Stradan aria in
which she had limited vocal but all the more visual opportunitiesieaningfulone
In Act Il scene 4 Nerina, feeling compassion $ilvia, comforts her by singinyel suo
carcere ristretto(Ex. 1.13), an aria in D major froeuzzon€RV 736, Mantua in 1718)
originally performed by the sopramastratoGasparo Geri/Gieri embodying Cino, a male
character. It also occurred as a tena aith the same text ikurilla e Alcindo(Serenata
a tre RV 690) and directly inspired thé3novement of théAutumn concert¢RV 283, F
major) of 1720; moreover, it relates to the D major flute concér@ardellino (RV 428,
before 172457 It is a simile aria using the picture of an imprisoned nightingaleho is
not willing to sing about affections but rather producing lamenting songs of a freedom lost
as a metaphdf® Both its text and musical character are marked by the themacofa
d 6 a mchase of love), the result of which is a mixture of agony and lively motives of
birdsong. The rhythm is based on dotted quarters and half notes while the melody is
coloured a few times with chromatics. The most remarkable element of it, from the vocal
tecmi c al point of view, I's when theland ce | mi t
30 31) of snapping from a dotted quaver up to a fifth semiquaweell prepared for the
singer compositionally through repeated nofésstyt hese j umps occur on aN
da ea in Teuzzone, supposedl! y unisan wBhttheadads ¢ a
violins. This would be a clear and significant hintof 8tms6 s t echni que of hi gh
there is not much time to place the semiquaver fifth above each preceding note, and as the

agd notes must be exacttrengi bng aith eassen dhe mdentiopi n g, S L

% pid., 319.
% Cesare FertonaniAntonio Vivaldi: La simbologia musicale nei concerti a program¢(Pardenone:
Edizioni Studio Tesi, 1992), 51.
WNel suo carcere ristretto / non doéaffetetnmntd/ | dusi nguc
la perduta libeit . 6 Enr i la&ilvid Prstedalibréttp (Milan: Giuseppe Richino Malatesta, 1721),
21 22.
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of this ariaintoLa Silviai ndi cates that Strada sang ada n

da cap9, showing her free, agile and energetic head register.

Example 1.13: Vocal part (A section) Wél suo carcereistretto by Vivaldi, bb.10 35.
Al — =T —=T7]
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tan-do va Nel suo car - ce-re i - stret - to non d'af - fet-to,  non d'af - fet-to I'u-si - gnuol can-tan-do  va,— can-

Nel suocar - ce -re  ri-stret-to non

F

tan - do, can-tan - do v, can-tan - do, can-tan - do va.

In 1722 (see Table.1) Strada appear edGirewa pbeipessa dia i n
Scoziaand as Costanza in an anonym@usseldain Livorno. There is no data available

from 1723 howevershe could have been active imetsame area, because the next year she
sang two roles in Lucca: Sabina inpasticciq Lucio Papirig as well as Eduige ithe
Rodelindaof a local composer, Giovanni Antonio Canuti di Lu¢¥aHow she got there

from Milan is uncertain but thdibretti from those years show that she still enjoyed the
protection of Count Colloredo, though she was notvitisiosa da camerany more!%?

There is no other noble patron known from her early Italian years, or any impresario until
late spring 1724 when sh@ecameergaged to the Teatro San Bartolomeo in Naples.
Nevertheless, there must have been some impresario(s) working in the background,
arranging Str ada 06 s ashearappanimentto Naplesaeven B shalmore we |
the recommendation and blessing of @bColloredo or some other influential person of

noble rank>*| would alsorisk the statement that after the splendid years of 1720 and 1721

in Venice and Milapwhere she had a dashing start of a career, the period between 1722
and 1724 seems to be a £nsean erforced path of stagnatiprhaving no first rank
composer who could write arias and roles specifically for her, nor such a working
environment she used to have in an opera metropolis like Venice. Luckily for Strada, she
still had some fine colleags, among them the tenor Francesco Guicciardi, who was

likewise engaged to Naples in 1794

191 Antonio Salvi, Ginevra principessa di Scozi@®rinted libretto for Teatro S. Sebastiano in Livorno
(Firenze: Anton Maria Albizini, 1722); Antonio SalvilLucio Papirio dittatore.Printed libretto (Lucca:
Domenico Cuffietti, 1724); Antonio SalMrodelindaPrinted libretto (Lucca: Domenico Cuffietti, 1724).

192 | a Sig. Anna Maria Strada, sotto la Protezione di S. E. Colloredo GosteMilano. Salvi, Ginevra
principessa di Scozifl722).

193 Michael F.Robinson,Naples and Neapolitan Oper@xford Monographs on Music (Oxford: Clarendon
Press, 1972), 889 and 155156.

MNadia Carneval e, dD&ionaroBiogiafiaddegli Itafianisbh (2@04) Aacessedld
December 2014http://www.treccani.it/enciclopedia/francesgaicciardi_%28DizionarieBiografico%29/
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http://www.treccani.it/enciclopedia/francesco-guicciardi_%28Dizionario-Biografico%29/

Table 1.1:Roles ofSt r aedrly gears1720 1724

Composer Opera City Premi ™ Role Cast Sources
consulted
Giuseppe Vignati Aquilio in Regio Ducale,| 26 Aug. 1720 Merope Borosini, Mercelli, Orsini, lost
Siracusa Milan D6 Ambrevil |
Antonio Vivaldi La ver| Sant 6 Al 260ct 1720 Rosane | Barbieri, Orlandi, Merighi,| D-MbsMus.ms.
cimento Venice Albertini, Laurenti 1120
Vivaldi and Filipp|{ Sant 6 Al 27Dec.1720 Orinda Merighi, Orlandi, lost
Giuseppe Macedonia Venice Albertini, Laurenti,
Bonivent Barbieri
Giuseppe Maria L6ANnti| Sant 6 A 15Jan. 1721 | Giocasta Merighi, Barbieri, GB-Lbl Add.
Orlandini Venice Albertini, Orlandi, Laurenti 16066
Carlo Luigi Il pastorfido | Sant 6 Al 11Feb.1721 | Dorinda Albertini, Merighi, Score inA-Wgm
Pietragua Venice Barbieri, Orlandi, Laurenti
Vivaldi La Silvia Regio Ducale,| 28 Aug. 1721 Nerina Gualandi, Minelli, Fabri, lost, aria
Milan Bombaciardi, Montarma reconstructions,
105 D-B
N.Mus.ms. 125,
99w101v.
(Teuzzone)
Domenico Sarro Ginevra S. Sebastiano|  April 1722 Dalinda Guicciardi, Guglielmini, lost
principessa di Livorno Mengoni, Maria Caterina
Scozia Negri, Mei, Pietro Baratti
anonymous Griselda S. Sebastiano|  Spring 1722 Costanza| Guicciardi, Guglielmini, lost
Livorno Mengoni, Maria Caterina
Negri, Mei, Baratti
anonymous Lucio Papirio Lucca Carnival 1724 Sabina Agostino Galli, Zani, lost
/diverse authors Santini, Baratti, Pacini,
Drejer
Giovanni Antonio Rodelinda Lucca Carnival 1724 Eduige Santini, Baratti, Galli, lost
Canuti di Lucca Drejer, Pacini, Zani

S ar rGméveawas not a new work, performddr the first time atS. Bartolomeo
Naplesin 1720. The role Strada sang two years |athat of Dalinda, was created
originally by Anna Vicenza Dotti, a Bolognese contralteho joinedHandel 6s Royal
Academy at London in 1724. One can assume, therefaiethe arias were transposed one
or two tones higher for the sopratf8 Even in this cae the speech range @hest register
had to be usedrimarily, and this meant a very good practice for Strada to consolidate her
lower notesThe ariaS 6 e n ¢ or r e(ll/8; €e@ Bxnlelpfor enstane@e even in its
transposedorm from F minorupto Gminorr e gul ar | yandteeaacd past d Nj,
almost entirely dwells in the first octavehich is still an extremely lowessiturafor a

soprang not to mentiora high coloratura one.

195 vivaldi. La Silvia. (RV 734, Milan 1721).Reconstruction of 22 arias from surviving soureshe
Biblioteca Nazionale Universitaria di Torino and tlgonservatoire ayal de Bruxelles with no
recitative.Roberta Invernizzi, Gloria Banditelli, John Elwes, Philippn@a, Ensemble Baroque de Nice
conducted by Gilbert Bezzin&i¢ia Digital: 203090,2000).Compact disc.

198 She used to be theeconda donnéo Cuzzoni in Londonandembodied Irene ifTamerlano(1724) and
Eduige inRodelinda(1725). Winton Dean,@otti, Anna Vicenzd Grove Music Onlinged. by L. Macy.
Accessed® November2014
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Example 1.14: Vocal part (A2 sectiooflS 6 en c or r & rlodna @Sere\rs b 23 38.
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n¢ sa da lui par-

ti - re, né— sa da—lui par - tr, al cen - no del— pa - sto - re, né— sa da— lui_par - tir

The other Livorno opera, th@riselda of unknown authors in which her character,
Costanza, is going to marry her father while she is being separated from the man she loves,
and her mother iofced to be her slavewas presumably pasticciq in which Strada may
have sung some tier earlier arigdikely some among them théenetian ones.

In Lucio Papirio dittatorethe fundamental conflict of love and duty reflects itself in
Str ada ba of Babihaes i 4t er of Quinto Fabio but a
Claudio Papirio. Cuzzorplayedthe samerole under the name dRutilia, in Venice from
26" December 1720 onwards. Strada might haiteesseddne of the performancegsshe
hersel was present in Venice at that timé:i | i ppo r by Boniwdaticaedd o n i «
Vival di was P bexemiber 172@Ho we v & 17, St rokedanéds Sal
muchmore importance in the drama theémat of Rutilig who in her arias always reflects
other® emotions or gives counsel to someone edsea matter of fact, the ethos of this
character had been chanddSabi nads ar i as ar she singswobhes i n
personal feelings and the effects of the situation she is in. Though the musst, ihé
poetry ofthese closed numbers is of high artistic value.

The role of Eduige inRodelinda however, through its bitter passion, jealousy and

manipulative nature represents another category of dramatic expression.

Concerning the characters Stramabodied in her early years and the energetic factor of
most of the arias written for hershowing an agile and strong coloratura soprano voice
executing accented high notes regularlgne can feel prompted to follow the logic that it
may to some extent reflect her personality. Naturally, an artist specialized for the stage is
able to represd qualities and manners which are not his or her own, but certainly not all
the time. The fierce passion Strada showed from her debut onwards, gaining more and
more ground during her career, might have been her private characteristic too. On the other
hard, most of the figures she played have deeper and more complex moral aspects. They
have to make serious decisions, showing compassion and respect, and yet to follow the
truth; they have to meet the requirements of position and still not to lose the Isappine
the heart; they need to hope against hope that their beloved ones survive. After these first

197 Expression borrowed from Anne Deslér) | novel | o ,10%.f eod. Farinell:i
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couple of years, Strada was growing out of the rardeobnda donna her vocal as well

as dramatic skills called for challenges of a higher level. Fortypaghe did not have to

wait long. Political and musical changes simultaneously made a place for her: the great
success of a production at San Bartolomeo in Naples gave cause for exchanges in its cast in

the spring of 1724.
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Chapter Two:  First Maturity

From the spring of 1728trada was engaged at the Te&am Bartolomeo in Naples, after

a significant part of thedusés ensemble had been changBade changing of the complete

cast in every few years seems to have been a practice of opera managetranirae,
especially in Naples, where it became a tradition to hire new singers from the spring season
onwards: The other important reason for contracting a new cast wasnrenoussuccess

of Pietro Metastasi® Didone abbandonataset to music by Dommeco Sarro and

pr emi ~ Eebruan.rmccarding t&urt SvenMarkstrom, somebody from the Teatro

San Cassiano Venice might have witnessed one of the performances and could have been
impressed to such an extent that he brought the produét®enthepoet Metastasio, the

cast including the soprano Marianna BeBuilgarelli detta&la Romanin& and the
contralto castratoNi cc o | |, Gr i ma I° daiong with ttheinterniézza and itsn i
performers,the comic duo, Corrado and Santa rbtesina) to Venice. There it was

p r e medthe next yeawith the music of Albinonf.

Thus, they éft and were replaced by the young sopraastratoCarlo Broschi detto
Farinello, egaged for the first time at S. Bartolonfeand the contralto Diana Vicb,
specialized in trouser roles. Later on, in the autwanfurther contraltoVittoria Tesi/
arrived in place of her great rival Antonia Merighi, Stréedéormer and later colleague
who also left afterDidone and became engaged for the next season at S. Giovanni
Grisostomo in Venic8.

We may well ask how Stradeadbeen foundAgain, personal relations may have stood

in the background. First of all, hergtector was Girolamo Colloredo, the governor of

! william C. Holmes,Opera Observed: Views of a Florentine Impresario in the Early Eighteenth Century
(Chicago: The University of Chicago Press, 19943.

2 Dennis Libby,Benti, Anna Mari@ Grove Music Onlined. L. Macy.Accessed 7 March 2013.

® He sang in many of Alessandro Scar@ttiperas, just as he was engaged by Handel and achieved great
suce@ss in London. Among others, he embodied Rinaldo (1711) and Amadigi (fRi&)lini (Nicolino
Grimaldi)g in: The Oxford Dictionary of Music Onlired. L. Macy.Accessed.7 March 2013.

4 Kurt Sven Markstrom;The Operas of Leonardo Vinci, Napoletafiill sdale: Pendragon, 2007), ®5;

Taddeo Wiel,| teatri musicali venezianidel sttecento(Venice: Visentini, 1897repr. Leipzig: Peters,
1979, 75.

*Ellen T. Harris, 60 Far i n@&dvé Musi¢ @lineed. . hMacy. AcCessedlld ; Far
March 2013; Benedetto CrockTeatri di Napoli Secolo X¥XVIII (Naples: Luigi Pierro, 1891), 288.

® Vico, probably around t Istood inthe service efdhe Electdrtof Bavéréa §Munioh)l d e r
from 1720. One of her most important appeareneess t he r ol e o fOtt@e inoilge i n
(1713). As a meTheateerConpdny ih loedon17148) $he sang Rinaldo in the 1714
15 revival of Handel 6 SAmadigiel718). Wi as owe Deaas Gdwr dano
Music Onlineed. L. Macy.Accessed 7 March 2013.

" Florentine contralto (b. 1700). Tesi had a masculine low voice but with an extraordinary wide range, and by
the time she appeared in Naples she developipdlae asant s oft nes sGerhaod€rolly o c a |
dresi, Vittoria (La Fiorentind) Grove Music Onlined. L. Macy.Accessed 7 March 2013.

8 Wiel, | teatri veneziani del settecenfpl 76.
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Milan. He held this office from 1719 until shortly before his death in late 1WR&h
occurred on the return journey to the Austrian capital, from where he should have left for
Italy to assume the role die viceroy of Naples. It seemasidentthat he recommended his
singer previously.

Furthermore, Merighi anthe contralto Antonia Laurentletta La Corallihad worked
together with Strada in Venice at S@ngelo( 1 7 21) If a singer could have had a say

in the decision at the level of suggestion at least, it is likie&t Merighi could have

proposed her nama Naples Furt her factors mi,gprhtheoheave been
hand and the reputationshe already hadnainly due to her Venetian collaboration with

Vivaldi, on the other. Hence, she became the leading soprano in NMaplpartner of the

rising star FarinelliFinally, after more than two years of psetglagnancy and second

rank engagements she was part of an excellent company

in Venice and Milan. But this one wasenmore prestigious.

Naples, the operatic capital of Europe
Significant changes happened around that time in Neapolitan operatic lifeofFais, the
role of the S. Bartolomeshifted The theatre had been opened in 1621 and initially
presented mainliNeapolitan works. It was destroyed by fire in 1681 and rebuilt quickly in
1682. From 1654 amardsit generallyofferedopere in musicabesdes the new theatre in
the Real Palazzo, which opened its doors in December 1652. Naturally, the latter had the
priority, as far as important royapectacles were concerned. Later on, howeawethe
autumn 1724, after S. Bartolomeo was newly renovatethok the leading role in the
operatic life of the aristocracy as wélIBesides, there were other thest offering opera
performance for instance the Teatro dei Fiorentimihich had given up presentingspoken
dramas and kept focusing on musical oftesr 1706 omvards In 1709 then, after staging
a comic opera in Neapolitan dialect, a novelty which brought surprisingly great success,
the Fiorentinispecialized itself othe genre and the heroic ope&vas left almost entirely to
S. Bartolomed? LeonardoVinci, for instancemade his debuit the Fiorentini in 1718@s
opera composer with aommedia per musicad.o cecato fauzoearningtremendous

applausé? Noblemen vigied both theatres, thoughostly S. BartolomeoFurtheromre,

® Giammaria MazzuchellG | i sclhi aftioaj didbo n ot tomo adle viset ecaglicrith e , e
vol i, part ii (Bresia: Gianbatista Bossini, 1760), 124P243.
9 Markstrom,The Operas of Leonardo Vin@4;Croce,| Teatri di Napolj 253.
" Michael F.Robinson,Naples and Neapolitan Oper@xford Monographs on Music (Oxford: Clarendon
Press1972), 1012.
2 Kurt Markstromd/i nci , LGrowenCmlmatcbLO Macy. Accessedt December 2014.
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there were two new theasrénaugurated in 1724, in order to perform comic operas: the
Della Pace and the Nuov®d.

By mdcent ury, Napl es bteeavomé ddbbe madsapbdt alue
schools of musi cd™ Musis an®d musidar eslatiensgainedda t e d .
popularity andbecame deeply rootad the society. Large families destined their stms
be priests, instrumental players and sirgye in that order. Naples had four excellent
conservatoriesS . Mari a di Loreto, S. Ma rQeas g edrlias t
and S. Onofrio a Capuana, all founded in the sixteenth ceandg ener al | 'y wi t
music masters, the senior being selected from among the most celebrated composers and
giving three®l essons a weeko.

The presence and significant influenderenowred composers irNeapolitan musical
life and especially in the field of opera began with the arrival of Alessastarlatti in
1684, when he receivetie title of Maestro di Capella from the viceroy of Naples; this
wasprobably due taheinfluence of his sisterwhowas not only ampera singebut also a
nobl emsnd®ss. repuatdon,l hawvevel, @as already established earlier in
Rome. Though he was absent from Naples between 12788, after his return he held
the title again urlthis death in 1725. In the period Scarlatti was away from Naples, a new
generation of composers tnad in the conservatories aroamong themwvere Domenico
Sarro, Francesco Mancini and Niccd#orpora, not to mention Leonardo Vinaiho was
in the heyay of his life and career in the mid20s owardsand spread his fame outside
Naples, mainly in Rom& Music was not onlgxported to other parts of Italy and beyond,
but young musicians also started aorive, with the support of the Austrian court.
Composerswho later become famous alswsited the cityin order to studyn private,as
did Johann Adolph Hasséelived in Naples from 1722 till the end of the decafle.

Traditional historiography has identified the musical style of Naples in the 17208 as t
beginning of a new era, t-bhassfcahestoglaéa
of a specific ONeapolitan school d i n musi
more recently by researchers such as Helmut Hucke, Daniel Heartze$earidegrada

and Reinhard Strohm, who agree that stylistic innovation in that period was achieved

13 Robinson,Naples and Neapolitan Opera1;A full list of opera performances in all Nepaolitan theatres
1709 1732 is inReinhard Strohm|talienische Opernar e n des f r ¢ h e nl73Qevbltie cent o
Not enbeispiele und Ver.zeichnisse (K°Iln: Vol k, 197
4 RobinsonNaples and Neapolitan Opera3s.
5 |bid., 13;Josse de Villeneuvé, et t r e sur | e rantaien&Nagles: 47&6),d@6. | 6 o p ®
% Robinson,Naples and Neapolitan Operas.
1bid., 23.
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elsewhere in ltaly, to&® The typical features of this modern compositional manner lie
partlyin the handling of thenstrumentsthe violins frequently playnison while the violas
col bassoplay at the octave, or providing a solely harmonic accompaniment pulsating in
quavers, crochets or semiquaver€olla partesections are also usual for the violins while
the basses are pausifyBut more attention shoulde paid to innovation in singing styles,
and in composition for the voicéAs for the voice parts, besides the significance of
prolonged passagéise importance of cadenzas is promindichael F. Robinsomvrites
that by the second decade of the eighteerntury cadenzas were not merely stretched
and enbellished cadence points was commonn the seventeenth century, aasl Johann
JoachimQuantz stated on the basis of observations made by Tosi inigi ni oni ded
cantori, that between 1710 and 171&e@wcustom had been establishedpecially in the
case of final cadenzas the whole musical process in the orchaked so that during its
pause singers ¢ o ulkdow noehow many bars tpgethesaegye®dl lofhdve
echoes on the same pages and swellings of a prodigious length, and then, with a chuckle
in the throat, exactly |Iike that of a nightin
l ength, and all *this in the same breatho.

The question of the official titlesf Maestro diCappella and VicéMaestro used to be
matter of competition It meant thedirectoship of the Real Cappel® the most
prestigious musical institution in Napleshich had been founded by the Spaniards during
the Spanish occupation in thligteenth centuy and constructed after the model of the
Aragonese court. Sarravho worked as ViceMaestro until 1707 and was dismissed for
political reasonsgained a gesture of repriewe 1720 when hevas promisal his former
posi ti on 0 with a satary efsveety-vo ducats a month. Then, on October 22

18 ReinhardStrohm,6The Neapolitans in Veniée, i n: Dré@nma pehmusica: Italian Opera Seria of
the Eighteenth CentufNew Haven and London: Yale University Press, 1997)8681see Helmut Hucke
and Edward O. D. Downe§,Di e neapol it ani s dhhe Neapoldad fradiiioninopsfa der Oper

innIMS8"Congress Report New York 1961, ii233shslvol Kassel : B
ii, 132 134; Daniel HeartzMusic in Europea Capitals. The Galant Style, 17@0780(New York: Norton,
2003) Francesco Degrada,$icuola napoletatieefioper a napol et anao: Nascita, S Vi

un concett o ¢ TeatroidiGanrCarlpad.cop Franco MancirfNaples: ElectdNapoli, 1987),
vol. i, 9 20.

19 For developments in orchestral scoring, see Strdkatienische Opernarien, vol; Anne Desler,6 | |
novell o Orfeobd. Farinel | i :PhDMhegisgGlasgew: &¢haool oéculturdaanst het i c s,
Creative ArtsCollege of ArtsUniversity of Glasgow, February 2014001 102.

20 Benedetto Marcelld] teatro alla moda(Venice: 1720), 17.

2L Robinson,Naples and Neapolitan Operd04; Johann Joachim Quant¥ersuch einer Anweisung, die
Fl°ote traver(Beilinndbdhanm dFpi elden c B83; Buargz0On playibgxhe flute2 8 2
translated with notes and introduction by Edward R. Reilly (Boston: Northeastern University Press, 2001),
179 80; Johann Friedrich Agricol&nleitung zu singekun@Berlin: G. L. Winter, 1757), 196.

22 Francesco Cotticelli anéaologiovanni Maionele istituzioni musicali a Napoli durae il Viceregno
austr i a@7m4): (materi@livinediti sulla Real Cappella ed il Teatro di San Bartolorfi¢aples:
Luciano Editore, 1993), 22; se Dinko Fabris, Music in Seventeenth Century Naples: Francesco
Provenzale (1624704) (Ashgate: Aldeshot and Burlington: 2007), 18; Markstrom,The Operas of
Leonardo Vincill19 122,
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1725 Scarlatti died; Mancini was reappointed to his earlier Maestro positionp Sarr
became ViceMaestro againwhile Vinci together withL.eo became soalled Pro Vice
Maestra Vocalists as well as instrument8 were employedt the Real Cappelléor
royal musical servicancludingthe new impresariduo of S. Bartolomeo, Nicola Galtieri
and Aur e( 169 8 evihd@ virBe)signed up to a feyear contract in September
1721 after the elderly Nicola Sernhad died that year. Sindbe running of the theadr
was necessarily costly, and sinde,spite of different sources of financial support, the
budget of ampther applicant, Salvatore Caputwas too large to deliver, finally these
candidatespoth former conservatorists of Neaptan churches, were chosen. The two

wererelated Ni col a was the maternal uncl e of

A

and stage designer who himself also used to be the impresario of S. Bartolomeo. He rented

the House fot he f i r st 94fthemgainfrom 170%5uftiBL708.

TheGal t i er,i cheulpl e ac hi ewmthenda shord time:lamang athers u | t

things, they were the first to accomplish a collaboration hef House with Pietro
Metastasid connected to # production of Feis Sifacein May 17231 and with further
librettists like Pietro Pariati, Agostino Piovene, Bernardo Saddumene, Antonio Salvi,
Silvio Stampiglia, Nino Zanelli and Apostolo ZefibLikewise, they could enlist thieest
composers of theéNegolitan schody the music of Leo, Porpora, Sarro, Alessandro
Scarlatti and Vinci was heard duritige years ofheir activity, not to mention the greatest
star singers of those days, among them Faustina Bordoni, Merighi:EBégérelli, Tesi,
Vico, Farnelli, Grimaldi and Annibale Pio Fabit This must havemeant a glorious period

in the life of the S. Bartolomeo and of the Neapolitan musical culalilee. Not
surprisingly,whenthe contract came to an end in September 1725, they terminated it with
a huge deficit.

According toBenedettaCr o c e, A u rfar instance aved| Stralaan amount of
2000 ducats most probablythe total sum of her fees from 1724wards which he
could compensate only by marrying her that ybarwas twentyseven, Straa twentytwo
years oldf> Regardlessof this, we may assume thewere already in a relationship;
otherwise how would it be imaginable that Stradauld let these debts grow arging
without paymentor years? On the other hand, why did Aurelio not payitages even of
Strada? Presumably he and Nicola could feeydther members of the compaay,their

own expense at leadiut they withhdd that of Stradaas she wat be part of their family

%3 Pietro MetastasicSiface Printed libretto (1723), Argomento; s&&ohm, Italienische Opernden, vol. ii,
308.
24 Strohm, Italienische Opernarienvol. i, 306 312.Claudio Sartori) libretti italiani a stampa dalle origini
al 1800Indici | (Cuneo: Bertolli& Locatelli Musica, 19901994),110.
%5 Croce,| Teatri di Napolj 348.
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soonanyway.It must have been a good marriage; they seehate clung together for the

rest of their lives in every respe@ertairly, Aurelio remained passionateigterested in

Stradabb

S career

not

only

from

an art.

some incidentthathappened in London dung the 1730svould come tashow

Although Del P and Galtieri were originally supposed to leave by October 1725, and

st

be succeeded by the next impresario, Angelo Carasaleo was in the viceroy Cardinal

DO Al t hann @sCroceastates) thbrettiof S
the carnival season of 172fow names of Galtieri and DBl  as dedicator$’ In fact,

Carasale worked at theeatroNuovoeretto disopra Toledon the carnival of 1726. It

Bart ol omegaod s

C anec

perfo

follows that Aurelio and Strada left the theatre together afterwards, and that Carasale took

over S. Bartol omeo after EasSesostratdfronedfl nning wi
May).?” Strada was not the onlyrgjer whose contract was terminatbesically the whole
company was replaced.
Interestingly enough, there is no information either al®ttadaor Aurelio for the next
three years, until Handel engageer for the Seond Royal Academy in London. Neither
have | foundanylibretto from those years with her name rramyproduction wherein she
could have patrticipated. One logical explanation suggests. itisatfof childbirth.By the
time of the London engagement in 17/2%adahad enouglime even for two pegnancies.
Table2l: Stradabés Neapd®dtan repertoire, 1724
Composer Opera Premi ] Role Cast Sources consulted
Ni c c ol Semiramide reging 19 May 1724| Zomira Vico, Guicciardi, lost
Porpora del | 6As Farinelli
LeonardoVinci Eraclea 1 October Flavia Tesi, Vico, Gicciardi,
1724 Farinelli
Leonardo Leo /| Turno Aricino 3 December Livia Tesi, Vico, Guicciardi, only Leo
Vinci 1724 Farinelli contributions surviv®
Domenico Tito Sempronio | January 1725 Erminia Tesi, Vico, Guicciardi, I-NcRari 7.2.2
Sarro Gracco Farinelli
Leo Zenobia in Palmira| 13 May 1725| Aspasia Tesi, Vico, Farinelli, I-NcRari 7.3.9.
Francesco Costanzi
Giovanni Porta| Amore e fortuna 1 October Ormonda Tesi, Vico, Farinelli, lost
1725 Costanzi
Vinci Astianatte 2 December| Ermione Tesi, Vico, Farielli, I-NcRari 7.3.13.
1725 Francesco Pertici
Porta La Lucinda fedele Carnival Erenice Tesi, Vico, Farinelli, lost
1726 Pertici
%6 Libretti of the performances started off @ctober 1725andran in December 1725 and in the carnival
1726:Francesco Passerifimore e fortunaPrinted libretto (Naples: Francesco Ricciardi, 1725); Antonio
Salvi, Astianatte Printed libretto (Mples: Francesco Ricciardi, 1725); Apostolo Zdren ] ucinda fedele
Printed libretto (Naples: Francesco Ricciardi, 1726).
2"Holmes,Opera Observed 106 109.
% Turno Aricinowas apasticcioby Vinci and Leo, completed by arias of Porta, Scarlatti, LotirpBra,
Capelli, Vivaldi and othersThe Avvisi di Napolista ed t hat o6t he per f toplaceins have be
this opera diverse arias to their satisfactiond. Str a

repeated

to have performed anything from her Venetian repertbi@kstrom, The Operas of Leonardo VincB7;

a i r Samirmideann ® oV Fraztedaediewugh this is less likely. The only Vivaldi
aria in thepasticciowasSe fide quanto bellRV 749.32), for a mezzeoprano; thus Strada does not seem

Strohm,Italienische Opernariervol. ii, 284.
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Strada on the stage
Stradads f i r ¢Table@.p)wasSIemitamidellg p has d edyPdparas i r i
The opera is losbut one a@a written for and sung by he§e d 6 a(lipuG magon
Allegro, C), survived because Porpora reused it forSiface(Viriate, 1/2), performed in
Milan and at S. Giovanni Grisostomo Venice simultaneously during the carnival s#ason
1726 from 26" December 1725 onwardEhis aria was sung again by Strada in London, in
one of H a nphsidcidOsmistlaindl730. & ia very informativethat whereas in
Milan Se d 0 Angaperformedby Marianna Lorenzani Conti at the Lombard pitch
(i.e. a whole tonehigher than in Naplgs , in Venice it wasomittedby Marianna Benti
Bulgarelli as Viriate andvas substituted by the aiNon lascia il ben che bramaenti
evidently was not a virtuoso singer aher range wentrol y u pwvhile®e add Aqui |
has a very highessituraandr e qui r es g a a nmoreavér, thesemotes are q u e
placed on accented beats, dinerefore they call for a powerful voice production. As far as
Lorenzani is concerned, JeBenjamin @ | a Bor de d e segcellenbeecdt h e |
c®l bre musicienned while he only notes Be

The case oS5 e d 0 Asgrues toelassiffst r ada o6 s \(Ex.c2d) Maked| i b r ¢
with the characteristics of aastratoaria, it mustersarpeggiation,coloratura patterns,
descendingvolatine semplice syncopat i ofhistyvoaecdntmed )gand
times) notes, trillsrepeated notes6te ribattutg and violin idioms(in the B sectiojy all
of this above a continuowsumming bassccompaniment. The ardéhsplaysan increasing

limitlessnessaind freedonof the vocal toolbox.

Example 2.1: Vocalpart @ e d 0 Ady Rorpbra n

Sed'A - qui-lonlo sde - gno tron - ca la pian-taa-ma

nn# ’ - drir  drir i i ~

ta, la vi - tain-na-mo - ra - ta lan - gui - da

ca - deal suol. Se d'A - qui - lonlo  sde - gno tron-ca la pian - taa-ma-a la vi-ta in-na-mo - ra

gui - da— ca-de al suol, lan - gui-daca - dealsuol

Delca - ro—_tron__co pri-va__ non ha chi la sos - ten
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In Semiramide regina dél A s sthearia laelongs to Zomira, the Baan princess who
is a captive in Babylon together with her beloved, Id&%p‘éhe text of the ecitative
introducing the aria in the fifth scene of Act | makes clear how deeply she loves,Idaspe
andthathi s | oss woul d ruin her forevspporttcdl daspe,
my afflicted soul; pu, dear subject of all my thoughts. Beirg from you, | am deprived
anddiminished, decending from the golden throne. Without my beloved Idaspe | do not

wart to livea®

After such words one would expect everything blug¢ type of aria
described above: perhapslamenting, pathetimumberin a mnor key and with an
afflicting melody would be appropriaténstead, asimile aria with strong images of

disaster ighat which comes

If Aquilo in his rage plucks / the beloved plant, / the dear grapevine / languidly falls to
the soil. // The darling tmk bereaved, / has nobody to sustain her, / whom the river

does not revive, / neither nourishes the ¥un.

This anomal ous situation deeply effects the
the audience would expect to be the typically helplessyviotid andragile young second
woman of the operé&S e d 6 Abgingihdr wery first aria turns it all upside down and
gives the strongest impressionpmwer, generatedy amixture of bravery and frighshe
fights to escapdrom hopelessnessvhich migh remain if she lost the one who means
everything to her.
For Strada, whanust have been very receptive to piilog not only certain elements
but the general voice production of tbastratosinging methodthese years must have
meant a vital period of &ning, havinghe young Farinelli as her stage part#es.Naomi

Adel e Andr® has suggested about early Romant.

phenomenon:

®'n the end, however, she falls in | ofacesco$ivaniNi no, Sem
(much altered)S e mi r a mi d e sBradrintea librdt®.|(NplésAFrancesco Ricciardo, 1724).

g daspe, I daspe, ah sol o Deviltabadgétd seiDitaiti | pdnsieamieni a dol ce
Lunge da te, di me son priva e mbooopbeNM| walvVedbaomawog
11.

6Se doAquil on | o s mhatag/mhavitdhnamoratan tamguibaacadp &l suoDélcara

tronco priva / Non h", chi |l a sostent aAqdilosahds r i o non |

for the North Wind in thd&Roman mythology.
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I n addition to for mal teaching situations,
s ngers an opportunity to Al earn by exampl e
were the first interpreters girimo ottocentoopera also had the benefit of singing
onstage with, and |l earning formally or inf
Frequently these women sang the prima donna characters that were romantically

paired with the heroic roles assigned to the castrati in the plot. This meant that these

wWo me n had to bl end t heir Vvoices with the
embellishmentsand decide where they both would breathe for thebsuis where

they sang togethéf.

Strada must have noticed tlodvious difference in qualitywhen comparing Carlo
Broschi to the formecastratishehadencountered. Mogirobablyit was also vey helpfu
that they were of aimilar age(Farinelli was nineteen in 1724, Strada tyears hislder)
andthat both werein their early careers already with some reputation behind theut
still in the process of maturing. Moreover, this was the very time when Farinaftier
Faustina emerged as a star with the new mannbrasiura singing by 1720 , with the
help of his master, Porpora, ameed a greater measure of virtuosity in the execution of
passaggi wide leaps and a higher level of rhythmic varjety asto competewith her??
Strada, | suppose, had enough-seffurance to work with him in a relaxatmosphere,
and doing so, she cdd get as close as professionally possible to observe and learn from
this extraordinary living example of rich and bright voice production, perfexgsa di

voce incredible breath control as well ase of chest and suppdft:

The perfect art of holdinche breath, and retaking it with such cleanness, so as to not

allow anyone to know when he was breathing, started and ended with him. The perfect
intonation, the unfolding, the extending and expanding of the voice, his portamento,
the perfect union of regesrs, the sparkling agility, and perfect trill were all in him in

the samelegree of perfectioft.

Four times ey played dover couple in Semiramideas Zomira and Nino (singing the
duet Mio bel sole, Idolo midll/10), in Eracleaas Flavia and DamirohiZenobiaas
Aspasia and Decio, and as Ermione and Oresfesiianatte Because both were sopranos,

in the case of duethey had the same unusually higgssituraand only when singing at

2 Nao mi  Ad e | ¥oicifgrGendé:, Castrati, Travesti and the Second Woman in farteenth
century Italian OpergBloomington: Indiana University Press, 2008Y 38.

$Desler6 1 | n o v eRarnelli, 103 1f04e 0 6 .

**Ibid., 27 and30.

% GiambattistaMancini Practical Reflections on the figurative Art of Singifiganslated by Pietro Buzzi
(Bogon: The Gorham Press, 1912), ix. Messa di voce, 2P Mancini, Pensieri, e riflessioni pratiche
sopra il canto figuratqVienna: Ghelenl1774),105 106.
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the same timevasF a r i qwpart writed a third loer. Even tlen, the vocal linecrossed

each otheiseveraltimes as is the casen Spera si ma solo amor@&enobia in Palmira

[11/8; B* major, Larghetto, 6/8; Ex. 22 the only duet between Strada and Farirtbit

survives mainly because theastratowas always avoiding singingonsolo vocal

numbers®®

Example 2.2: DueBpera si ma solo amofexcerpt)f r o m Zewobidils palmirabb. 22 35.

Aspasia

auraila cal -

aurailacal - ma,

ma, sei con-ten-to

a-mor lo sa.

ki)

oo G Etr g g T el D gl et iy

ah m'in - gan-ni,

30, 4r

ah m'in-gan-ni

B . P )
S ST i

quan-do o bel-la

a-morlo sa,

a - mor lo

stpde 17

eSS

a-mor lo sd.

ir b A tr
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a - mor lo i, a-mor lo sd.

Example 2.3Solfeggidfor Farinelli in D major by Porpora
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They might have discussed these topics, todhab Strada could gain an insight into

Fari nel | abdud tha apphicatpdf ceain voal technique$ what kind of images

emergé on the screen of his mind and how tleyld help hima n d
enabled her to transform and accommodate them to her own female body and personal

Stradabos

approach. Moreover, Farinelli cloushow her somdricks by informally teaching her

special exercises he learned from Porpora, for example, begmgs Strada could have

% Desler,6 | |

n o v eHaringlli, 9. f e 0 6 .
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taken some lessons from the composer himself during the preparation period of the
production ofSemiramide P o r qwo aperd’ s

Taking one ofP o r p cadlfegdifer Farinellias an exampléEx. 2.3) one can see how
he sets the octave of the middle range as default and how he focuses right after that on the
strengthening opassaggienotes between the chest and heegister as well as on the
agility of the middle ones throudierzini which later reach the head rantg®. Trills are
frequent; sixth, seventh and octave leaps are placed mostly in the miegatofphrases.
It does notlack for high sustained noseor dotted rhythmseither. In general the whole
piece is about creating an even voice production: binding the registers, making the
naturally softer high tones powerful, the otherwigeaver chest notes flexible, and
preservingthe legatoand theunity of the sound regardless dhe distance between the
subsequent notes of the melody. Whoever could sing this exercise properly, he or she had
practically everything an excellent singer baave Presuming that Strada trained herself
throughsolfeggisimilar tothis one, it is not surprisintpat her voice wasaclaimed to be
superb everywhere she went.

In the question of acting, however, Strada might have been maod aecomplished
and natural tha Farinelli, who, though having an advantageous appearance] lgagsion
on the one handnd did not use any gesture for the expressiothe otheraccording to
the statements of Quantz and Charles Burheysimpy stood motionless like a stattf
Strada, at the same time, wasnae,wcomghed i n
refer to an effective way of acting, but her small figure wabtite ordinary. Thidatter,
| think, was only a problem to the British audience,tndhe Italian one.

Further gportunitiescame toStrada for vocal development withet opening event of
the year 1725, TiDdempronicc GraccBBy rgood dogune, Quantz

witnessedne ofthe performanceand committed a short description to paper:

On January 13 | therefore travelled from Rome to Naples, where | immediately h

an opera composed by Sarri, almost in the style of Vinci. Farinelli, who was then

37 porpora, besidesastrati also had female pupils, such as Regina Mingotti, Rosa Maddalena Cardina,
Catterina Gabrielli or Maria Giovanna Gasperini, provided to him by the conservaReielsardStrohm,
6Vival di 6s car e erin: Bssaysason Haadel emddtalign rOpefi@ancbeadged Cambridge
University Press]1985), 122163: 138; Dan H. MarekGiovanni Battista Rubini and the Bel Canto Tenors:

History and Techniqué_anham, Maryhnd: Scarecrow Press, 2013), ch. 5: Opera Seria in Evolution.
®BDesler,6 1 | novel |l o, 3233 aad1A9; seBohanri Joaeti | Quant z, &Herrn Jot
Quantzens Lebenslaf , von i hm s e Friedrich Welhelm Wlarpufge Hiistioride Kiritische
Beytra2age zur Auvmlahme dBer IMursii kJohann 55),d%a3: Schgt
240; Charles BurneyA General History of Music from the Eg$t Ages to the Present Perjoebl. iv
(London: by the author, 1789), 379.
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approaching his famous perfection, Strada, who later became more famous in

England, and Tesi, were brilliant in this opera. The others were onf fair.

Strada played arima donnarole for the first time, since theontralti Vico (in the role
of Mario) and Tesi (as Climene) both sdreyestiThe musi c al mat er i al of
in Tito Sempronio Gracco ndi cates the appearance of new f
Herentrance ariagSe veglia, se dormeidmante suo corfl/2; Ex. 2.4; Track 2; AppB1l) is
an energetic piece withsingularmelody inAndante* The violins playcolla parte while
the rest of the orchestra moves in quaver notes of drumming bass. The afansnor,
alternating excitingly between the modal andonal colour of the key, twisting
chromatically through elaborated diminished rhythmic patterns with demisemiquaver notes
on one hand, and large syncopakeghatolines combined with wider leaps on the other.
Exactly these largkegao phrasesignify a novelty in the vocal style of Straddéhowing a
higher technical level and a stronger voice production which cannot be found in her early
repertoire. The ambivalent meaning of the text predicts the conclusion of the plot: Erminia
declaes her true love to Mario, but in the B section the seeds of ambmyatyown,
referring to what she prapes herself for in dreams, that may not be fourahilight. The
initial melody, which sounds natural on violins, is obviously not at all conifiertfor a
human voice. It is ndnighway, rather a serpentine path. Though well built up, ascending
gradually (bb. 1215), the melody is technically complicateut only because of repeated
up-anddown movements, sixtieaps, dotted rhythms and a colorasyrahich are placed
vocally asbestpossible butalso byreacling a powerful Bdand descending immediately
a ninh to conclude the phrase (bb. 18), a structure thabheeds conscious planning of
dosingsupport and perfect breatbntrol. So dog the rest of the ari&Ex. 2.5) Fascinating
long coloraturas occur two times at the woéds angui sce do6 abmobote sospir e
parts of the A section (Al, A2), as a motivic answer to the second half of the opening
ritornello. For the first time pbeat tob.18 to b.25) heavily chromaticseconechains

appear while for the second timeupbeat tob.42 to b.47 this proces is disturbed by

¥dmahre 1725. wurden, weil es ein Juch eibejealdswegena r |, i n Rc
aml3Januar von Rom ab nach Neapolis; weSalricfdasiingl ei ch ein
Geschmacke de¥inci in Musik gebracht hatte. Der, seine ber ¢ hmt en V odantals sichmenhei t en
i mmer me hrFanmd merl d de di e, nachher in England ber ¢hmt

brillierten in dieser Oper: Digbr i gen S22 nger aved &I h@QwarmAxegdmerrn Joha
JoachimQuangzns L e h £97 250: 226 220.

0 e veglia, se dorme /hmante suo/miocore Cont ener e f camaree/ Sdsprapemtg il sce do
sogno mbéappresta [/ Quel bene che s[ipsmgnagnoh . /PSei | 6al ba |
veglia,s e d o rAweake or dregamirig / His/my loving heart / Holding its form / Is languishing for love, /

Sighing for you. // Dream prepares me / For the good | am hoping for / Then morning awakes me / And |
behold that it is not true. // Awake..pomenico Sarro, Tito Sempronio GraccoMusical manusript
(Naples: 1725), ff. 1517r.
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fourth and seventh leaps, adding a vocally unexpected jump bpdtagain. Thelatter

7

happen®nthe rhythmicallyls y ncopat ed word Osospira@ (0si

Example 2.4Introductory ritornelldo Se veglia, se dornfer o m S@orSenmp@rso Graccdb. 1 15.

Andante
' P |--._= — S PP ./— bp. - I’F- ’ b, ey

r T >

Violins 1

Violins 2 [(3

Violas

Frmini

Violoncellos

" A —
Vins. 1
)

74
ve - glia se  dor - me I'a - man - te suo co - re
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P senza cembalo

Example 2.5: Vocal part (A section) §€ veglia, se dornfe o m S @ito Semprenio Graccdb. 12 49.
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Giving an answer of equal rank B0 s a n Radn@ls ari@ dedicated teerzini, Ninfa
amante(l/9, B* major, 3/8, Andanty , S t Vioreeidnaoiiresin scene 10 (G majplC) is

centred on descending and astiag violin idioms inVivace assafEx. 2.6)

Example 2.6: Vocal part (excerpts)\dbrrei morirefrom Tito Sempronio Graccdb. 39 and 15 19.

Vivace assai

5 = e SRS g SSSssds <SS

per non ve - nir con te

SRR i iedassseE LS SEEISEE S SIS

T non ve - nir con te, con te, con te.

ber 2 BT g et e S e R

per non ve - nir con

An interesting case emergesth Straniera Donzellgll/5; E major, 2/4, Allegro; EX.
2.7) asimile aria which says thaErminia does not return to her formewvér but keeps
the new one. Othis a second version can be found at the end of the second act in the
copyists manuscript: a substitution of the originalkbawith the same text and keyalso
by Sarro but with a clearly different conceptProbably it served as musical refreshment
during the succession of performanddeyvertheless, it is one of the rare occasions when
Strada had a substitute aria in an original rotee firstE majorversion fas a light galant,
dancelike charactein 2/4 beaten ird/8 which gives an easy and graceful frame to the
number.Playful dotted semigavers, octave leaps and syncopatibans interlaced with
chromatics spice up the simple dant@ase of the piecdts range is quite wideyet high
notes do not explicitly occur. Surprisingly, the melody reachdyf f dimeds en¢he A
section Thegenerallylower tessituraof this movemenspeakofaf or t i fi cati on of S

chest register, even if this aria wasbstituted in the course difto Sempronid s . r un

*L @traniera Donzella* / Che in piaggnovella / Contentasggor na [/ Al Lido non torna /
/I Le sembra si bella / La sponda seconda / Che sdegna la prima /aNmo r e , nerset innan /puPi.% /dv
St r a n iTkerfoaeign rairdow(wras&tamsel Sojourning on a new coast / With satisfaction / Does not
return to the seashore, / Timidly leaving it. // The second shore / Seems so beautiful to her / Trsat the f
one despised / Can have neither love, nor honour / Anymore. // The forefgthe)worddonzellahas a
double definition in Italian: it means not or@oris julis, the Mediterranean rainbow wrasse,eattremely
colourful and luminous species ofHisalternatively known adonzella pavoninagr peacock fish, but also
damsel / maiden / young ladgarro,Tito Sempronio Graccdf. 115r 118r.
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Example 2.7Vocal part (Al sectiondpf Straniera donzelld f i r st v er s iTim®mprbnioo m Sar 1
Graccq bb. 15 34.

Allegro
5 o

S
Stra - nie - ra Don - zel-la chein piag - gia no - vel - la con - ten - ta sog - gior - na, al

As soon amoteslhdad2idn, writterNfor Strada by Vivaldi ifFilippo  r~  di
Macedoniain the ariaScherza di fronda in frondaliscussed in the previous chapter. But
that was rather exceptional then. In Naples, however, lower hetgsto regularlyoccur
in her repertoire. In addition, we have to take into account tikehplifference of the
Venetian and Neapolitan tuning compared to the =BlbHpthaue st
tuningwas a semitone lower in Naplegustl i ke i n France)iwi®i2 Hz
was around 440 Hz in Venice. T hbeteeen theh e r e
Neapolitan and Venetian turg. In light of the above, | maintain that there was an
enla gement of Stradads vocal range.

The substitute versio(E major, C; Ex. 2.8Yurns toa high tessituraand a bravura
character, though tetains something dhe originalleggerostyle and kepssome traces
of chromaticismas well. Thus, this aria is mogeandioseand its virtuosity is exaggerated
by the oboesaddedto the orchestrationThis insertion mayaffirm thatSt r awbieed s
soundedt he best in the rd@angwheddreed wet herb Njs amre

vulnerablepassaggi

Example 2.8Vocal part (Al sectiondpf Straniera donzellfsubstitutev e r si on) Tito Sempré&hiar r 0 6 s
Graccq bb. 15 34.

Stra - nie - ra, stra-nie-ra—don - zel-la_chein piag - giano-vella con-ten

Pl b B Shr Do Syt i g |

ta__sog - gior - na, al li-do non tor-na, non tor-na, che t,hl - va la-scio, che Lh!—\al.s SCio.

The rhythmic variety ofSaettasi bella (11/10; B* major, C, Andante; Ex. 2)9reflects
anothersid@f Str adaods k a.lTeeivoice part ass@idense cdmbihation of e t
syncopated arpeggiation with semiquavers, of dotted patterns with trills and

demisemiquaver notes, appoggaturasand ofsustained notes fanesse di voce

53



Example 2.9: Vocal part (A section) 8hetta sibelld r o m SaorSengprso Gracgdb. 5 27.

Andanlc/ﬁ - —~ ; L dr

Sa-et - ta—sibel - la r-cet - to—mnelpet - to, che so - lo—perquel - la pe - nan

so - loper— _quel - lape - nan : do viv - 1o, che so - lo perquel - la pe-

31 I 1 E&; (pp.l V‘ VI. WI‘_HIWI;HEHMI

nan - do viv - ro, che so - lo per quel - la pe-nan

do, pe - nan - do viv - ro.

During this Neapolitan era, thisnd of chiselled galantAndantearia, in which the vocal

line andverse genuinely fit each other by blurring the differentiation between the principal

and ornamental notes of the melodydemisemiquaver grace notes becamneessential

part of the vocal line, appoggiaturas and acciaccaturasitikew the form of syncopation
started to multiply inSt r a mepedose’ This signalsa very important process

concerning her vocal profilas well as artistic personality. As for brilliance, therefore,

Quantz mighwvell have been right.

In fact, theAvvisidi Napoliasserted hat t he wor k met althoughi ver s al
this warm response waklie not only to the dazzling vocairtuosity transmitted by first
class performersThe spectacular elements, the costumes scehery the costly
proposition of thampresario also playeda very important rolén carrying the show to

SUCCesSs

On Thursday evening took place for the first time the opera enfiitedSempronio
Gracco at the San Bartolomeo Theatre, which succeeded umithersal satisfaction
due tothe music by the celebrated Ma&i® di Cappella Domenico Sarralso because
of the famous costumes of the performers as well as th®e-dgte fashionable
scenery elaborated with perfection, for which no expense has bearedsy our
impresari. HiPrincely Serene Highness was predenisten to ittogethermwith all the

nobility.**

“2 RobinsonNaples and Neapolitan Opera08 109 and 111112.

BGi ovedfera si di = della nuava Opela @l Teatrol daS. Baeaoiméoaintitolata Tito
Sempronio Gracco, guadlaec i rmewng 3, &id2 paieV d medMeilsd €empa € htdr
Cappella Domenico Sarrg,® anc he per rhagpreserdantio ®me pérbei neovaghissnie
Vedute, per fal e qual i con tutta perfezione, non risparmian

ascoltarla detto Eminentissimo Rr¢ i pe con t ut tAwisidi WapslitNam. H.d\bgles23 " . 6
Januaryl725.Preserved at the Biblieca nazionale Vittorio Emanuele Il in Naples.
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The appreciation of the clothesnet by chancgas it occurs regularly in theevvisiwhen a
theatrical evening comes under discussion.theother handihe expression offamous

c 0 st u deemesdAbitd and description of the new scenery implies that particular care
has been taken with this productighgimpresari Ga |l t i er i , saraldtoobPtais P,
side of the productions serioustypnsidering theibackgroundpairting and stage design

't must also be noted in passi ngSemiaaite t he
regina delfAssiria, Strad@s debut in Napless especially detailed and remarkabiet

least because thgpiality of the singers is highlighted as being the best possible:

On Saturday evening the new opera, titemiramidewas performed for the first

time at the San Bartolomeo Theatre, which succeeded with general satisfaction both
for the composition iverse done by a noted man of virtue, and for the music coming
from the illustrious Niccol, Porpor a, Maes
Darmstadt, anébove allfor the company who performed it, the best apeld wish

for. To see furthermore thehanges of scene all brand new, admirablesvery
respect not only for the painting, but also for the architecture, all designed by the
celebrated architect, engineer and academician of Milan, Giovanni Battista Oliviero,
enriched by several dancers I tchoreographer Sebastiano Scio, Maestro dii &al
Serene Elector Palatino. Il #hesegood taste of our impresari was manifested, who
did this on their own for the satisfaction of the public. On Sunday evening His

Highness the Eminent Viceroy wasa@jsresent to listen to ft.

The conception of a performance, the costumes and scenery influence dssinger
imagination of the drama and of the role he or she cre@tgray to the lavishness of the
costumesscenery and stage machinentta firstrark opera houses in Venice, what we
see here i| lack of extraordinary machines and exotic animals on stagiethere are
artistically painted, owel | constructed s
on the planning of the scenery, a kinddirecting action in service of the drama, and on

clothes which, through their richness and beauty, can magnify the essential features of a

“Sabat o a pesla prima wltadn, scena nel Teatro di SrtBlomeo la nuova Opera in Musica
intitol at a Semiramide, guale riusc?3 di uni ver sal com
sono di un celebre virtuoso, come per la Musica) ch d e | rinomato Niccol P
Serenisi mo Princi pe Daaltmgdrtadcdmpagrea, che lazrapprésengata,dnon potendo
desiderarsi migliore, veddovi anco le vedute delle nariz delle Scene tutte nuove; ammirando si in
ciascheduna diessenoiso | a di pi nt uarchitetturapd tute ideato eal qelelbre Atcliitetto
Gio: Battista Oliviero, Architetto, Ingegnere, & Accademico di Milano, come anco avendola aaridchit
molte figure di balli; il virtuose di assi Sebastiano Scio Maestro di Balli del Serenissimo Elettor Palatino;
dal che si manifesta il buon gusto di questi Impresarj, che non abimadaltro, che a dar sodisfazione a
guesto Pubblico; e Domenica asa Vi si tarlta SuwWa aBm.o AwikidiSlapglinor Vi
Num. 22. Naples, 2Blay 1724.
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certain character. Reading between the |ioee can surmise thahese reportbespeak
fine taste.
Similarly to the previous productions, the dramatic strength of text and music could
show itselfwithin a propewisual environment inhke fol owi ng opera of the se
25, Zenobia in Palmiraby Leonardo Led® The plotshould not be confused with the
popular and requently setibretto of Zenobia’® by Metastasio(1738, first performed
1740)with completely different characters and stofithe presenone does not deal with
the wife of Radamistérom the f'centuryAD (which can be read iAnnals,Book XII by
Tacitus) but concerns Zenobithe Palmyrian Queers differentpersonwho lived in the
3rd centuryBC andwasmarried to Odenato.
The date of the Ne alpMayi the bithdapaf Maria Theresia,f e | | on
theneightyears old) Interestingly, almost ahe same time, on"9May, Léamore eroicoa
dramma per musickased on the same platarted its run at S. Samuele in Veriite.
Though the score bifrancesco Brusa seems to have been lost, according British

impresario Owen Swinelys musical quali was unacceptably low. A detailed description

& la sera detto Eminent i s SDpemin Misigan iotitolata Zehobigpin r t | ad a
Pal mira, che per | aatprraoa nthi vS.l tBharstiolrcemed,, oquwdl eTer i usc?
per la musica, dh d e | celebre Maestro di Cappella Leonardo Lec

Abiti, e nuove, e ben architettate Veddtgn the abovementioned evenindg3f' May 1725] His Highness
went to listen to the opera entitl@&nobia in Palmirawhich was represead for the first time at the S.
Bartolomeo Theatre, and attained general appldusgothe musicby the celebrated Maestro di Cappella
Leonardo Leo, as well as the performers, together with the famous costumes and the newhyedhd
constructed stage set&yvisi di Napoli.Num. 21. Naples, 15 Ma}j725.

46 Zenobia in Palmira F. Chelleri, Barcelona, 1709; Milah711; F. Fio, Naples, 1713 ; L. Leo,
Naples,1725 P. Anfossi, Venice, 1790; see Julie Anne Sadie,@ainpanion to Baroque Mus{Berkeley
and Los Angeles: University of California Press, 1990), 83.

47 Zenobia setting$ to Metastasiés libretto: Predieri, 1740; Porpora, 1740 (dsridate); G. Sbacchil740;
Pellegrini, 1741; Poncini Zilioli, 1741; Latilla, 1742 (Aenobia und Radamisfyd/erocai, 1742; Michieli,
1746; Pulli, 1748; Perez, 1751; Uttini, 1754; Piccinni, 1756; Cocchi, 1758; G. B. Zingoni, 1760; Hasse,
1761; Pescetti, 1761; Sala, 1761;dtta, 1761; Schwanenberger, 1765; Tozzi, 1773; G. Calegari, 1779; F.
Sirotti, 1783; Mount Edgcumbe, 1800; see Don Nevi | |
B o n av e nGrave Musi¢ Onlineed. L. Macy.Accessedl 2 Mar ch 2013; Don Nevill e
(Ti r i d@&dves Mudic Onlineed. L. Macy.Accessedl2 March 2013Rei nhard Str ohm, dDr ar
Dual ities: Met astasi o and the Tradition bBd:f558t he Oper a
559; Zenobi a r egi nal. AbamdniVénhicd, B94r ie Zenobia to various texts. G. A.
Boretti, Vienna, 1661; N. A. Strungk, Leipzig, 1693; K. Reutter, Vienna, 1732; Paisiellaples, 1790;
Earl of MEd gc umbe, London, 1 8 0 0 .Diet( loyriquielaredB t € cha @perdean CIl e me nt |
Handbuch. See http://www.elboksread.com/authoeng/georgayrove/adictionaryof-musicand
musiciansad-145018893 by-eminentwriters-englishvor/pagel 21-a-dictionaryof-musicand musicians
ad-14501889by-eminentwriters-englishvor.shtmlAccessed .2 March 2013.

“8 SelfridgeField, A New Chronology of Venetian OpeB80 81. Here, SelfridgeField refers to the 1709
Barcelona performance @gnobia e Radamist@ther authors name it Zgenobia in PalmiraSee Luise K.
Stein and Jos&®pM§xi, mog elnerzea,, amndd ictosnt Amdr iicldeaS pcacilno na e s
Cambridge Companion to Eighteertentury Operaed. by Anthony DelDonna and Pierpaolo Polzonetti
(Cambridge: Cambridge University Press, 2009), 289: 254; Fortunato ChellerKeyboard Musiced.
by Vassilis Vavoulis Madison, Wisconsin: AR Editions, Inc., 2000), ix; Julie Anne Sad@&mpanion to
Baroque Musi¢Berkeley and Los Angeles: University of California Press, 1990), 83.
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http://www.ebooksread.com/authors-eng/george-grove/a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor/page-121-a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor.shtml
http://www.ebooksread.com/authors-eng/george-grove/a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor/page-121-a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor.shtml
http://www.ebooksread.com/authors-eng/george-grove/a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor/page-121-a-dictionary-of-music-and-musicians-ad-1450-1889-by-eminent-writers-english-vor.shtml

of its compositional errors can be found in Johann Mattlsgontica Musica Swiney

praises, however, the Bolognese contralto Santa MarchesinpheyedZenobia’®

Becoming the leading soprano
This speciakituation, hat the main female character (in the drama) masa soprano but
a contralto, occurred presumably on behalf dfittoria Tesi in the majority of theopere
seriein which Strada participated in Napless it didin the case oEZenobia in RImira. It
follows that Strada took the leading sopramue, namely that of Aspasiayhile Tesi
whose fame had already spread throughout Eurapesheardas Zenobig® The brightest
star of this castonstellation, Farinell{as Decio)made the triang! completé® To sing
such a challenging role as that of Aspasia, surrounded bguality colleaguesgave an
exceptional scope for Strada to develop, refine and deepen her vocal and dramatic abilities.
The two leading female figures, Zenobia and Aspasia not only princesses, but
strong and passionate warrior women. In addition, both of them have to face a moral
conflict throughout the opera iboth a personal and political resp&ciZenobia, the
princess of Assiria, is confronted with difficulty iraonciling her Amazon identity with
her love for a man who is as strong and as confident as she is. It seems hard for her to
make herself dependent on a king and a leader just as herself, aflgbgenply on a man
who is worthyof her heart, on someoméhom she looks up to and honours.
This noble person is Odenato, the king of Palmydayed by Diana Vico)who, in
spite of the fact that he has never seen Zenobia before, admires her for her heroism and
fearlessess according to reports he has beenngif#er this reason, Odenato refuses the
offer coming from Sapore, the Persian King, to take his daughter, Princess Aspasia
marriage. Sapore, feeling himself affronted, decides to send his general, Faogetter
with Aspasia to take revenge on Od&né#n the battle, Odenato is supported by Decio, the
Roman general, who actually loves Aspasia. Odenato gets into a dangerous situation,
which would cost him his life, when a mysterious Assirian commander wearing a closed
helmet (i.e. Zenobia), saves hamd gives him a jewel of gold. Thus, Assiria becomes a

federate to Ode&enabiaodisguisireg mgrdelf as har own .captain, then

49 She was specialized in the intermezzo genre mainly in Venice and Naples. AntonellarGiust & Mar ¢ h e «
Sant ad Dizionario Biografico degli Italiani. Volume 69. (2007).
http://www.treccani.it/enciclopedia/santaarchesini_(Dizionario_Biografico)Accessed14 March 2013;
Franco Piper no, Govwddusic Ordirsed. h.iMacy/Aeeasedsd@arch 2013.

¥ The singer called. a F i o rwasoneiofthze dnpst famous fematentraltos of her age. The role of
Andromaca by Leonardo Vinci wésspired by her solid yetxpressively sensitive voictlarkstrom,The
Operas of Leonardo Vincl24.

*1 Apostolo ZenoZenobia in PalmiraPrinted libretto. (Naplestrancesco Ricciardi, 724).

°2 Pietro Pariati,Léamore eroico.Adopted by Apostolo Zeno.ridted libretto (Venice:Marino Rossetti,
1725); Apostolo ZenaZenobia in PalmiraPrinted libretto (Naplessrancesco Ricciardi, 724).
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enters Palmyra as victor together with Odenato and Decio, as well as with the defeated and
captivated Farnace arépasia.

Thelibretto, by Apostolo Zeno in collaboration with Pietro Parjatas set to music for
the first time by Fortunato Chelleri in Barcelona in 1Z0@ was also staged in Milan the
next year: Then in 1725 the work seems to have fallen into taifferent versions of the
plot. LGamore eroico performed in Venice, represents theersion of Pariati and
emphasises Zenobia as the warrior queen, which is understandable considering the
enthusiasm of the Venetians for that kind of figtfre.

In Naples athe same timeprobably a local librettisteworkedthe libretto of Zenobia
for the vigorous and energetic musical style of Leonardo Leo, and adjusted the story more
to the rules ofopera seria as far as the hierarchy of the characters was concerned.
Zendbia, the real warrior queen in the physisahseremains contralto as voice type, but
asa sopranoAspasia has to dominate; the libret@stordinglyaccentuatethe immense
mental power with whichAspasiafights till the end to reach her goal. In tlsense, she
becomes another warrior queen of the opera. Zenobia, in the meantime, turns into a more
sensitive and fragile figure. A typical example is the end of Act | whergamore eroico
Zenobia reveals that she was the one who saved Odetiédan a battlepreviouslyand
reminds him to what she has swortnespresents herself as a warrior only and not as a
lover until Odenato proves that he can win the physical fight againdt ethe case of
Zenobia in Palmirahowever, Zenobia asks Odenato tib her that he loves her. Trerder
of their arias concluding the first act is switched from that. df a mo r eanatheri c o
texts completely changed from the warrior to the amorouDd e n a T 6 é@ disteam i a  (
of Qual inacuto Cacciatofecomes firstwhich can be interpreted as the mental paraphrase
of the conquest. Zenobiads ar i ¥esta usbegd, i at el y .
cinga SpadpasBench | i et o i | (dous happy, this bearhis atremadgb at t ut a
conquered, contrastingvith the conception of the Venetian piece.

It is importantto note that while in the Venetian production the biggest name was that
of Carestini as Odenato, in Naples Farinelli shaped the role of Decio. In this way the
musical emphasis of the drama was $posed to the Dedidspasia couple. It is obvious
from the very fact that he sang the first aria of the opgea thougthis character did not
appear until the fourth scene of Act | in titeretto; in the meantime, the story of the opera

is essentially bout Zenobia. The number of arias per character clearly shows this equality

*3 Sadie ed.Companion to Baroque Musi83.
*Dani el E.A LRue e ma e r. ReprasengationseobDAmazonsdaWarrior Queens in Venetian
Bar oque The pwsicah@uarterl80/3 (Autumn, 1996): 431 80.
% 6Tutto, Odenato, / Da Zenobia guerriera, / Ma nulla da Zenobia / Effeminata amante.... Sappi, che in petto
ho un core, / Ch#larte vincer deve, e non amor®ariati,L 6 a mo r el/8,48 @.i c o
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of the four: Aspasia and Decio have five arias each, darsb (five plus an arioso), and
sodoes Odenato. Considering this, the caserfobia in Palmiras especially intensas

the troubles in the plot are doubled by the two couples of almost equal importance.
However Aspasia would havbeen giverfive ariasin total, while Decio just four, as the
libretto shows>® That was balanced later by Leo, wheworked and extended De® 6 s

( Far i nelHe go the very firdt aria of thevork (Qu a | c 0 H2) dndtadk r a

s 31/2) bvieialn originally belonged to
Aspasia Moreover, it was not only composed for Faringllth an alteredext, but was

another ongLieto parto amatd T a me r |,
also reworkedand turned into a more grandioadditioral arig the interpolation in the
manuscript possi bl y i n t heiscdearly Vistble &nd is commentagam d

with a posterior pencil notas well>” In compensation, Stradaaw giveran additionakria

di bravurg Quando irdo il Ciels 6 o s ciunr apl ace Ol HDiemopenmdls s
This aria is set & crucial place in a dramatic sense, in th8 dene of Act I, right before

the greatest conflict of the drama, Behi a6s conf essi ond@idrata Od e
feded her oah not to marry without being conquereg her beloved in single combat.

Thus, boh Strada and Farinelli finally ended up with five arias each.

The opening scene of the drama presents a neuttgwdialogue between Odenato and
Decio. Their conversation is about the ladies they love, highlighting Aspasia in particular.
Deciobs first words are t hatwhibhecorrespanadsdo f or
the first scene oft.éamore eroicoenriched with Decio and Tullo, his servanZenobia
appears with Farnace who realsthe Roman geneéalardent love for his beloved one
(the aforementioned first aria of DeciQu a | c o)nFarhabéa neverage aria in the
third scene(Sent o gi ~ g, lvieh a mesviitten ftextisemseto have a double
meaning: e wants to take vengeance not only on Odenato for political reasons but also on
Decio for personal ones, which calls the Persiancess to mind again. In 1/8 the first
arias of Zenobia and then of Odenato are taking place. Odenatbanswer Aspasia
call, which arouses Zenoliégajealousy. We can see therefore a strictly and consciously
built-up dramaturgy. By the time she finally enters in 1/6, the awdidras already
experienced passionate discussions about her all along; one knows almost everything about
Aspasiaand how the others relate to her.

As soon as Zenobia | earns the kingbés | ov
gem. Odenato looks fdhe first time at the portrait of his beloved and the scales fall from

his eyes, realising that the Assirian captain is in fact Zenobia. (Later, the goespis

%6 Among them took places his famoQsial farfallain the second Act (scene 7), as welSzs qual nave in
ria procellawith extreme leaps.
%" Leonardo LeoZenobia in PalmiraMusical manuscript (Naples: 172%)Nc Rari 7.3.9, ff. 66v68r.
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Od e ns dffecbons andagrees to marry him on the understanding that he has to
overcome Br in single combat, since she made a vow earlier to take nobody in marriage

except the one who &ble to fight her.J'he text of his aria has been reworked:

Colomba che mira Di pinto un Rumiccen dualo //La $¢®n pu,
ammorzar. Ne un corc he s o s pi rdal pehsiefd & Con finto piacere / Le

brame appagar.

The dove, which admires / A painted brook / In this way can never / Extinguish its
thirst. / Nor can a heart that sighs / Ever with the thoughts / Of false pleasures /

Appease itglesires.

The word Gappagad means to appease, to calm. Right after Odématoia another
chamberopens toour view (I/6) with he anguished princess herstiere n . Aspasi abs
entrance aria isn fact a short, onpart number The first word of thetext s &6 pl acar 6
which is the synonym oftappeaseé ( al s o ¢ méaaing o tcalrd Jdown. This
concurrence inewdbly generates an association witie previous scene amontrastshe

dramatic situations which Odenato and Aspasia are in:

Placartidovresti Destino severo;, |/ E sempre pi¥ fiero |/
Calm yourself / Severe fate; / You, who ever more proudly / Torment my heatrt.
This was a conscious strategic choice of the librettist for the Neapolitan production,

becausehte lyrics ofPlacarti dovrestido not appear in the Venetidibretto.®® Moreover,

originally there is a long scene with recitatives, culminating in an ¥udai (, chdi o parta

Leobs score is full of recitative corrections
it is clearly visible that thdogli of Placati wer e i nserted additionally
first idea was to turn one sentence of the recitative intoanlasag ci a, c¢choé;ji o gi ustii

B*major, C, Larghetto e amoroso) in the middle of scefr@ Aspasa  and Deci 00s
conversation, but it was cut off and the more characteRé&icarti replaced it. In this way,
an augmented focus fell on the princess alone, whose both sides, the social and the
personal, became portrayed at the same time.

The introductoryritornello in C major is a magficent Frenckstyle march This rich
sound based on vertical movementsand later when the singer entersn the variety of

%8 pariati,Léamore eroico.
9| eo, Zenobia in Palmiral-Nc Rari 7.3.9, £30v.
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harmonies and the choice of the key together with the dotted rhythms ctieateyal
atmosphere, servirgs a symbol of Aspasinoble rank’

Example 2.10Placarti dovrestif r o m ZeeobidigPalmira

Andante ) ) : \ y j
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0 The C major key has been connected during the centuries to the meaning of something fierce and grit but
also noble, heroic, pomptous and pure at tineesamei to something that has majesty and grandeur in it.
Mary Cyr, Performing Baroque Musi¢Portland, Oregon: Amadeus Press, 1992), 32;Mae-Antoine
CharpentierR™ gl es de (Radsnmlyf3D)s JeaniRoussebi®t hode <cl|l ai repourcert ai
apprendre 7 ¢ HRanst169); Jorann Matthesdas Newe r © f f net ¢Hamburg:h e st r
1713); JeatPhilippe RameauT r ai t ® de | d6har moni e r(Ratis1i722% Qliants es p |
Versuch einer Anweisun@erlin: 1752);JeanBenjamin de la BordekEssai sur la Musique Ancienne et
Modernelll (Paris: Onfroy, 1780Q)
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The vocalpart ofPlacarti dovresti(Ex. 2.10; Track 3prings out Aspasia royal status,
but also hepersonal emotions, struggles and doubts. In contrast to the orchiéstnallo
it is based on horizontdegato lines but leaps play m important role as well. This
diversity clearly refers to the conflict between Becial and personal situationsocally,
the ariafocuses on the display ofiessa di vocas well aggenerouportamento singing'
Without beautifullyexecuted sustained t&s the numbewould lose its meaningViessa di
voceor Opl acement of the voiced was <cabnsidered
technique because it requirachigh level breath control as well as a perfect positioning of
the voice to change the volurnéthe note without any change of intonation and tinfbre.
Mancini dscussedt as a gift of nature, one of the most effective sanlsinging and of
great beauty linked o 6 r e al t.rHa roughtptthe snossf@mouws exXample, that
of Farinel i , Stradads °AMessadiVocebesidegthat hy #srlengthdt was
to display the ability to control the breath, and through its swellingre$cendoand
decrescendovas alsoa s Na o mi Andaei | net aAvaypdsr n@akedthe sound sth
out and resonate through the opera house. Additionally it showcased a remarkable
technique; to achieve the elasticity needed to increase and decrease the volume, the note
had to be placed securely on the breath; othertveséone would collapséjsapgear in the
soft sections and become HEhrosghPlacari dosresti i | | i n t
St r ableadédsregistergreat volumestamina breath control, stdé support and most
likely her beautifukimbre has beemroclaimed.
This first clesed number of Aspastzas the great importance iotroducing singer and
character at the same time. Besida®ving St r a d abbsked tchnicamusical
qualities it also refers to a voice not of a light soprambe orchestra does not help the
voice with unisoni moreover, the first sustained note has to be strong enough to dominate
even when t he f;ithe whole mdlodylsiruntyrestartingsvé h hc a | ong ca&
lasting more than twbars (bb. 81 0) , f ol | qbwv&0)is & ynceaa tegtical
difficulty to solve. Right after thatomesa seventh leap comeSontinuing there is still no
time to rest because the next breath has to be takencim a way that it caprovide

enough suppoit o r each ad&, ¢ dhich pbeimg@gan Heradtnote has to be

®6Messa di voce chiamasi quello6atto, in cui il Profes
mettendovi al principio poca voce, e poi con proporionr i nf or zandol a sino al pi Y%
finalmente colla medesima graduazipne c h e a d o p dMessandk Yoce,sisathat artandwhich the
singer gives to any sustained note its graduation, starting it with almost a thread of voice and then
reinforcing it proportionately to the greatest power in which it can be developed, and then takes it back with
the same gradtian that has been used in going from sofotad 8Mancini, Pensieri, e riflessioni pratiche
99; Practical Reflectionsix. Messadi voce, 117118.

®2Ellen T. HarrisdMe s s a  dsrovewWnisic®nlined. L. Macy.Accessed 7 December 2014.

83 Mancini, Pensieri, e riflessioni pratiche 05 106; Practical Reflectionsix. Messa di voce, 121122

%A n d Vaizing Gender40.
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well tuned especially because at the end of the same bd b . 15) it chang
natural on the@ppoggiatura This chromatic wigglingnwor ds o f i ewhiochhadasor me |
to be shown chmatically through the sligtaccentation of these two notesakes away
additional support from the singer. Again, there is not much time taih®et the end of

the phrase (b17), and, moreover, the culmination of the first part is stibming: the

wildest chromatic writingn bar 18, ggravated with dotted rhythms, is not only very hard

to tunebut to top it allit is placedon passaggilt travels to a fulb a r (b.d%) which has

to be intense enough to involve tseur pr i se j ump hate intbare20 si xt
organically. The second half ofataria deals with sixth (bb. 224, 26) and seventh leaps

(bb. 33 34) as well as with an e&ended chroratic legato lineodt or me nfh. &7 agai
30).

A new feature of vocal quality, a new colour emerged heneh did not appar in
St r a eadiér gepertoire. | would suggest that this was a milestonéeimvocal
development and career. Byis time she has already shown everything of a fine sofgano
qualties: flexibility, agility in coloraturas, leaps, trills and divisions. From the very
beginning, the arias sung by her show us a free voice, whicleasily reach high notes
| i ke a@ravalemcet Ihthe spring of 172&t the age of twentiwo a new stage of
vocal maturityhas arrived for hern view of her repertory, her voidecame stabilized at
that time;its volumewasextended and became thicker and more sonorous without losing
its brightnessPlacarti dovrestican be considered as a flash of the future Alcina. Aspasia
temperdoes not fall too far from the enchanter queeither.

This way, boththe libretto structureand musicgivest o Aspasi a®asy si t u
dramatic desgption. Farnace is released and free to return to Persia; he asks Aspasia to go
with him. He represents the innate wish of the Kindaughter to meet social requirements
and thus achieve acceptance by her father. Asgasigever,has fallen some time ador
Decio, the Roman General in Persia, who devotes his legions to defending Palmyra, and
therefore becomes the princésesnemy. We can thus see a captive noblewoman who is
torn between her task and the desire oftteart

It is very important to see délhopera seria similarily to thespokentheatreof the era
particularly in the tragedies of Pierre Corneilléunctioned as a reminder for the nobility.
Mirroring society and giving high quality entertainment is pirtfirst layer. It is all about
the high responsibility they haals persons of rank. To face the fact over and over again
that every decision they make, every affection that inspires them to make a decision in
their lives is never theirs alone, for the future of their nation and thediviesople under

them hang on their destiny. Duty and loverepresenting mind and emotidn are
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constantlyin conflict, strugglingwith one another inside of the characters is especially
displayed in Metastasian libretfi.Being brn between the twohé protagonists are in
search for the better decision, weighimgwhich value should have priority and which one
has tobe sacrificed along with its inherent beauties, yet deep down continually lies the
overwhelming faith that in an ideal world these teould never oppose each other. On the
contrary, duty should intensify true love and vice versa. To strengthen belief in the
existence of a solution which can be found to establish-establish complete harmony in
life, as well as to unite theosial andprivate sides of itis the veryars poeticaof opera
seria Likewise, for a performer to catch the essence of this duality and to find a way to
true expression meant the greatest artistic accomplishment. For Strada specheadie
of Aspasia waprobablythe first experience of a character of which musical elaboration
was deeply rooted in its high dramatism.
This very first impressiof Aspasia has a substantial psychologgignificance

for she is presenteds donna fragile so the audiencecould have an insighinto her
weaknesses. Everything authenticher character is based headeature which has to be
recalled from time to time because just in the next moment wleemtlsic changes into
recitativeshe awakes from her dream of being famenand proves herself to beegina,
adonna forte.The pride of the princess emerges as an additional factor one has to reckon
with and her pique guides her to take revenge by any means.

When her twasuitors Decio and later Farnace appear, Aspgsis at them furiously.
She holds back her loventil she gets full vengeancen Odenato andinally rules
Palmyra.Since Decio wants her to stay, while Farnace wishes her to return to Persia with
him, sheoffers her affections tthe one whdulfils her political desireq1/8). Herewith,
Aspasiamakes her private lifelepended umn her social status, just like Zenobia et

Venetian version of the plot

Vuoi,chd o part a Far)P &uoitciro, .r e(sa i ? Rester , . (a Dec.)
i o v, Vdaoit amo/re? Vuoli tu affetto? [/ S, , che ar
in sen tu vant.i f®.
Sitfooms the title of a very Ambt ae a(Flinentesl7i5Hateeaftano, Ant oni
titled Arsace).lt is formulated in the text aducharias, as in Act | of Hand@& Partenoped. 6 A neal il
destin [/ Combrabfttrerte o pper smed by Str adafaldoveredan Vi val di ¢
[Gamore/ Combat t ut oariegai EcstarzaAgitaiar da @ueventi), too;Ni chol as Ti | I, aTh

operatic event: pera houses and opera audieficies The Camhidge Companion to Opera Sted ed. by
Nicholas Till (Cambridge: Cambridge Unigity Press, 2012), 794: 84; Martha FeldmarQpera and
Sovereignty: Transforming Myths in Eightee@éntury Italy(Chicago and London: University of Chicago
Press, 2007), 24.
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Do you wantme to leave? | willéave. (to Farnace) / Do you wane to stay? | will
stay. (to Decio) / But revenge is what | am expecting from you. / Do yo lgve?
Do you want affection? / | know that you are closing flames in your breast. / | know

that you boasfidelity in your heart.

At this point of the work Aspasia is on stageer sinceshe entered for the first time in
I/6. After Placarti dovrestithere were recitative dialogues with Farnace and Decio together
but no aria. As the next anigalso sung byAspasia, she rules the stage during a substantial
elevenminutelong sceneVuoi chio parta(1/8; D major, C, Larghetto e cantabile / Presto;
App. B2), abravuranumber, contrasting with the precedicantabile®® also does not have
a simpleda capoform: the A section is made up of two contrasting materials alternating
with each other. Two completely diverse musical characters chedrd for thefirst part
of the text &/uoi, chdo parta?Par t i r , .G o/ r\eusotii BeerRie & dylkbic, 6
aria parlante episode in D majorLarghetto e cantabilgbb. 15, 13 16). Then, it is
suddenlyinterruptedby thePrestosection (bb. 613, 1727) dMa vendett &, i o
Virtuoso violin idioms occupon the worddvendett&d r e ac hi ng aa four ti

bars (Ex. 2.11).

Example 2.11: Vocal part (A2 section)fu o i ¢ h & ir o np aedbiad®s Palmirabb. 14 25.

ég,“#(s 7 ﬁ[mgﬁv 9'5557 ﬁg[g-rﬁﬁirvgﬁ[) =

Vuoi ch'io par - ta? Vuoi chiiore - sti? Par - ti - 10, re - ste-rd, re - ste - 1, ma ven -

B TR T e Al e ittt teee Vg st v g

o vo ven -

é“ﬂ IspremmpE Mev RN app s HEE s 1@@} sMF pr

det - iovo da o vo da te.

In the first measuref the introductoryritornello (Ex. 2.12) the violins show the
different themes by creating interference rhythmically: the dotted semiquavers and
ornamental demisemiquavers against the semiquapérts may represenAs pasi aods
unbalanced and undecidézklings towards thevo men (vhich one is to leave and which

one to stayversus the only thing she surely wants: to take revenge.

% Strohm interprets theiferent are-types ofopera seriadefined m the basiof theoretical works from
1714 to 17890f Martello, Marcello, Tosi, Riva, De Brosses, Algarotti, Gaigdiller, Burney and Brown.
Strohm,Italienische Opernarienvol. i, 239 25.
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Example 2.12: Introductory ritornello ¥ u o i c h &ir o nmp daedbia®s Palmirabb.1i 4.

Larghetto e cantabile

Violins 1

Violins 2
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Vuoi ch'io par - ta? par - ti - 1o, vuoi ch'io re - sti? re - ste-

The vocalpart aad the bass are stuck togethara complimentary fashionwhile

motivically they are the loan translation of each otfidre prevalent dotted octaveap

motif ona Ainthebass s recurrent i n

bothen thelargorbb.n1®» par t

16) andin the Prestosection (b. 16, 23), making the artisGeatchworlé coheret This

frequent 0 ¢ manytimesrorc reetricaf accanés connected with large leaps, is

very informative about how flexible and agile Stréadsoicewas how suréy and eady

could it move in the upper register, wherein she felt comfortable and secure.

As far as the furthenumbers of Strada are concernAtisuo amato verde prat@l/4),

anaria di mezzo caratterehas a pastoral melody in* Biajor, Allegro, also with a hip

tessitura(b® N & Aspasia appears again @snna fragilein this simile aria: ker metaphor

is the image of a lamb that needs stsepherdto guide it to its favoured green field.
Quando i r at o (lNn1, C,Ek. 2.13; TsackodsApmd3) ia the aforementioad

lateradded aria in £ major, with a wide range and with the enumeration of variable and

masterfully enlaced technical shaif patterns(violin idioms, cantar di sbalzpstile di

bassoand trills), including biresong imitation The textof this one is missing from the

Neapolitan libretto. That is why | think it presumably was brought forth at a very late

phase of the compositional processs d may b e

at

St r leidagiilearis peci al

picturing the increasing frustrations ms p a ssoubas storm, thunder and lightning,

which she hopes will pass and be replaced by serenity.

66

on

r



Example 2.13: Vocalpart@u ando i r at of r b mCdeeobidis Babngablu 9 5.
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ma, pre-sto in cal-ma tor-ne - ra,- pre-sto in cal - ma tor-ne-ra.

This was the most difficult andoncertelike movenent sung by Strada until then, and its
powerful orchestration (Ex. 2.14), with chords and repeated notes in the violins, indicates
that her voice gained greater volume atdminathan before. The stops both for the
soprano and the prchestra in bars 16 22dafter a climax in the voice part and a virtuoso
ascending scale in the violins (i.e. lightning), andgb&o voceandpianoindications after

them (when the tempest calmes down), may also refer to possible places for the audience

to applaud, accordy to Italian custorfi’

Example 2.14Quando i r at of r b mCderobidis Pamsabl2i34.
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87 descriptions sch as that of the competition between Farinelli and the trumpet plageielnidesuggest
that 18thcentury operaudiences applauded immediaté&djlowing a particularly noteworthy performance
element rater than waiting for the end ah aria or even section. On the spoken stage, too, i&thtury
audiences were known tpplaud elegant poses or wekecuted transitions between passions ofracto
even in the middl e eflerd Imp onm d \aeHarinalioBd0fl ®egiu.es . 6
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Da questo amorélll/3; Alla breve A major)celebrates théeto fine after the Persian
Princess has made her decision to send Farnace aasa@dr political motives away and
to put her emotions towasdecio in the first placeLarghetto e amorosm A major is
associated with love and tendern®s4 little lower, a more comfortabléessiturathan
before could bring out a smooth yet brighmlire, a tone of the solution when all troubles
are released at lagEx. 2.15) Besides rejoicing dotted rhythms framed in lalggato

phrasesplenty of messedi voceas well as trills occur. This role seems to fulfil T@si

utopian idealof a style suchas the anciestfound valuablede as a O Mi xture of th
and Cantabile, the Variety of which could not failgived e | i®g ht 6 .
Example 2.15Vocal part (Al section) dda questo amoré r 0 m Zeeobidils Palmirabb. 9 29.
& Larghetto et amoroso e ; o
# B f}_ £ Zj a'\ e ﬂ £
Da que - stoa - mo - re fa—  cheil two co - re il mo - doap - pren - da di ben—  _ a -
==
mar, fa cheil mo  co - re, da que-stoa -
mo - re il mo-doap - pren - da__ di_ be - ne a - mar, __ di___  be-ne a - mar
® Quantz,Versut einer Anweisung203; Christian Friedrich Daniel Schubaittd een zu ei ner sthet
Tonkunstl 7 888 (Wien: 1806), 379.
% Pier Francesco TodDbservations on the Florid Songrans. by John Ernest Galliard (London: J. Wilcox,
1743),109dlgustoce & chi amati Antichi er d aumnm i micatpoteadar i @4 j 0o ,no@

di me no dTosi®ipli eti to@antcei ariéchi, e moderni o sieno Osservazioni sopra il canto
figurato (Bologna: 1723).
68



Here, inZenobia Strac had the opportunity to present the whole randeeofkills for
the character of a queensingingcantabilewhenpretendingo befragile while using her
feminine wiles to control and manipulate timen around he@glsoshowng off her agility
throughcoloraturas to demonstrate her mental strength.

Between her appearance in two productions of Giovanni PeataOrmonda iAmore
e fortuna’* and as Erenice iha Lucinda fedel€ (her last one in NaplgsStradaplayed
Er mi one iAstianatte,one oftbestormiest and mosinsettling dramsshe ever
participated in. It was premir e d "I Degemliger 1725 with the regular cast. Vittoria Tesi
had the privilege to play Andromaaaho has to choose between true love to her murdered
husband, Hedor, or to sve her son Astianatie life through arunwilling marriage with
Pirro (Diana Vicoen travesi.” Bringing the masculine colour of her voice into religh
contrast to her earlier role of EracleaVinci let display her splendid acting gifts as wéll.
Indeed,Astianatteis one of his works (besides the also notgbika dittatore Didone
abbandonatandArtasersg through which he deserved Quastz appr eci ati on t
lively, rich in invention, agreeable, natural, and often very happy in expneésio

This very intense dramatism comes from the drama Antonio®4abvietto is based on,
Jean RAndronmagué®Salvi, a Florentine court poet, often used the Fréncha g ®d i e
lyrique as model fohis drammi per music&’ AlthoughAstianattewas his aly libretto of

opera seriaset byVinci, Hande| for instance regularly chose hibretti to set to musié®

D@eri matt i na plenostroi Augudfissimg Padren§.d ea ceer a det t oad Em. S
ascoltar la nuova Opera in Musica al Teatro di S. Bartolomeo intitéletare, e Fortuna e dipiemss c 3
soddi sfazione cos?2 dett o Emi ne ndaltrisoslini dipersbne,ichewii p e,
sipota ono ad ascoltarl a, cos?2 per | a Mu sdiCappellae s sen
Venezi an ovenird apodtaoda quasti Impresarj, e per le Scene ideate, e dipinte dal celebre Gio:
Battista Oivieri Accademico di Milano, e parimente per liricchi e v a gAlvisi didNbpoltNum. 81.

Naples, 2 Octody 1725.

" From1* October the Emperds birthday owards

"2 Carnivalof 1726.

3 Markstrom, The Operas of Leonardo Vinci24 and 128:Antonio Salvi, Astianatte.Printed libretto
(Florence:Antonio Brigonci,1701).

“Quantzgivesd et ai |l ed description o fsTid8enpréno Gadeih January e s a p
1725: dTesi was gifted by nature with a stromgd masculiecontralto voice... (and) sang on several
occasions the kind of arias which are usually composed for bassos. By now she had acquired, in addition to
the magnificent serious tone in her dinging, a pleasant softness. The range of her voice was extremely
wide... The diplay of virtuosity was not her strong point. She seemed to be born to srtheeaudience
wi t h h e Markatiom,The @p&ras of Leonardo Vindi24 125;selQu ant z, & Heachimtn J o h s
Quant zens h&Mérgurgslibtarischilkir, i tii s cgeeol. Beyt r 2

> Johann Joachim Quan@n playing the flute327.

® ReinhardStrohm & Di e klassizistische Vision der Antiche
Maximilian 1 1. Emanuel uAdc Kiav | T Al b MBB2HBVOV)( FFoen seh
104.

" Markstrom,The Operas of Leonardo Vindi25.

8 Rodelinda(1725),Scipione(Paolo Rolli, after an original by Salvi, 172@)ptario (1729),Sosarmg1732),
Ariodante(1735),Arminio (1737) andBerenice(1737). All productionsare diretly connected to Strada as
well; exceptScipioneandRodelinda which she sang irmportantrevisiors in 1730 andL731 respectively
(see ch. 4)
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| believe one of his reasons was the strong dramatic pSaki representetf The
conventional forced happy endhowever, demolishes the tragt ®n o u e me nt of t h
complex and outstanding conflicts between the charasteich can be seen Racine®

The plot takes place in the aftermath of the Trojan War. Androndacurel Hectds
young son, Astyanax escaped death only because Ulysses unknowladlpkother child
in his place. His life is henceforward in dandpecause he is a legitimate heittte Trojan
throne, who, growing up, could possibly try to avenge it one day. Orestes, the Greek
Ambassadaqrarrives at the court of Pyrrhus to convirigm either to put the child to death
or let the Spartan Princes¢ermione return home with him. Orestes hopes that Pyrrhus
will refuse to hurt Astyanax because of Andromaggquieom he wants to marry, therefore
he will give up on theSpartanPrincess.The l&ter is Oreste& real goal for he loves
Hermione. As regards her, she only wishebéomarried tahe Epirian King. Pyrrhus
however,decides to let the son die if her mother does not wamto marry. Andromaque
intends to secure grace for Astyanaggbing Hermione to plead her cause with Pyrrhus,
but she meets pride and detachment. As there is no other solutiehéeftecides to marry
the king and thus save her son, but to commit suicide right after the cerewrmiayning
H e c t faithfdl spouse In Racineg it turns out this way. Also, Hermione asks Orestes to
avenge her scorn of Pyrrhus by killing hiAlthough she soon regrets her words, it is too
| at e. Pyrr hus di eshand,tafteohe gebogas Adtyanaxtas Kingefs t e s 6
Troy, fulfilling the greatest fear of the Greeks. Hermione follows him to death. Orestes
loses his sanity anth a vision Furies comever him.

Salvi, naturally adjusting to the traditions opera seria,changed the tragic end into
happinessat last, Ermiondalls for Oreste (sung by Farinelli) and Andromaca for Pirro,
who is wounded by Oresteut survives. Though both the ladies argially set against
each otherin the end when Enione wants to save the imprison@deste, Andromaca
intervenes withPirro to spare his life and the two couples are unieée s pi t e Sal vi 6 ¢
adjustmentsthe dramatic forces of the original idea are so powerful thatsbeyve all
the extenuation of the Italian version.

Extreme solutiongharacterisehe compositional woirkg-out of the musicdoo. In the
case ofthe revenge ariQuel perfido(l1/12; B* major, 2/4, Presto; Ex. 2.1éne difficulty

of executionis of the highest level. Hectically wavirggcendingrolatine appear together

Ra c ks play @ based on Euripidiedrama and on the third book of Aeneid of Virgil. This was higithir
play, written at the age of twemsevenin 1667, and served the establishment of his reputation as a
playwright.
8 0On Salvi,see Francesco Giuntini, d r a mmi per musi ca di Antonio Sal vi:
libretto nel primo Settecen{®ologna: Mulho 1994 with a complete edition distianatte 1707).
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with various violin idioms in diverse direotis, broken by sweepirgyncopatedixth and

seventh leapsind applying a wideange up to 828

Example 2.16: Vocal part @uel perfidof r o m vAstianatie bbs 41 56.

o mor-te oal - te-ra con - sor-te I.]llC] per ":

49
él)’ e

[ ———

Ermione is hysterically angry andomentarilyvengdul, because Pirrthas cdked off their
marriage at the last momersince Andromaca changéeér mind about marrying him for
her soiis sake. In the meantimerriione has aady promised herself to Orestece he
hasassassinated Pirro, yet the very fact of the renunciation offesrdgride as well as it
humiliates her political and noble status. Hence, being a passionate Spartan Princess she
behaves like a raving lunati¢-urther musical symptoms of her mania are evident: the
nature of the melody is unpredictable from time to timgthmically unaccented beats
become accented, complicated $afti di terzg grace notes andppoggiaturgsall under
Prestotempo indication, in the noble and magnificeritn®ajor key®? Contrarily, the B
section is a modulatieawitchback: stantig in Gminor, crossing C minoir F majori C
minor i F minor until the arrival in £ major.Vi n c i |l et Stradads voc
during the coloratura passages by joining the violins to the rest of the strings to give
harmonic support.

Tortorella se rimira(lll/5; F major, 3/8, Andante; Ex. 2.17,r mi dasteude? takes
place when it hasdzome already clear that Pirro has survived Ogestigack and hasnly
been wounded. Ermne asks for Pir@ mecy to spare the life of Orestas a
compensation fothe irsults to her honour, but Pirseems to remain immovabtéVinci
uses a melodgentred, elementary accompaniment without any obbligato instrument or
elements of counterpoint, in which the firsoMns support the voice following a strong
tendency by the 1720s to make fbbdied orchestralritornelli an integral part of the

81 8Quel perfido o morte /O @tr a consor t e Thattraitorgitherdeath 50 haughty bridé/ (
Will receive as his punishmentonardo VinciAstianatte Musical manusdpt (Naples 1725), ff. 128v
131v.
82 Cyr, Performing Baroque Musj@&4.
8 grortorella se rimira / Presa al laccio la compagna / Infelice allor si lagna / E riposo mai noA han//
sol me st a snmm@ognorégdira /NPar rigbida in libet . £f | dos e(@hedove r a. . .
whenseed Its matein a snare/ Unhappilycomplains / Ad never rest // Not onlyhe is sighingsadly; /
But alsopivotes on healways /To set her free. // The dove.\Vinci, Astianatte ff. 150r 154v.
8 salvi, Astianate, 53 54.
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aria® The rate of harmonic change is slovgnd therefore the bass moves in repeated

guaversof drumming bass

Example 2.17Tortorella se rimiraf r o m \Astianatie 6bs53i 105.

Andante

SO e e e R S

Tor-to - rel-la se ri - mi-ra, pre - saal lac - cio la com - pa - gna, in-fe - li-ceal - lor si

MOJ —1 wh - i ERPJI h])l ------ |PP. tﬁl

o E A

oI sy usagwwu SESSES SRty

la - gna, € n - po S0 mai non ha, non ha,

A y—— u"w -— o i —T—
(g" ‘LJ'FI”“U‘“U’“I“J”T e ICIPI e I"‘"'E1 S
pa - gna, in-fe - li-ceal - lor si la - gna, ¢ i - po 50 mai  non ha, n - po - so mai Tun ha

The aria has a slow gigue charactendantein F major. Its text is written iottonari
lines with a predominantly trochaeic accentuatitime latter of which the music goes
against® The voice part does not leateh ecentréine until bar 60. Then, in sectio®,A
the vocal line beames thrown about both upand downwards othe essential lines of the
text6 Il nfelice all or si (Thasyunkappilgorgplains/ Bl sever ma i non
has rest.; bb. 654, 83 86, 92 101), symbolizing the insanity of this hopeless situation
and preparing, the musical process for the upcoming determining eJdraemepeated
notes or hammering to expre8si p 0 s 0 mé&b. 7488).nThehBapért is dominated
by broken chals.

Tortorella se rimirain the meantime is aaria di mezzo caratteren which a playful
major dance melody is mixed up with alien virtuoso patteang thusgiving an unusual
and multiple musical definition of craze or delirium, slightly similar te tlarghettoin
Orlanddas mad sceneViaghe pupill¢ by Handel. The vocal challenge is to introduce the
smoothcantabileand the diverse coloratura phrases with perfect execution and yet without

breaking the timbre or losing the sualiem of the musical chmacter.

Strada must have been the right place at the right time in Naples during these
important years of maturation. She had the unique opportunityote gp as ainger, and
to become a leading soprano by the side of Farinelli, and also to workswathgeat

singeractresses as Vittoria Temnd Diana VicoThe prodations in which she participated

8 RobinsonNaples and Neapolitan Oper8s8.

8 Mario Fubini, Metrica e poesigMilan: Feltrinelli, 1962) 29, 32, 66, and 128ngelo Cardillo,Nozioni di
metrica italiana (2002), 4, Accessed 11 March 2016.
http://wwwe.istitutobellini.cl.it/file.php/1/nozioni_metrica_Cardillo_.pdf
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were all of the highest rank, including costumes and scenery as well as the clever activity
of theimpresari One of the latter became her companiohfén A succession of operas

by Leo, Sarro, Vinci and Porporarepresenteanusical materialsensibly adjusted tber

skills, yet new challengesere always offered ther. a variety of roles she could fit in as

well as opportunities to develop her vbead dramatic performance. Neverthelgbgre

was a third dimension Strada haot yet me, i.e. a different, more coheremusical way

of thinking, a 36Edegrees way of setting a drapeéevatingthe music to a masterpiece. By

the end of this period, Btda stood on the verge of artistic consummation, was on her way

to becoming a@Friendtot he Pat het i ¢ é&utalso ofthe divisigng of astes i v e
to accomplisithe Atofh e hi ghest de § shesil nedded Rengodnerc t i o r
Handé. And to have a mate to accompany him on this journey towards a deeper and yet
unknown musicality, Handel perhaps needed to meet her.

87 Tosi, Observations110.
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Chapter Three: Successor to the ORI val Queens

The coll apse of the company o f728thadmiichlto6s R
do with a lack of moneythough rivalry between the prima donrfancesca Cuzzoni and
Faustina Bordoni doubtless hastened its demig¢andel 6s cl ash with
aristocratic patrons over tlastratgorimo uomaSenesino, with whao the composer had a
testy relationship, also played a paithe singers having been dismissdte Academy
reaganized itself during the 1728/29 seasan;alliance between Handel atige Swiss
impresario John Jacob Heidegger, which would last five yeaesked a fresh start.
Though no documentary proof hdse e n f 0 u n ddescrifgionr shesly ligist on
different stages of the process 6 For finding the theatre a
unsupported by its former patrons, he entered into an engagentlertieidegger, who
was then in possession of the opkoaise, to carry on theusical drama at their own
riska®

For this reasonHeidegger set ouitaly on 16" June, but could not hire any singers
during the summer; therefotieere was no Italian opgicompany in London the following
seasonHe returned in early November, after
Nicomedein Munich? Paolo Rolli, his former librettistbeing a friend of Senesino was
understandably very criticahnd wrotedetaikd letters tohim in Venice, unfolding the
chain of event s: I n e fHeideggel etuwmes ndimehis tralrels2 8
very full of Farinello and extremelgnthusiastic about him The supportersof the two

(@)

primadonna here are stileyeing eah other suspiciously and each party wishes to have its
own way so much so that teet up the pera again they have decided to have lmdth
them. The man, mygood friend, did not warthis [...] They thought about [whom to have
as] Impresario, but it seesrthat the man is refusing to do it, and it is my opinion that the
Academy will survive, because that body is not yet dissdivedh agreement with the

Royal Academy, leading to the establishment of the Second Academy, indeed followed on

! Winton DeanHandel 6 s @}74l(Roshestkr7 Thé Boydell Press, 2006), 7; Donald Burrows,
Handel (London: Oxford University Press, 1994), 161.

The scandal on the ni nAstianateonr 6 funerhz28 ane ledotd a sBap end afc i n i
the season as well as of the First Academy.

3 Charles BurneyA General History of Music from theaHiest Ages to the Present Perjobl. iv (London:
Payne and Son, 1789), 339.

“Pietro Giuseppe Sandoni s |/e3tNowmbert1628GEdrge Friderip e R v

Handel : Coll ected Do ¢ u med bydDondld Butraws, HelepCofféyy Zobno 1 7 3 4
Greenacombe and Anthony HickGambridge: CambridgUniversity Press, 2015), 24546.
Paolo Rollio6os letter t o Se néerge BridericiHanWet Colleced 21

Documents Voluma, 262.
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18" January 1728 the subscriberé per mit Hydeger & Hendle to cal
disturbance for 5 years & to lend them for that time our Scenes machines clothes

i nstrument s’ dnwg" dantary rle29 Rallicfarnded Senesim again that

Heideggerhad retumed from lItaly and had not found any singers, mairdgdanse he

desired to get the two preceding leading ladhask, and that halsoapproachedrarinelli

without succes8 Unlike Heidegger, Handeleeded new voices to inspire him to compose

from a freshangle, and was loath to carry on the painful collaboration with the two leading

ladies, especially with Faustina:

He said that there was a need for variety, and returned to the old system of changing

the singers, so as to be able to compose new workseforperformers. He easily

found support for his new project in the Court and had it accéptieely do not want

Faustina you were quite well consideré@dthey want Farinello, and Cuzzona, if she

does not stay in Vienna, and they want whoever can cggme. So t el | Faustina t|
her darling Handel is coming to Italy, but not
her. Those who sacrifice their friends to cosy up in cowardly fashion to their enemies

deserve to be so treated (and | mean everybddy).

Accordngly, Handel went back to Italynd this return after almost two decades made
him entirelydiscover the new style in singingwhich he had already experienced through
Faust i nandadifferent manneof composing at the same tirtfeHis encounter
with the Neapolitangalant style prompted himto collect scores of Pogpa, Vinci,
Pergolesi and Hassethe main provider of inserted numbers to Ipasticci during the
early 1730s as well adMe t a s tdeasmmi ped susicaandto bring them with him to

England*! He left London for Venicen 26" January / & February 1729 first to engage

®Reinhard St r o hint,cif:dssays dneHarflsl anB Hadian Opef@ambridge: Cambridge
University Press, 1985), 170; Dedhand el 6 s Olg4n2bs 1726
" From the Diary of Viscount Percival, 18 January 17@@orge Frideric Handel: Collected Documents
Volume2, 265.Shafesbury confirms the fivgearperiod, Hawkins, in reference to Mainwaringesgs of
three years, thouglsir John HawkinsA General History of the Science and Practice of M{(&#76), 2°
edn., London, 1853 (repNew York, 1963), ii. 876; Robert D. Huen, 6Handel and Opera Mana
London i n Musit &LetteTs®0($986), 34i7362: 349.

®Rollio6s letter to SenesGeoge Frideric Miandel: Callected2Dbcundeatmy uary 17 2
Volume2, 268 269.

6Disse esservi rhbnnogno l éanviacoesi st ema di cangiare ¢
compor cOsSe nuove per nuovi esecutori. Tkaostna facilit?@
non si vuoleg' Voi siete stato abbastanza intdssi vuol Farinello aLaCuzzna s 6el l a non resta a
e si vuol da chi pu, . [ é] Dite dunque alla Faustina c¢!
[ é] Poverinal! Me ne dispiace. Cos?® merita (e ci, dico
cortea i nemici ; sRacclrliif @ sc al atlti e ra mi oo | GedrgeeFsderit tlandeR 5 Januar y

Collected Documents Volume 2 22698
9The London Evening Post8 June 1728bid., 229.
" Friedrich Chrysandez.  F . ,\Riinleipzig: Bret ko pf und H2rtel, 1860), 224.
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Farinelli, who refused even to see him, in spite of badling on him threetimes.*?
According to a letter of Lady Sarah Cowper to Earl Cowper (early January hé36gd
to hire Cuzzoni again, which she refu¢délandelthen went on a longer tripravelling at
least through Bologna (end of March) and Rome (Aptible presumably mefntonio
Bernacchi and Antoniderighi  who were connected to thee@dtro San Bartolomeim
Naples in Parma while staying in Bologna, @&we n Swi ney, t he Acad

Venice and Bologna, a former theatre and opera manager in London, reported

Handel set out yesterday for Rome. Thougts ftiurney was something late for
forming a company, fidt for London next y e a8
Merighids discharge from their engagements
making a very good one. He tells me that He has engagedvadame Somis, of

Turin: | have heard a very good Character, of her Voice & manner of Sijgirjgf

he gets either Carestini or Bernachi, who (by the by) is the very best Singer in the

world, with the Merighi or some other good Woman, hel wibke a fomidable

company’

The afore-named singers left Naples the midst of the 17289 seasorbecause of a
scandalthat hadexploded between Bernacchi a@ovanni Carestini. Tle viceroy of
Naples, Cardinal @lthann engaged Bernaccluut of his enthusiasm overthea st r at o Q
way of singng. Nevertheless, Bernacchi matthe conditions: on the one hd he wanted
Merighi to staybut on the other hand Carestini, his own former pupil leave the
company. Whilethe viceroy was making an attempt flfil the requirement of his
favourite singege nd r emove Carestini, al ILdtUh dete | €iar
the Teatro San Bartolomeo during the carnival seagbri729. In the meantimehé
admirers of Castini drove dAlthann into a corner and forced him to keep ¢hstratan

Naples. Bernacchi became so angry that he abruptly left for Parma, taking Merighi with

268i spacci, la volont” Regale, e disse che LodHan«t
consenso uranimef u concesso | 6uso degli abiti e scene (
Proggettisti. Ogga ppunt o L6 Handel parte e dieci giorni f a
annunciare aobébvirtuosi e ela twerswet aq [lda lelhésH d mod enlu.d v o

Predicament§ 6 The Royal wi shes we rsaid thea ldaedel kvould veave foraltalyl i t
very soon to look for singers. It was unanimously agreed to allow the two organisers the use of the
Academyds costumes and scenery for five years. (I
sent circulafdetters to Italy to announce the new plans to the male and female singers, and that Handel was
coming. Farinelloi s t he pri mar yRoddnDdisddredttiean téd Senesi no i
George Frideric Handel: Collected Documents Volumg72i 272

3 1pid., 335.

4 Burrows,Hande| 166.

“Owen Swineydas |letter from B o ofRighmand, 30 MarclC1729r See s L e
Elizabeth GibsonThe Royal Academy of Music 11l928: The Institution and Its Directo(®ew York
and London: Gdand, 1989), 38(381.
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him, andin doing so, caused tH¥eapolitan season to be aborté®upposedly, Handel
wantedto hear Carestini, and, if possible, to engage him, rather than Bernacchi. He
travelled to Naples in April, which is menti

visit Siena on his return. Rolli also gave an interim report on the nascent castMantid

Hendel @s n e uhis ¢he womanSiradiria and Somis, Carestini, Balino
Fabbri with his wife (f they need a third womdnand an Italiaterman bass.

Handel has written that Gastini emulated Bernacchi.

This makes clear that Handel engaged 26g/earold Strada as first woman, putting
another soprano, Cristina Antonia Somis (b. 1704) back to the second place, and that he
was torn between Carestini and Bernacchi. Interestingly enough, Merighi is not mentioned
here. How Handeet Strada is, afteall, a mystery. We only know thath e Acade my 6 s
secretary and librettist Nicolelaym sentannouncemenletters to opera houses and to
professional singers in Italy,but as Strada was not a member of the San Bartolomeo
company since 172@he bestpossilbe way to becme aware of such a call could perhaps
have been through her husbafdi r e | i o codredtiondThefgsestion arises, if she
sangat that time at all, where thehnot at thevice-royal opera? If the lastvo years were
missed on the grousdf pregnancy, as | suspect, Stratay at the end of 1728 have been
on her way back to the stage, preparing herself for the next s€dfea, shepresumably
had some short but regular appearances aviteeroyal court, at private concerts or in
shot serenatas These cases, however, are seldom documented and there is no such
descripton about her available from that period. | suggest therdfwe Merighi, who
collaborated with Strada in Venice in 1720 and who might have met her and heard her
singing in Naples at the Palazzo Reale in the second half of the decade, might have
mentioned her name aravailability to Handef® Even Bernacchi himself could have
recommended Strada. In any case, shest have madsuch a deep impression on the
composer thain the end hewithdrew thecontractalready fixed with Somfd and rather

Strohm, 6Handel 6s Pasticcio, 171.

"6La Compagni a nuaq vials Gaadina, |La Somis, Carestini, Balino, Fabbri, con sua

moglie in occasione di terza donna, e unni®&asso italdi
| 6emul ato dRolBerrsadchit.er t o SeneGorgedriderio Haddelni ¢ e, 16 |

Collected Documents Volur2e294 295.
18 See note 13.
19 Between 1726 and 1729 nothing is known about Strada. Probably she became pregnant same fser
missing from anyibretto of that period.
XThey appeared t dgetvheeri ti msiwal acahFndeintgopo r ~ hsi Macedoni
collaboration with Giuseppe Boniventi.
21 Maria Cristina Antonia Somis, from Turin, was an excellengeinand the daughter of the violinist
Francesco Lorenzo Somis. Later she made a great career as a concert singer and teacher in Paris, after
marrying the French painter Charles Vanloo in 1733. That Handel could not hire her in 1739 might have
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engaged two contraltos beside Strada: Merighi and Francesca Bertolli, who was singing in
Bologna at that timé&

An additional fa&t has to be taken into accourteintermezzepecidist Celeste Resse,
amezzsoprano who sang at San Bartol omeo,
joined the Royal Academin Londonlaterin 1732as Celest Gismondi or La Celestina,
after she married certan Mr. Hempson, friend of the British carsn Naples® Handel
might have knan or got in touch withthe consul, Mr. Hempson or anothen@lishman in
Naples who coulgbossiblyinform him about the singers there; otherwise Gismondi might
have applied directly to Handel 6s company

As for aprima donna Handel was looking for someone to fill the vacuum left by the
t wo Or i v dHe lyrr sapmanmo azzoni, as an exemplar of the patleatitabile
style (stile antico) contrasted with the dramatic virtuoso mezoprano Faustina, who
specidised in themodern bravura singing. Both got star billing togethein London
between 1726 and 1728 (and beforehand in Italy), complementing one another and

demonstrating the fullness of the female voice as two sides of the samePamin.

Francesco Togbondered in his famous treatiseWh at a beaut i f ul Mi xt
the Excellence of these two angelick Creatures coaldtuni t ed i n oc*he si
Strada fulfilled Handel 6s wishes: she was

a tabula rasa on which Handel could project his musical, vocal, dramatic and artistic
priorities? Thankfully, she lacked the overbearing egotism of her predecessors. What is

more, she was much less expensfre

been due tohat. In 1729, however, that she was not a high soprano and had no reputation yet. Besides, she
excelled in the pathetic style, which may suggest that coloratura ability was not her skedgtkutsch,
Leo Riemens an@Gr dasiesg ° 8 voRe (Minick: IKkG Saur, 2003), 4843; see
alsoGeorge Frideric Handel: Collected Documents Wk 2 281.

“DeanHandel 6s OPAN26s 1726

%3 Reinhard Strohm, who identified Celeste Gismondi as Celeste Resse, suggests that her storgefisnarria
reminiscent of the plot ofa serva padrongpublished coincidentally (J. A. Nelli 1731, Giambattista

Pergol esi 1733) . Cel emterméza vocdlongbinl shewsmaingb &éna
from the rivalry period with Cuzzoni, Caffr e | | i & ariaswvithr difficuti divisionsand the role of
Dorinda in Orlando show her wide range as well. Strohsupposestan analogous competition of
personalities as well as singing andgadiegtheirivagal st yl e

powersRei nhard Strohm, HCoheni &s n@&ssaya andHandekandi Italian Opera
(Cambridge: Cambridge Univaty Press, 1985), 249270: 250 252.

%4 Pier Francesco TosDpi ni oni ded c an (Bologha: \fopet1728;Eng. tens.np dhle r n i
Ernest Galliad as Observations on the Florid Song or, Sentimentsttan ancient and modern Singers
(London: Wilcox, 1743), IXA73, seeSuzanne AspderiThe Rival Sirens: Performance and Identity on
Handel 6s Op(€anbridge:cCanttidgelyréversity Press, 2013), 4sabelle EmersonFive
Centuries of Women Singdi/estport Conn.: Praeger, 2005), 71.

% Reinhard Strohmattributes to Strada &igher rage than Cuzzoni and BordorReinhard Strohm,
O6Vival di 6 s eadar gea ro Gassysanblamlg and Italian Opet22 163: 138.

> Stradaas aprimadonnae ar ned A600 with a ben e ffourth opFaustihand manc e
Cuzzonidas annluuadli tihn cMinheh.o useeand Ro biaEighteddtfCerithtyme 0 (
L o n d doudal of the AmericarMusicological Society6/1 (Spring 1993), 2@3: 35 36; Judith
Mi |l hous and Rlidbrdel s OCGlpane a 33MTha MusicabTimedl25/16927(BeB.,
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First impressions in London

By the end of Mayl729 Handelengaged a troupe of seven new singers, a company

acco

confi

rding to Swiney far exceeding the previous one as well as any?ofBemey

rmed that Handel had fulfilled his mission 6 These new performers (ga

ideas and a new style, noiaularly in divisions, which by writing for nearly the same

singers during six or efig years, Handel often repea®dOn 2' July 1729 theDaily

Journal heraldedthe final results, listing the singers as follows: the castrato Antonio

Bernacchi, AntonidMerighi contralto, Strada herselthe tenorAnnibale Pio Fabri with his

wife Francesca Bertollianothercontralto and Johann Gottfried Riemschneider, a bass

from

Hamburg?® The announcement highlightemt onlyS t r aesczl@rs vocal quality

but also ler highpersonaktanding (as opposed to ther i v a |): (Sgnoma Stradapwho
a very fine Treble loc e, a Per s on * Mdanwhile,nvigstPenaarvesMe r i t 6 .
(n®e Mary Delany), a -laktiogyfriehd osHampdel,ogave a morea n d

hath

detailed summary

[...] Bernachi. he has a vast compass|,] his voice mellow and clear but not quite so
sweet as Senesino, his manner better; his Person not so good for he has a Belly as big
as the spanish fryers. Fabri has a Tenor voice, sweet, cleairandut not strong
enough | doubt for the Stage, he sings like a Gentleman, without making faces, and his
manner is particularly agreable; he is the greatest master of Musick that ever Sung
upon the Stage. [ é] La St r ahbu excegtiontfinee f i
her Manner to perfection, but her Person very bad and she makes frightfull mouths. La
Merighi is the next to her, her voice is not extraordinarily good or Bad, she is tall and
has a very graceful Person, with a tolerable Face[;] shlas¢o be a woman about
forty, she sings easily and agreably. the last is Bertoldi, she has neither voice, Ear nor
Manner to recommend her. but she is a Perfect Beauty. quite a Cleopatra. that sort of

Complexion with regular showish features, fine teettd when she sings has a smile

1984), 8689 : 87 and terdg RivR & INbvendber 1712®eorge Frideric Handel: Collected
Documents Volum2, 316 317.

Owen Swineyds letter fr dDuk¥efRichmend, 2% May 172Eizabeth s
Gibson, The Royal Academy of Music 171928: The Institutionand Its Directors(New York and
London: Garland, 19898813 8 2 ; 6Mr Handel, who has |l ately arrived f

t h

e best artists to put on good Italian opera

r

st

a |

wo m

Lennox,

0

Gi o.

in Dresden, 8/Q July 1729. Cited in Lowell i ndgr en, OMusicians and Librettist

Gi

o. Gi ac o nRoyaZMusidalbessociaiion) Research Chronid@d (1991), 112.

28 Burney,A General History of Musjovol. iv, 340.
29 Daily JournalandDaily Courant 2 July 1729George Frideric Handel: Collected Documents Volutne

299.

Mseealsaean Jaques Zambonids |letter SgmraTadaquiaudant euf f el
excellente et triple voi gtk Tqaewhs tasnan excellebtwaicewithr i t e Si n
a wide compass, and ilkid,80woman of unusual merito.
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about her mouth which is extream pretty, a

glass for she has neveany distortion in her Facg.

|t I's notable that criticism of Streadads
contrary, its tone, richness, colour, intonation and agility are praised more highly than
Faustinads Her @z omi GK.i | | s (abécomaphshedhutd ) we
clearly her grimaces left much to be desired.

From Mrs Pendiaoamnwse sdifs Mersicghiptand Ber nacc

may be interpreted as physical beauty and stage decorum according to English taste.

Charl es Burney on Carestini confirms thi
beautiful, and majestic. Howas very ani mat ed *almaffirmstodtieat | i g e
BStradads personal charms did not assist h

eye to augment the pleasures of the ear; for she had so little in a Venus in her appearance,
that she was us 8kl y aampdaiadawas IkenedfioRhe §pardish
Friar, the role of Friar Dominic in iJohn
hardly the figure of @rimouomol over . Though o6éesteefthe t he
lumbering 44yearold castratofoundless favour with English audiencdsnin 1716 17,

when he first appeared on the London st&ggonversely, Strada was very well received:

6Bernachi t he most famous of the Men i s n
but does not suit the Englih ears. La Strada anLkewse res:
Paol o Rol I i, Handel 6s f or mer Iibret37tist,

According to Edward J. Dent, the London audience visited the theatre not for the works but
for the singersor more precisely for Strada (Bernacchi was a poor substitute for Senesino,
whom Handel was forced to-engage for this reason in 1739).

Presumably, Stradailed to conform to the English standard of beauty. Although she
possessed a resplendent voind acted exquisitely, her face looked unattractive while she
sang. Furthermore, it seems that she was $horbot an advantage amon

people at the tin¥8 1 and must havéooked even smaller and ludicrousien amorously

1 Mrs Pendarveto her sister, Ana Granville, 29 or 30 November 1729. 1big20.

%2 Burney,A General History of Musjo/ol. iv, 370.

%3 |bid, 342.

%4 Daily JournalandDaily Courant 2 July 1729George Frideric Handel: Collected Documents Volutne
299

®Among others as Gof fr eRihaldoint712# he revival of Handel

®¥Mrs Pendarvesds le6ranvileré Decombér & 12GewryesFtieric HandéinQollected
Documents Volumg 324 325.

%" Rolli to Riva, 11December 1729bid., 331 332

% Edward J. DentHandel(New York: A. A. Wyn, 1948), PDF fonat produced by Stan Goodman, ch. 5
62.

%9 Franco SassDbesity and the Economics of Pratien. Fit Not Fat(OECD: 2010), 61.

81



coupled with a csix-foot-tall (183 cm)castrato(but so did other ladies of average height
of 4 feet 911 incheg ca 145150 cmi as caricatures by John Vanderbank, Anton Maria
Zanetti, Marco Ricci and other artists amply demonstf8t€austina was of similarly
small statue, but her face was considered beautiful and her figure symmetrical (although a
French traveller found t hat.*6uzzeni byfcantast, and | oo
was plainlynad®@®t yadadsi appearance ong,apreserve
caricature, is attributed either to the Venetian count Zanetti, who dedicated the bulk of his
works (mostly drawings) to singers and the opera wandnore probably to the Italian
painter and set designer Marco Ricci, who in the 1720s likewiseatared cast members
of Venetian opera hous&The other is a painting by Johannes Verelst made in 1732.
The caricature (Fig. 1) shov&rada as she appeared on stage, and emphasises her small
size her face and nose turn skywards. Presumably she ism@pak hercastratopartner
Such a countenance all ows her littl e dignit.)

absurdity. Although the date of the drawing is unknown, my theory is that it may have

been made in Venice in 17221, in connection with onef the productionsof a v er it~ i n
cimentoor Fi | i p pMacedonia adcéproductionby Vivaldi and Giuseppe Boniventi,
performed at the Teatro Sant 6Angel o, wher e Ri

( Ri cci died i n 17 30npere&k Zahettidon thegothBahd, wvad@ib s Lond
of Venice evenil7202 1 and did not visit Engla®d during
Of the two aforementioned operdsa v er i t “was the oreiinmmvichtStrada and

the castratoGirolamo Albertini ha several scenes togeth&he caricature hints at what

may have been behi ndP iSagdr on diged the upwaocdkumafher, t h e

nostrils.

“0 patrick Barbier,The World of the Castrati: The History of an Extraordinary Operatic Phenomenon

(London: Souvenir Press, 1996.4; Carolyn Freeman TravesWe rée They Al | Shorter Bac
Plimoth Plantation Accessed 7 December 2014Roger Freitas, 6The Eroticism
Confronting the Bar oTheurmlodMusicolég?20f2 iSprind-20G3Y), 19&@49:0 6 ,

215, 220; Martin Hatzinger, DominickeV° $ehnMatbClaisa s af
Singerd Al | f o dourRahom®exkual Medicin@9 (2012), 2234.

“6é her professional perfections were enhanced by a b
¢ at ure. 6 BurBumeyA Generdf HistosytofiMusic. v o | . i v, 308; o6sa figure
des pl us GeagtFraeric Hasdel:dCollected Docunts Volume 2230 and 233

“Victor SlhelifdotHaedel,London: Tr¢bner and Co., 1857), 77.

%3 Jacob SimonHandel, A Celebraon of his Lifeand Times, 1685.759(London: National Portrait Gallery,
1985), 146; Kurt Sven Markstroni,he Operas of Leonardo Vinci, Napoleta(igillsdale: Pendragon,
2007), 157.
*4 valentina BortoluzziAnton Maria Zanetti e il ruolo di promotore della cultura artistidel suo tempo
Graduationt hesi s (Venice: Uni vie3.sit”™ Cad Foscari, 2014) , 14
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Figure 1:Marco Ricci (attributed to) or Anton Maria Zanetfiaricature ofAnna Maria Stradala Stradina

Pigs were synonymous with female ugliness going back to the middle ages. In the
second half of the seventeenth century, the poifeioed woman became widespread in
British popular culture, thanks to a ballad from 1639 ,fiiie of the Dutch lady Tannakin
Skinker® By the eighteenth century, similar stories emerged and were taken as fact in
England. A lady of great fortune who sneered at the lower social classes was cursed by
bearing a child with the head of a s®WHe ncieg® pbecame a synonym
high-ranking or famous people. Handel himself was also illustrate¢hbadedhis friend,
the painter and set designer Joseph Goupy, depicted him engaged in diuttony.

tisppossi bl e that Verel st @s.2pgrehtly idenlisestStradag 0 n
she is portrayehat the age of twentgine)assuspiciously young and compares favourably
with her predecessor, Faustifftill, nothing indicates uglinessier body orresponds to
contemporary as well as timeless notions of beauty and health: round breasts bestride an

implausibly slim waist?

5 Laurence PriceA Monstrous Shape: or, A Shapelesse Mon&téB9). Preserved iSamuelP e py s 6 s
collection.Hyder E. Rollins ed. A Pepysian Garland; Blacketter Broadside Ballads of the Years 1695
1639(Cambridge: Cambrigk University Press, 1922), 44%4.

¢ Jan BondesorThe PigFaced Lady of Manchester Square & Other Medical Mary8isow: Tempus
Publishing, D06), 69 74.

47 Josephy Goupyrhe Harmonious BoaPainting, after 1743fhe Charming BruteEngraved version of the
former, 1754.

“®Ber t a Jonc IEghteerdhECeritury dlusi/a (March, 2012), 58: 6.

“9 Devendra Singh, Peter Renn and AdriangSin, 6Did the perils of abdomin
feminine beauty in the sixteenth to eighteenth century British literature? Exploring the health and beauty
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http://en.wikipedia.org/wiki/Samuel_Pepys

Verelst represents Strada plainly clothed, off stage as a professional musician, sitting at
the harpsichord, holding a page ofisic. Interestingly, the aria$3 , ¢ anradditiond 3
song sung by Strada in the revival Rinaldo in 1731. The usual practice of using a
musical piece to identify a person on a painting here becomes extraordinary, for Faustina
was the original péormer of S3 | c,awhioh, wass very well known from the
performance series oAdmeto (1727), asHenry Careymockedin his satirical poem
Blundrella: or, the Impertinent T Id a t Song [ é] which the Faust.i
hangs on S®ginteasvhichonakph e B o x €°Neverthelesst teigiede
mi ght have been Strada@s fHerasde Gurebdy Sidbopul ar s
Stradtalbe sheet is an exact copy of the ariabs
The additionalfavourite songs in the opera of Rinal@©731) and more importantly, in
the reprintedition (1731) of the third book ofAp ol | o §® 94fwhareRausti nads
name( printed in the first e d i.tThabthis sonj Was9 ) was
linked with Strada,can be demonstratedby an epigram,A Dialogue between two
Projectors published in theBeeon 24" March and in theCraftsman on 7" April 1733,
soon after the r e mof the aeatoridDeborahwith Strada in the title role. In this satirical
discourse  Ha mpdlieylinGespect to the ticket pricesused as a political simile foine
prime minister Robert Walpades ew Exci se Bill, ahd &asofissd s
Returning to the painting, t Imteastsbwathctkegr ound 6 s
fireworkslike play of light and shadow, thehiaroscuroexpression of the white, silvery
shining cleaic u t dr es s, annexed with fine | ace as or
the whole picture with an effervescent countenance. Hemardic posture expresses
activity; she communicates natural genuineness with all the movements of her body. The
keyword may be selfonsciousness, the intensity of which is almost tangible in both works
of art.

| i nPkoéegedings of the Royal Society of London. Series B: Biological ScERt¢2®7), 891 8H.
¥ Henry CareyPoems on Several Occasioi edn.(London: E. Say, 1729), 15; s8eizanne Aspdeff;he
Rival Sirens220.
*1 Handel denied admission to subscribers and raised ticket prices from half a guinea toeng/tmeause
he had tdight the house and pay a large number of performers he never needed for an opera performance.
At the same time, Walpole introduced his idea of a Tabdgkcise Bill in Parliament. Se€homas
McGearyThe Pol itics of OfCambadge: @mbiitig wWniverkityd Rres®8 2013, &37 n
139; George Frideric Handel: Collected Documents Voluméas and611.
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Figure 2:Johannes Verelstinna Maria Stada(1732).
The Foundling Museum Londdf Reproduced with permission of the Gerald Coke Handel Foundation

The appearance of the harpsichord with black natural keys is also meaningful. It might
possiblyrefer to the instrument which was built in 1729thg Swiss harpsichord maker
Burckhard Tschudi, a good friend of Handel, although ihat double harpsichord and a
replica of the only one made by Hermann Tabel. On the back of the name board there is an
inscription with the following wordsdQuesto cimblo ~ def Sig® Anna Strada 1731,
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