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Abstract

Opera thrived in Lisbon and, to a lesser extent, Oporto during the eighteenth and
nineteenth centuries. In 1793 the Teatro de Sdo Carlos opened in Lisbon and in 1798
the Teatro de Sdo Jodo in Oporto. Though not the only theatres to do so, these were
the main ones to put on opera between 1793 and 1328, when political turmoil led to

the closure of the S. Carlos.

The repertoire at the S. Carlos was very largely Italian, though prior to the Napoleonic
invasion of 1807-08, there were contributions from the Portuguese composers Moreira
and Portugal, and a few opéras comiques in [talian translation. Fioravanti was joint
maestro for part of the first decade of the nineteenth century and composed several
works for the theatre. Opera was intermittent during and immediately after the
Napoleonic invasions but in late 1818 resumed on a regular basis. By this time Rossini
was being performed and came to dominate the repertoire in the early to mid-1820s.
Coccia and Mercadante, at different times maestro at the S. Carlos in the 1820s also
composed operas for Lisbon. The repertoire at Oporto, as far as we can tell from

limited sources, was similar, though, along more conventionally Italian lines.

In the almost complete absence of documentation, the transmission of operas to and
from Portugal has been followed through a stemmatic study of libretto variants. This
shows that scores reached Portugal primarily from a variety of Italian cities,
consistently, though far from exclusively, from Milan. Singers, especially prior to 1807
were responsible for bringing a number of operas to Lisbon. Links between Lisbon
and Oporto were not always close, though they can be shown in some mstances.
Connections between Portuguese theatres and Spain, France, England and Brazil can

be shown in isolated cases but not consistently.
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"Madame Catalani in the Character Semiramis in the opera of Semiramide”
(ie. as Semiramide in Marcos Portugal's La morte di Semiramide).
anon. engraving, London. ¢. 1807 (author's collection).
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Preface

In the Spring of 1982 idle curiosity took me to the Biblioteca Nacional, Lisbon, to see
i there were any libretti there of local productions of operas from 'my period' - the
latter years of the eighteenth century and the early years of the nineteenth. I found a
small number for performances at Lisbon's Teatro de Sao Carlos and then wondered
whether anyone had done a history of the theatre. When [ leamnt that Francisco da
Fonseca Benevides had done just that some hundred years before, I intended to let the
matter drop. It is now so long ago (almost IS5 years) that I cannot quite remember
what made me look further - my only recollection is that before long, I began to find
errors and omissions in Benevides' chronology and determined to set about tidying it
up. All that this study has become began with that aim.

In the years that have elapsed since that beginning, there have been many mterruptions.
I have never had the luxury of being able to work full-time for a year or even a term on
this research project. Throughout, research has had to compete with the week-in,
week-out demands of being a very full-time professional in a quite different discipline -
as a teacher and trainer of teachers of English as a Foreign Language - not to mention
the regular writing of articles, conference papers and books, whether as sole or co-
author, sometimes relating to the one profession, soms +nes the other, in one instance
breaking new ground by marrying the two. Then there was Lisbon European cultural
capital, in 1994, when I took a heaven-sent opportunity to edit and see staged two
modern premieres of Portuguese stage works from my period - an opera and a play
with music. I began the research for this dissertation as a single man. Now [ have a
wife and two children.

Taking so long to finish has at times been a source of frustration, but it has also been
necessary and positive. There have been a number of occasions when material |
needed has taken me literally two or three years to obtain - first tracing a source,
writing for a photocopy or microfilm and chasing up the unanswered letters; then, in
the face of absolutely no response, seeking another source, followed by more delays.
Some libraries with material I needed have been closed to the public for years on end.
Most difficult of these to cope with has been the unavailability for the past four years
of the manuscript scores housed in the Teatro de Sao Carlos archives and the
inaccessibility for the past year of the libretti housed there - just when [ needed to
check all kinds of details.



The delays have also had their positive side, however. Though I collected much of my
data within the first two years, how to structure my findings involved a good deal of
agonising. Time, however, has made it possible to reflect at regular intervals, to let
ideas emerge or disappear into oblivion. The final format has been able to take shape
of its own accord with a little guidance from its author, instead of being manacled and
twisted out of shape by a straitjacketer.

This project could never have been completed without the practical and moral support
of many, many people and institutions. Among those that have been of particular
professional help have been a number of librarians, among whom I would like to single
out Anthea Baird. music librarian until her retirement at the University of London
Library, Senate House, Sr. Machado and Jodo Azevedo, who each in therr own way
cacilitated access to the Teatro de Séo Carlos archives, when Secretaries of State and
theatre administrations would permit, Jodo Pedro d'Alvarenga, librarian of the music
section at the Biblioteca Nacional, Lisbon, and Maria Alice Falcdo Curado, librarian of
the Faculdade de Letras, Coimbra. My very grateful thanks to them and to all the
many librarians all over Europe and the United States with whom I have had contact.
Important in a practical sense too has been the financial support [ have received from
the Servico Internacional of the C alouste Gulbenkian Foundation, Lisbon, which on
three occasions has provide me wit': a travel grant - the only financial assistance [ have

received from any source.

On a more personal note I would like to express my gratitude to my many friends and
acquaintances, both within and without the music profession, who have helped in
countless and often unperceived ways, especially Isabel Freire de Andrade, Ruth
Baratz. Maria de Jesus Assis Camilo, Gabriella Clark, Michael Collins {University of
North Texas. Denton). Alan Curtis, Luisa Cymbron, Clement Laroy, Nicola Lucarelli,
Jodo Frederico Ludovice, Mario Moreau, Isabe! and Miguel Costa e Moura,
Bemadette Nelson, Rui Vieira Nery, Pierluigi Petrobelli, Mario Rinvolucri, Michael
Robinson, Ross Wood and my dear wife, Teresa. My biggest debt, however. s to
Manuel Carlos de Brito, a colleague and friend of some twenty years' standing, who
has patiently borne the task of supervising my work.

Lisbon, November 1996



Part 1

The theatres and their repertoire



Introduction

When the Romans reached the most remote cape on the northwest coast of Galicia,
they believed they had reached the end of the world - "Finisterre”, the name it bears to
this day. The west of the Iberian peninsula, Galicia in the north and what is now the
Republic of Portugal in the centre and south, is indeed about as far from the centre of
Europe as you can go without crossing the sea. And yet Lisbon, like other capital
cities on the periphery of this continent, such as London and St. Petersburg, was for
much of the eighteenth and nineteenth centuries a major operatic centre. Indeed for

brief periods of particular splendour it rivalled the very best theatres anywhere.

Recollecting this, a few months after my arrival in Portugal, a series of questions began
to cross my mind. What traces remained of all that operatic activity? Were there
documents. scores or libretti? And if so, where? And what about Portuguese opera’
Was there any and, if there was, what form did it take? 1 had heard of the Portuguese
composer Marcos Portugal - "Portogallo”, the Italian form of his name, as I had
hitherto called him. But how did he fit m?

It very quickly became clear that I needed to limit the period I would investigate.
Partly in order to answer the last of the above questions, but also because of my
interest in and familiaritv with the period already, I chose to take as my starting date
1793, the year of inauguration of Lisbon's Teatro de S&o Carlos, and as my finishing
date 1828. the vear in which opera came to a halt there as a consequence of the civil
war that followed Prince Miguel's usurpation of the Portuguese throne. At an early
stage [ became aware. however, that the S. Carlos was not the only theatre where
opera was produced during this period. In particular, the Teatro de Sdo Jodo opened
in Oporto in 1798 and opera was a regular part of the diet there. In addition, though
on a much smaller scale. there were private opera performances and performances of
farces and comedies with music at other Lisbon theatres. I wanted to know about all
of these too.

As well as a general interest in opera in Portugal during the period selected, there was
one aspect that particularly aroused my curiosity. How did Portugal fit into the
European scene in general? More precisely, given certain immediately noticeable
features in the repertoire, how did Portuguese theatres obtain scores? What, for
example, was the role of composers, impresarios, troupes and individual singers in the
transmission process? What links, if any, were there among theatres within Portugal,

or between those in Portugal and neighbouring Spain, or Portugal and Brazil, for most
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of our period still a Portuguese dependency? And what links were there with Italy and
leading operatic centres such as Vienna, Paris and London? Going on from there, to
what extent did operas composed for Portuguese theatres travel on elsewhere? And a
separate question but related to all of the above: what connection is there between
scores surviving in Portuguese and other libraries, on the one hand, and performances

in Portugal, on the other?

Before answering any of these questions, however, it would be necessary to clarify
precisely what the repertoire consisted of and the context in which these operas were
staged. Part 1 of this study - the first six chapters - is dedicated to this aspect, while
Part 2 - chapters seven to nine - seeks to answer the question of the repertoire’s spread

to and from Portugal.

In establishing the repertoire for the Teatro de 8. € arlos I had a head start in the shape
of Francisco da Fonseca Benevides' classic O Real Theatro de S. Carlos de Lishoa. It
very quickly became apparent, however, that it was not only incomplete but flawed.
Benevides was a medical doctor of very diverse interests and knowledge, not a trained
musicologist. He evidently made ample use of documents in the Arquivo Nacional de
Torre do Tombo. read the Gazera de Lishoa throughout the period and had access to
an unusually complete collection of libretti. The notes he took from thess, however,
were not always accurate, Dates are often miscited and composers get confused. He
very laudably tried to provide attributions for operas whose source gave none. Sadly,
in doing 5o, he not only made some very pardonable errors, but also succeeded in
misleading generations into the belief that Antonio Leal Moreira and Antonio José do
Rego composed operas they merely directed, that there world premieres in Lisbon of
operas by Cimarosa and Nicolini, and that Jommelli, Perez and Galuppi were still being
performed around 1800. All of the operas cited by Benevides have therefore been the
object of a detailed search for primary sources, in order to establish the chronology on
a proper scientific footing and to cast serious doubt on those for which I have found
none. The fruits of this search are to be found in Appendix 1 (Chronology).

Despite these necessary criticisms of Benevides, his book has been an invaluable
source and it is a tribute to him that none of the books about the S. Carlos published n
the well over a hundred vears since his work first saw the light of day in 1883 have in

any sense superseded him,

The bicentenary of the S. Carlos, in 1993, as might be expected, occasioned a number
of books about the theatre. With the exception of Carvalho (1993), which makes an
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important contribution to our understanding of the S. Carlos as a social phenomenon,
albeit from a particular political standpoint, the remainder are disappointing other than
from an iconographical point of view, adding nothing of relevance to the present

study!.

[t has. nevertheless, been possible to make important additions to Benevides by using
sources that were either unavailable to him or which he did not think to use. Of these
particular mention should be made of three: firstly, additional documents in the S.
Carlos archives, at the Biblioteca Nacional, Lisbon, the Ministry of Finance archives,
Lisbon. and the Archivo Nacional de Torre do Tombo, along with church records and
the roll of the Lisbon musicians’ guild, the Irmandade de Santa Cecilia; secondly,
letters and travel books by foreigners visiting Portugal, of which the most important by
far is Carl Israel Ruders' Portugisisk Resa, unfortunately still awaiting a complete
translation in Portuguese; thirdly, reports of musical events in foreign journals, the
principal of which, from the Allgemeine Musikalische Zeiiung, have now been
published in Portuguese with an introduction and notes by Manuel Carlos de Brito and
the present author under the title Cronicas da vida musical portuguesa na primeira
metade do século XIX.

As for the other theatres, there is no equivalent of Benevides and it has been necessary
to begin from nothing, using the same kinds of primary sources as for the 5. Carlos.

The only significant modern source has been Volume 1 of Moreau's Cantores de opera
portugueses, which contributes important information about the Baron of Quintela and

his private Teatro das Laranjeiras, Lisbon.

For Part 2 1 have, in effect, been entirely on my own. The sources and the

methodology 1 have used are discussed in the Introduction to Part 2.

111 is particularly frustrating that a study of the S. Carlos by Manuel Carlos de Brito, Luisa Cymbron
and the present author. commissioned 1o celebrate the bicentenary by the theatre itseif. remains 10 be
published. as does an extensive work bv Mario Morcau.
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Chapter 1
The Teatro de Sdo Carlos, Lisbon (1793-1798)

The building and opening ot the theaire

On 14 October 1792 it was announced that Princess Carlota Joaquina, wife of the heir
apparent Prince Jodo, was expect ing a baby. After seven years of childless marriage
this was a cause for great jubilation. There were many suggestions as to how the
forthcoming joyous event should be celebrated. Among these was one from the
Intendent General of Police, Diogo Inacio de Pina Manique, that a theatre be buiit. It
is unclear whether the idea in itself was his but it was primarily as a result of his

‘nitiative that the Teatro de S. Carlos came to be built!.

There were many reasons why he should back a move to build a theatre in celebration
of a royal birth, In the first place, the royal theatres of Ajuda, Queluz and Salvaterra
had closed, following a particularly severe attack of madness that overtook Queen
Maria I while attending a performance of Gretry's opera Riccardo Cor di Leone at
Salvaterra during the Camnival season of 17922. Secondly, Pina Manique had for a
lony time felt the need to improve the facilities for theatre in Lisbon. He was very
aware of the lack of a good theatre by comparison with other European capitals,
Already in the 1780s he had encouraged the use of the Rua dos € ondes Theatre, not
because it was good but because it was the less bad of the city's two rather mediocre
theatres®. A recent fire at the theatre in Saragossa, in which over six hundred people
had died, made Pina Manique acutely aware of the danger of the existing theatres n
Lisbon* All of these factors made the building of a suitable theatre, particularly for the

performance of opera, highly desirable.

As well as these practical considerations, we may be sure that Pina Manique was
anxious to take advantage of the opportunity to strengthen his own position as
Intendent General of Police. He had already set up street lighting in the city and
established the Casa Pia to house the city's orphans. These were not purely
philanthropic moves but part of a concerted effort to rid the streets of thieves. In the
same way, though a great theatre was much needed for its own sake, building 1t to

celebrate such an auspicious occasion would further his position at court, and if it

IThe most useful account of Pina Manique's involvement in the building and early functioning of the
T de Sio Carlos is Oliveira Martins (1948). pp. 12149 relevant documents are transcribed on pp.
339-353. The following paragraphs draw svstematically from that source.

Bnito (198%a). p. 77

30liveira Martins (1948). pp. 123-27.

Yd. p. 136
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could remain under his control, it would provide him with both a venue to contmue to
venerate the royal family and a means of influencing, through censorship, the public's

principal entertainment.

Pina Manique had no difficulty in financing the project. Early in 1792 he had granted
exclusive rights to deal in tobacco to a group of Lisbon capitalists headed by Joaquim
Pedro Quintela and Anselmo José da Cruz Sobral. At a time when the bourgoisie was
looking for ways to affirm its ever-increasing power, he found immediate support not
only from Quintela and Cruz Sobral, but also from their colleagues Jacinto Fernandes
Bandeira, Antonio Francisco Machado, Jodo Pereira Caldas, Joao Rodrigues Caldas,

and Antonio José Ferreira Sola®.

Pina Manique's proposal was that they should finance the building of the theatre, which
would be incorporated into the Casa Pia. They would be repaid by means ofa
combination of rents of the theatre and adjacent buildings, and the profit from lotteries
that Pina Manique would licence them to hold on behalf of the Casa Pia. Following
agreement to these terms, work began on 8 December 1792 on a plot of land which
Quintela sold for the sum of 6.2415492 réis® on condition that he and his heirs would
be given ownership in perpetuity of a double box nearest the stage on the same level as

the Royal Box, with an adjoining room and a separate entrance from the street.

The theatre was designed by José da Costa Silva, architect of the Ajuda Palace, and
was based on the design of the Teatro San Carlo, Naples, which was later destroyed by
fire (in 1816). Joaquim Pereira was in charge of ¢co-ordinating the building works,
while Pina Manique was able to do a great deal to facilitate the acquisition of materials.
Over the next six months building progressed at a frenetic pace and Pma Manique set
about obtaining the various licences he needed from Prince Jodo, now de facio Prince
Regent, and the Minister of the Realm, José Seabra da Silva, to enable the theatre to
be financed and to function as he wished. He also obtained permission to name the
theatre S3o Carlos. after Princess Carlota Joaquina, who gave birth to a daughter,
Maria Teresa, Princess of the Beira, on 29 April 1793,

The theatre's management was put in the hands of Francesco Antonio Lodi and André

Lenzi. Lodi was already an experienced impresario, having managed the Rua dos

30liveira Martins (1948). p. 144, The list of backers in Benevides {1883}, p. 9. makes no mention of
Rodrigues Caldas.

6id.. pp. 144-45. He further tells us that the final cost of building the theatre was calculated in 1800
as being 165.8458196 réis, of which Quintela contributed 18.4008000. as did Machado. Caldas and
Bandeira. while Ferreira Sola paid 18.3968290. Cruz Sobral 23.199$994 and [his son). the Baron of
Sobral. 13.6003000.
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Plate 1 Engraving of the Teatro de Sdo Ci.los as in 18781 Benevides (1883). p. 21



Condes Theatre at least during the 1791/92 season’, while Lenzi was a horn-player in
the Court Orchestra®. The musical director was to be Antonio Leal Moreira,

composer and court chapelmaster, who had been maestro at the Rua dos Condes since
1790.

It was Sunday 30 June 1793. The impresarios had displayed bills announcing the
opening of the new Real Teatro de Sao Carlos with an evening's entertainment that
included Cimarosa's popular ‘burleta’ (i.e. two-act dramma giocoso, opera buffa or
comic opera) La ballerina amante. The opening had been planned for the previous
day, St. Peter's Day, but for whatever reason there was a 24-hour delay®.

As the audience arrived at the new theatre, they would have found it much as 1t is
today!. Coming from the square outside beneath the covered portico, they would
have entered through one of five large doors into the spacious entrance hall and from
there, via the brightly-lit passage-way either to the stalls or up the stairs to the boxes.
The stalls were laid out on a slight incline, descending from back to front, divided mto
four by means of three parallel gangways, and had a seating capacity of 800. Thev
consisted of rows of benches with backs, one section of which, the plateia dos nobres
(noblemen's stalls), was upholstered. No women were allowed . the stalls. The 122
boxes were divided into five levels, twenty-four on each except the last with twenty-
six. They were decorated with beautiful arabesques and with three-armed candelabras,
hung in such a way that the light would not dazzle the five or six spectators in each.

In the midst of the boxes, rising above the entrance at the back of the stalls was the
Royal Box, above which, in turn, adjacent to the fifth-level boxes was one built
specially for the royal household. IfD. Jodo and D. Carlota Joaquina, the Prince and
Princess of Brazil, were present!!, the rich furnishings and royal coat-of-arms would
have been visible. If not, the royal box would have been draped with a blue silk curtain
embroidered with silver. Before the opera began and during the intervals, the

auditorium was lit by a massive crystal candelabra in the middle and four smaller ones

“Brito (1989). p. 108.

8Scherpereel (1985). pp. 23-26. etc.

“A lerter dated 27 June from José Seabra da Silva, the Minister of the Realm. to Prince Jodo and
Princess Carlota Joaquina (P-La 54-X11I-15.83) seeks confirmaton that they would be present for the
opening on 29 June.

WThe following description combines information from Ruders (1803-09), Letter 29 March 1300. as
given in Ruders (1981). pp. 88-89. and Bernard (1808), Vol. I. pp. 257-60. Ruders' account was
written in 1800, Bernard's in 1802/3. and possibly the theatre was not in such a finished state when it
first opened.

1They were evidently invited (see note 9).
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hanging just in front of the stage. On the ceiling was a clock with an enormous face
surrounded by lights. Separating the auditorium from the stage were two finely-
painted curtains both depicting mythological scenes, the outer one raised and lowered
at the beginning and end of the evening's entertainment, the inner one lowered only
during the ntervals.

As the curtain opened for the inaugural performance, the audience would have seen the
great stage, capable of holding at least eighteen wing-flats on either side, sloping
downwards, like the stalls from back to front, such that everything and everyone on

stage would have been visible even from the very back of the auditorium.

The cast for La ballerina amante was an all-male one, women being forbidden by the
Queen (Maria [} from appearing on the stage!2. The prima donna bujfa assolutal> was
Domenico Caporalini {(Madama Rubiconda), a castrato with a fine voice, at a time
when good castrati were becoming very difficult to find'*. The primo buffo assoluto
was Francesco Marchesi {D. Totomaglio), a renowned buffo originally from Bologna,
with over twenty-five years' experience, who had sung his present role in at least five
previous productions, as well as taking part in the world premiere at the T.
deFiorentini, Naples, in 1782, The Roman singer Pietro Guariglia, who played the
primo mez=o carattere (Monsu Franchillone), had sung in four earlier productions of
La ballerina amante (including two with Marchesi). The prima donna seria was the
castrato Michele Cavanna (Ortensia), and the minor parts were sung by Loretto
Olivieri (D. Petronio) and Paolo Boscoli (Mazzacogna), prim: buffi caricati, the
casirato Natale Rossi (Bettina), seconda donna, and Francesco Franchi (Cavalier

Bireno)!s. The orchestra was directed by maestro Antonio Leal Moreira. A bilingual

'2a11 contemporary visitors to Portugal make reference to the Queen’s prohibiuion. supposedly a
consequence of her insane jealousy of other women - onc of the many manifestations of her madness.
However. no decree as such has ever been found. [t mav just have been that following 3 scandal in
1774 between the Count of Oeiras (son of the Prime Minister. the Marquis of Pombal) and the singer
Anna Zamperini, women were banned from Lisbon stages by unwritten rule. rather than by legal
decree. The ruting did not apply in Oporto, which reinforces the idea of an unwritten rule. not a
decree

13The precise titles of singers' posts and their corresponding hierarchical position in the company
were of great importance to them. These titles were gradually inflated over the decades - as Rosselli
(1992) 1ells us: ‘By the 1800s a seconda donna had to be known as altra {other) prima donna.
assoluto. originally applied to one person only. came to be demanded by all leading performers. those
billed 15 ‘co-cqual' (a vicenda) might. at worst. have to have their parts assigned by lot and therr
names printed diagonally across each other [in the libretto].” (p. 168) See also the summary of voice
names and what they actually corresponded to in the introduction to Appendix II (Singers).

HBrito (1989a). pp. 66-68. writes of the great difficulty in recruiting good singers, especially castrati
for the roval theatres during the 1780s and early 1790s. One of the castrati they unsuccessfully
approached at that time was Domenico Caporalini.

15For details of the operas performed in Portugal 1793-1828, sources. etc. see Appendix |
{Chronology. for details of singers' biographies and careers, see Appendix [I (Singers).
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libretto was printed for the production, the Italian text on the left-hand pages, a

Portuguese translation on the right, a practice maintained throughout our period.

As for the performance itself and those who attended we know almost nothing. The
opera was given in two acts and was repeated on 1 and 3 July, at least. Between the

acts two ballets by C. Gioia were given: Felicita lusitana and Gli dispetti amorosi.

[ides
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The audience probably consisted chiefly of members of the merchant classes, including
the capitalists who funded the puilding of the theatre, rather than the nobility. Joaquim

Pedro Quintela is almost certain to have been present in his specially large box.
The remainder of the first theatrical year

As in Italy, the 'theatrical year' continued until Shrove Tuesday the following calendar
year (4 March 1794), the Summer season continuing till late August, the Autumn
season from then till late November, a Winter season during Advent and the Carnival
season from 26 December till Shrove Tuesday'é. During the rest of 1793/94 there
were performances of three more operas by Cimarosa, two works each by P. A.
Guglielmi, Sarti and Paisiello, and one, Gli amanti della dote. by the Neapolitan
composer Silvestre Palma!’; in addition, Moreira's one-act pequena farsa dramatica
entitled 4 Saloia Namorada. ou o Remédio ¢ Casar, to a libretto by the Brazilian
Domingos Caldas Barbosa, received its premiere on 9 December 1793, the jount

Benefit'® night of Caporalini and Cavanna.

Following the tradition at the T. da Rua dos Condes, all the operas performed at the
new theatre were comic works and all those that originally had three acts were, like La
ballerina amaitte. given in two-act versions. Two operas - Cimarosa's Chi dell'altrui
si veste presto si spoglia and Giannina e Bernardone - had already been performed at
the T. da Rua dos Condes. Although a new libretto edition was printed for the former,
it was not printed for the latter. This non-printing is more important than might at first
appear, for while up to 1808 and from 1818 libretti were seemingly printed for the
great majority of productions, this was not invariable and throughout the period under
study here there are cases of productions we know of only through other sources - a
few theatre bills, occasional newspaper announcements, the accounts of a Swedish
priest resident in Lisbon and, from 1816, sporadic reviews in foreign periodicals. It 1s
probable, therefore, especially in years when our only source of mformation is libretti,
that there were other operas performed about which we have hitherto found no
information. We are not. therefore, in a position to say with absolute certainty that this
or that opera was never performed at the T. de Sdo Carlos, only that we have no

evidence that it was. Obviously too, any critical observations about the repertoire

1611 1794 and 1795 the T de Sdo Carlos was completely closed during Lent. The Spring season ran
from Easter to mid-June.

Though attributed 1n the printed hbretto and all sccondary sources to P. A. Guglielmi. the evidence
against this is irrefutable See Plate 3 on the next page. This and other errors are fully discussed in
the corresponding entrv in Appendix | (Chronology).

18Again as in ltaly. singers and dancers were often entitled under the terms of their contract to one or
more Benefit nights. in which part or all of the proceeds went (o the beneficiary or beneficiaries.
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must not only take into account productions we know of but for which no libretto was
printed, but also the probability that there were still further operas performed for which

no evidence at all has survived.

Although the T. de Sdo Carlos was a public theatre at which royalty had a permanent
invitation and place (the royal box), not a court theatre to which the monarch invited
whoever he or she chose, royal birthdays and name-days were regularly celebrated,
usually with a lavish new production and/or a specially composed ode (elogio) or
cantata. During the opening opera year Queen Maria I's birthday, on 17 December

1793, was marked by a production of P. A. Guglielmi's La virtuosa in Mergellina??.

The principal singers will have been contracted to the end of the theatrical year, with
the possibility of renewal by mutual consent. This was the usual custom in Naples,
Sicily and in theatres outside Italy, though not otherwise usual in other Italian cities,
and while it remained the general rule throughout our period, some singers seen to
have been taken on for 12 months across theatre years, e.g. by calendar years. Clearly
100, to judge from their isolated appearances in libretti or other sources, some $ingers
must have been engaged on an occasional basis. Caporalini, on the other hand, may
have been contracted for as many as seven years2. One other major singer joined the
company during the first theatre year - Antonio Brizzi, who had already svrz as a
hasso buffo at the T. da Rua dos Condes in 1791 and who is first recorded at the S.
Carlos in January 1794, now in mezzo carattere (tenor) roles. In Paisiello’s La
molinara Pietro Guariglia was replaced as primo mezzo caratiere by Pietro Jobit.

Faster 1794 o Lent 1798

After a closure during Lent the theatre reopened for the 1794/95 year after Easter.
very likely on 25 April (the Friday after Easter Sunday), when Princess Carlota
Joaquina's birthday was celebrated with a new production: Una cosa rara by Martin 1

Soler (Martini). From then till Lent 1798 the repertoire followed much the same lines

19The principal roval birthdays and name-days celebrated at the Teatro de S. Carlos during our period
WEIeE:

Birthday Name-day
Queen Maria [ 17 December {not celebrated)
Prince Jodo=Prince Regent=King Jodo VI 13 Mav 24 June
Princess/Queen Carlota Joaquina 25 Apnl + November
Prince Pedro=King Pedro [ 12 October 29 June
Prince {King) Miguel 26 October 29 Seplember

204 ¢ we shall see. when the Lodi-Lenzi partnership ran into financial difficulties in October 1793.
they were looking for a new manager who would honour Caporalini's contract. which continued sill
Shrovetide 1800.
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as during the 1793/94 year. The repertoire consisted almost entirely of two-act
dramme giocosi, or double bills of one-act farse (or one-act versions of longer works,
¢.g. the originally three-act dramma giocoso entitled Li dve castellant burlati by
Fabrizi). Such other works performed were all within the capabilities of a huffa
(comic) company - Paisiello's Nina. ossia La pazza per amore (Commedia...),
Nasolini's Eugenia (Dramma per musica), etc. The most popular composers were
Cimarosa, Paisiello and P. A. Guglielmi, in that order, but with significant
contributions from Sarti, Martin i Soler, Anfossi, Gazzaniga, Salieriand P. C.
Guglielmi, who was present in Lisbon in 1795. Moreira again contributed a single
work in 1794 - 4 Vinganca da Cigana, the only opera of his to be revived in modern
times - and in 1795 L'eroina lusitana. Of note too are two works of the French
repertoire but sung in Italian - Dalayrac's / due ragazzi savoiardi and Kreutzer et al.
l.odoiska. both staged in 1796. Like Grétry's Riccardo cor di Leone, the fated final
production at Salvaterra in the Camival of 1792, the first performance of these operas
in Ttalian was given at Monza, and apart from a performance of | due ragazzi savoiardi
at San Pier d'Arena in the Autumn of 1793, these works appear otherwise only to have

been performed in Italian in Portugal

Following completion in 1796 of the Sala Nobre (known today as the 'Saldo Nobre)
above the entrance hall, on the second floor of the ilizatre, ‘oratorios' (a blanket term
embracing such diverse works as Jommelli's Miserere Psalm, Paisiello’s Passione di
Gesit Cristo and operas on sacred themes) were given there during Lent. From the
libretti it appears that these oratorio performances were sung but not acted?'. It s
significant that oratorio performances in 1796, unusually, were advertised in the
Gazeta de Lishoa, probably to draw special attention at a time of vear when the theatre
was normally closed.

Caporalini continued to be prima donna huffa throughout this period. Francesco
Marchesi remained primo buifo assoluto, except for a period during 1795 and 1796,
when he was singing in Madrid; he left Lisbon after Carnival 1798. During Marchesi's
absence in Madrid, his place was assumed principally by Gaetano Neri, an experienced
huffo, who had sung in London as well as many major Italian theatres; he subsequently
took Marchesi's place for a vear in Madrid, returning to Lisbon in the Spring of 1797.
Other significant buj/fi were Girolamo C rucciati, primo buffo Summer 1794 to Autumn
1795 before also going on to Madrid; Giuseppe Tavani, a younger singer, who began
al the S. Carlos in Summer 1795; and Andrea Guglielmini, who brought over twenty-

21 The libretti consistently designate these works as “componimento sacro destinato cantarsi” rather
than "da rappresentarst”.
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five years' experience with him when he began in October 1797. An additional primo
me==zo carattere, Luigi Bruschi, was engaged following Pietro Guariglia's departure.
From Summer of 1795, the primo mezzo carattere was Michele Schira, who remained

in Lisbon off and on for the next twelve years.

As a reminder, on the one hand, of the difficulties the theatre continued to experience
in trying to obtain castrati for women's parts, and, on the other, of the vicissitudes that
singers sometimes had to face, it is perhaps worth highlighting the case of one 'minor’
singer. Pasquale Rossetti is first recorded as singing at the T. de Sao Carlos on 19
August 1795, in Alessandri's La finta baronessa. He was only fourteen years old and
apprenticed to a retired opera singer tumed singing teacher, Lorenzo Galeffi, who was
likewise a castraro. His engagement at the S. Carlos marked the beginning of
Rossetti’s professional career and although it was common for castrati to begin singing
professionally in their mid teens, this is the only known example of an Italian of this
early age being recruited for the S. Carlos - no doubt, older, available, remotely
competent castrati could not be found. The boy continued to sing small female parts
at the theatre for just under two years, his last known appearance being on 20 May
1797 in Cimarosa's ¢ frame deluse. Ten days later he died - of causes not recorded -
at the age of sixteen, being buried next day at the Italian church of the Loreto, a few
hundred yards from the theatre?2.

Because Lent was the traditional rest period for singers, who were not therefore
normally available at that time of year, for the Lenten oratorios, in 1797 and 1798, two
castrati from the Royal Chapel were used - Francesco Angelelli and the singer-
composer Giovanni Battista Longarini. The former had been contracted for the royal
theatres in 1791, not long before their permanent closure and was to remain in Lisbon

for the rest of his life.

Ballets remained a permanent feature between the acts of two-act operas or between
double-billed farse, and by 1796 there was also a company to perform Portuguese
comedies (mainly farsas). As well as being performed on certain days when there was
no opera, they became a regular feature after Act II of operas or the second farsa®.
The only contemporary commentator, J. B. F. Carrére, makes reference to the use only

of men in these entertainments as well as in the opera:

22For further details regarding both Rossetti and Galeffi. sce Rossetti's entry in Appendix I (Singers).
BThe Gazeta de Lisboa of 13 February 1796 tells us that from the following Easter opera would be
performed on Tuesdavs. Thursdays and Saturdays. while Sundays. saints' Days and other appropriate
days would be reserved for Portuguese comedies. See also Benevides (1883). p. 49.
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They have no female actors. The women's parts are performed by men, by
castrati at the opera and by bearded men in the Portuguese pieces and in the
ballets. It seems quite ludicrous to a stranger to hear a rough masculine voice
proceed from the figure of a young shepherdess, a princess or a fine lady: it is
not less so to see young shepherdesses, country girls and nymphs perform a
ballet with beards that shock the eye of every spectator. The rouge with which
they bedaub their faces only renders the dark tinge of their beards more
prominent; and this mixture of hues gives them the aspect of furies, contrasting
in a very grotesque manner with the characters they represent?.

Among the elogios for royal birthdays/name-days particular mention should be made
of A Estancia do Fado, a spoken ode by the eminent Arcadian poet Manuel Maria
Barbosa do Bocage, performed at the S. Carlos on the Queen's birthday in 1797 by

actors from the Portuguese company?*. There were also occasional concerts=5.

HCarrére (1309). pp. 45-46.

=*The hbretto describes it as an 'Elogio dramatico para recitar-se'. i.e. for recitation rather than
singing. though the three performers involved. Antonio Manuel Cardoso [Nobre| . Vitorino Jose Lelte
and Jodo Anacleto de Sousa arc all known (Tom other contexts to have been singers as well as actors.
The Portuguese farsa repertoire is discussed in Chapiter 6.

%6These were generally announced in the Gazeta de Lisboa and are discussed and listed in Brito

( 1989b). pp. 167-%7.

25



Chapter 2
The Teatro de Sdo Carlos, Lisbon (1798-1807)

Crescentini and the introduction of opera seria

With the re-opening of the T. de Sdo Carlos after Easter in 1798 began a new era, a
whole series of events both musical and political which would make future generations

look back upon it as a period of turning points and glory.

To begin with, the management had decided to put on performances of opera seria for
the first time. The importance of this decision cannot be overstated. No opera seria
had been performed in Portugal since December 1791 (Robuschi's Attalo re di Bitinia,
at the Ajuda theatre!) and none in a public theatre since the collapse of the Sociedade
dos Teatros Publicos in 17742, Without a royal subsidy and no longer receiving
financial support from Pina Manique?, it was a ruinously expensive undertaking. It
seems likely, therefore, that the decision had considerable backing from the theatre’s
original backers, wishing to emulate both the court of earlier times and comparable

theatres in other European capitals.

Whatever the reasons, musically it was a windfall, for not only did it mean the
opportunity to hear a much broader repertoire (which was probably aftmost in the
audience's mind), but to enjoy the spectacle and, most of all, good singing. In this last
respect they were indeed fortunate, for the impresarios had managed to engage
Girolamo Crescentini, one of the last and greatest castrati, whom the royal theatres
had tried unsuccessfully to engage some years earlier*. With Crescentini came the
tenor Gustavo Lazzerini, with whom he had been singing at La Scala, Milan, the

previous Carnival, and another castrato, Giovanni Zamperini.

The new seria company sang for the first time on 13 May 1798, the birthday of Prince
Jodo, and, coincidentally, the day the Teatro de S. Jodo opened in Oporto. The opera
they chose was Sarti's two-act Giwlio Sabino. Between then and the end of the year,
they performed regularly, with new productions to mark royal occasions, such as
Princess Carlota Joaquina's name-day (4 November), when what was probably the first
of Mayr's operas to reach Lisbon (La Lodoiska) was first performed and the Queen's

!Brito (198%a). p. 166.

2For details of this episode see Brito (1989a). pp. 90-97.

3 According Lo Benevides (1883). p. 53. who goes on to give an account of the lotteries for which the
management was granted licences in order to raise money.

*Brito (19%892). p. 67.
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birthday (17 December), when Gli Orazi e i Curiazi, specially written by Cimarosa for
Crescentini (Venice, Fenice: 26 December 1796), received its Lisbon premiere. Also
among the operas performed that year was Zingarelli's Giulietta e Romeo (premiere:
Milan, Scala: 30 January 1796), which had likewise been written specially for
Crescentini. Both this opera and Gli Orazi e i Curiazi were to remain in the repertoire

on and off throughout Crescentini's five-year stay.

At the same time, opera huffa, ballet and Portuguese comedies continued to be
performed. The general situation at the S. Carlos at this time is described by Heinrich
Link. who visited it during the 1798/9 theatrical year:

...It was at that time in all respects excellent, and the singers have rendered
every other opera to me mnsipid. The best of these performers was added to it
at that time, when the French occupied Rome and turned out the casrran from
the great opera. Crescentini eclipsed all the rest; but [ should only name him to
those who knew Italy, which is the mother of music, before the late troubles.
In Lisbon unmarried women are not allowed to perform at any theatre; and
here, where their places are supplied by castrati, little more 1s lost than an
illusion of the imagination, which perhaps misleads the judgement. The opera
was my principal amusement at Lisbon. The house is large and handsome. the
disposition of its parts excellent, and the attention of the manager that everyone
should be in his proper place, very exemplary. Sometimes also Portugueze
[sic] operettas are performed, generally farces, as afterpieces, in which the
Portuguese language has a pleasing effect in the mouth of Zamparmni [sic]*.

Things did not remain good for long, however. In October the impresarios. already
feeling the massive financial burden of staging opera seria, put an announcement in the
Gaceta de Lisboa advising the public of their intention to give up the manazement at
the end of the season (Carnival 1799) and mviting offers to take over their assets and
liabilittes:

The impresarios of the Royal Theatre of 5. Carlos, having resolved at their cost
to terminate the aforesaid management at the end of next Carnival, make
known to each and every person who might wish to undertake this business
that the said impresarios have to find some person within the space of a month
from the publication of this notice, to deal with and agree to the purchase of
the sets, wardrobe and other furnishings belonging to the management for a
modest sum: it being understood that the person who takes this business upon
himself will be obliged to make good and take responsibility for the terms of
Domenico Caporalini, who is contracted up to the end of Carnival 18008,

*Link (1801). p. 216. The 'Zamparini’ referred to was Giovanni Zamperini - see entry in Appendix II
iSingers). The “late troubles” refer 1o the Napoleonic invasion of lialy.

6"Os Empresarios do Real Theatro de S. Carlos. achando-se resolvidos a finalizar por sua conta a
referida Empresa para o fim do Entrudo proximo futuro. fazem saber a toda ¢ qualquer pessoa que
quizer emprender esta Negociagio que haja de procurar os ditos Empresartos no termo de hum mez.
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Apparently no-one was forthcoming, and the end of the season saw not only the
departure of the impresarios Lenzi and Lodi but also maesiro Leal Moreira’ and the

singer Lazzerini,

As in the previous Lent, oratorios were performed in the Sala Nobre and for one of
them Angelelli was once again brought in from the Royal Chapel, this time, together

with Giuseppe Capranica.

For want of a new management for the start of the new season, the responsibility was
undertaken by Caporalini himself in collaboration with Crescentini. To replace
Lazzerini, Vincenzo Praun was engaged. It is not clear, however, who occupied the
post of maesiro, though the function appears to have been carried out by the violinist
and composer Francesco Federici®. To open their season, on 25 March, Caporalini and
Crescentini put on Salieri's Axur re d'Ormuz, which they advertised in the Gazera®.

The repertoire continued to alternate between opera seria and buffa, and an
announcement appeared in the Gazeta of 9 July that for the rest of the Summer opera
seria would be performed on Sundays with opera buffa on Wednesdays. Among the
composers represented in 1799 for the first time at the T. de S@o Carlos was the
Portuguese composer Marcos Antdnio Portugal (known in Italy and the rest of Europe
as Marco Portogallo), three of whose comic works were performed that year'®. Also
worthy of note that year is the performance on 3 July of a 'nova cantata seria' by
Paisiello, a setting of the Metastasian libretto L 7sola disabitata. The fact that the

contado da publicagio deste 1viso, para ralarem € convirem na compra do Scenario. vestuario. € mais
mavers pertencentes 3 Empresa. que sera feita por uma modice avaliagdo bem entendido que 2 pessoa
que sobre si tomar e¢sta Negociagdo. serd obrigado a fazer boa, € a tomar a s1 a Escnitura de Dontingos
Caporalini. que se acha escriturado até o Entrudo de 1800." Gazeta de Lisboa. 2 October 1798,
Supplemento.

Benevides (1883), p. 56. draws sttention to the fact that Crescentini 15 not mentioned 1n this Notice
and suggests that he had onlyv been contracted for one vear (1798/99). as was evidently the case with
Lazzenni. Circumstances in ltalv at this time must have been sufficiently uncomfortablie for
Crescentini to accept a relatively modest deal in Porwugal. i.e. a one-vear contract on terms that Lodi
and Lenzi could afford.

"Moreira's name appears for the last time in the ltbretio for Marcos Portugal's La donna di geniv
volubile on 23 January 1799

$Moreira is traditionallv said to have remained maestro until 1800, giving up the direction in favour
ol his internationaliv-recnowned brother-in-law Marcos Portugal that vear. a view probably stemming
trom the entry for Moreira in Vieira (1900). We know. however. from Ruders (1805-091, in his letter
of 29 March 1800. that Francesco Federici was already present in | 799 and functioning as maesiro,
though not named as such in the corresponding libretti. In Spring/carly Summer 1800 Federici's
name does appear in two libretti. The traditional view is clearly untenable.

Gazeta de Lisboa. 23 March 1799. Supplement [I.

107,a donna di genio volubile was given still under the Lodi-Lenzi management: Rinaldo d'1ste and If
barone spazzacamino under the new management.
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Gazeta describes it as 'new' suggests that it may have been written by Paisielle
specially for Lisbon but, in the absence of a score to prove this, we have to admit that
it is more likely to have been a pastiche'!.

On 15 June Prince Jodo was proclaimed de jure Regent of Portugal, a position he had
effectively occupied since early in 1792. Among the celebrations that followed this
proclamation was a gala organised by Pina Manique at the T. de Sdo Carlos on 28 July

and reported in the Gazeta on 2 August:

On 28 July at the Royal Theatre of S. Carlos the Intendent General of Court
and Kingdom, Diogo [nacio de Pina Manique, by virtue of the zeal that so
distinguishes him, wishing to applaud the publication of the decree concerning
the Regency of H. M. the Prince, gave to the upper nobility, the diplomatic
corps and a substantial number of notable persons of all classes, a gratis
performance of the drama Giulio Sabino with refreshments for all, as delicate
and copious as well-served. Their Royal Highnesses, to give a public
demonstration of the esteem in which they hold the said officer, deigned not
only to be present at the performance but even to take refreshment, which was
served to them at separate tables and which, as well as a table of state, he had
provided with the greatest sumptuousness for these royal personages and for
their retinue, such that profusion was seen to compete with exquisiteness.
After the Drama, between whose acts the Dance entitled the Conguista da
Flérida Branca was given, a licenga ot birthday poem dedicated to H. M. the
Prince, which that same piece includes, was sung; and the entertamment
concluded with a Fiddle solo played by the celebrated Luisa Gerbini. After 1t
was over, their Royal Highnesses withdrew amid the acclamations of that
immense number of spectators in whose countenances shone the joy of having
enjoyed in the presence of their Prince and Princess so magnificent a feast. in
everything so utterly commensurate with its objective'?.

I The practice at this period of adding and substituting arias from other operas was taken for granted.
varving from the insertion of one or two pieces to the assembling of an entire opera from
miscellancous sources. Such a ‘pastiche’ would then be ‘honestly’ attributed 1o 'varii’ or ‘diversi
compositori’. or more otten to onc of the composers whose music was represented. This is likely to
have been the case with L'isola disabitata.

12"Querendo o [ntendente Geral da Policia da Corte ¢ Reino. Diogo Ignacio de Pina Manique. por
effeito do zelo que tanto o distingue, applaudir a publicagio do Decreto sobre a Regencia do Principe
N S.. deo Domingo 28 de Julho no Real Theatro de S. Carlos & primeira Nobreza. ao Corpo
Diplomatico ¢ a hum crescido numero de Pessoas conspicuas de todas as classes. huma representagio
sratuita do drama Julio Sabino. com hum refresco geral tio delicado e copioso. quanto bem servido.
SS. AA. RR.. por darem huma publica demonstragdo da estima que thes merece o dito Magistrado. se
dignario ndo s0 de assistir 1 mesma representagdo. mas até de tomar o refresco. que lhes foi servido
de differentes Mezas. que além d'huma d'Estado, tinha elle feito preparar com a maior sumptuosidade
para as mesmas Reaes Pessoas. e para as da sua comitnva. vendo-se alli competir o profuso com o
exquisito. Apds o Drama. em meio de cujos Actos houve a Danca intitulada a Conquista da Florida
Branca. sc cantou a Licenga ou Poema Natalicio dedicado ao Principe N. S. . que traz a mesma Pega:
¢ concluto-se o Espectaculo com hum Solo de Rabeca que tocou 1 celebre Professora Luiza Gerbini.
Acabado que foi. se retirdrio SS. AA. RR. entre as acclamacdes daquelie immenso numero de
espectadores. em cujos semblantes transluzia o jubilo de terem gozado em presenga dos seus Principes
d'hum Festim 1i0 magnifico e em tudo tio proporcionado ao seu objecto.” Gazeta de Lishoa. 2
August. 1799.
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Among the first moves that the Prince Regent made was to remove the prohibition of
women appearing on the Lisbon stage, and on 16 October, if not sooner, Marianna
Albani became the first singer to do so at the T. de S&o Carlos, in a performance of
Settimo Marino's Didone, an opera composed for her at Oporto the previous season.
As of early November!3 the number of performances per week doubled, with opera
seria on Sundays and Wednesdays, and opera bujffa on Mondays and Fridays. A
notable feature of the repertoire that Autumn and Winter was the inclusion of two
operas by Dalayrac, namely Camilla ossia La sepolta viva (from 29 November) and a
revival of Raollo signore di Créqui. As was the case with the operas from the French
repertoire performed a few years earlier, ¢ amilla had otherwise only been performed

in [talian at Monza.

Present in Lisbon throughout this year and for the next two was the Swedish Lutheran
pastor Carl Israel Ruders. A highly observant and perceptive man, he was also an avid
opera-goer. In his letter home of 27 February 1800 he describes the theatre and the

state of opera over the past year. Referring to the previous Spring (1799) he says this

of the singers:

The castrato Crescentini was then and still is the best performer of serious
roles.

He is justly considered one of the greatest singers in the world. In the tragedies
that he takes part in, the female roles are played by the castrato C aporalini,
who without having a voice comparable to his, is nonetheless a good singer and
makes a good actress. As well as these there are other singers: Praun, of
German origin (his voice cannot be called exactly beautiful but he knows music
well and is an excellent actor in both serious and more elevated comic roles):
Schira, with a better voice than Praun's, but not such a good actor in either
type: and finally Tavani, an excellent bass and good comic actor, but a bad
actor in serious pieces, for which he is unfortunately still indispensable. The
rest are: Gaetano Neri, reasonable in burlesque roles, Bologna and Rastrelli tor
minor supporting parts, both equally bad, and the castraii Domenico Nen,
Pepi, Bonini and Cavanna, who play the female parts. All of these last, whether
as singers or actresses are from every point of view lamentable and at every
performance receive from the public further demonstrations of their
displeasure!*.

13 Announced in the Gazeta de Lisboa. | November 1799

14+ O castrado Crescentini era entdo. ¢ é ainda. o melhor artista para papéis serios.

E justamente considerado como um dos maiores cantores do Mundo. Nas tragédias em que ele toma
parte. quem faz os papeis de mulher € o castrado Caporalini. que sem ter uma voz comparavel a sua.
nem por isso deixa de ser um bom cantor ¢ que vii muito bem como actriz. Além destes. ha mais,
como cantores: Praunn [sic|. de origem alemi (a sua voz ndo pode precisamente chamar-se bela. mas
sabe musica muito bem e ¢ um aclor excelente. tanto nos papéis dramaticos. COmO oS COMcos de
alguma elevagio): Schira. com uma voz de tenor melhor do que a de Praunn [sic]. mas pior actor em
todos os géneros; e. enfim. Tavani. excelente baixo e bom ¢Omico, mas mau actor em pegas seras. das
quais nio pode 3inda, infelizmente. ser dispensado. Os restantes sio: Gaetano Ner. razodavel em
papeis de espalhafato; Bologna e Rastrelli. figuras subalternas e sempre igualmente mas: ¢ os
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He also gives us a fascinating account of the reception of the first women to appear,

three singers and a dancer:

Three new actresses and a female dancer were, by permission of the Prince
Regent, contracted for six months. Marianna Albani substituted the castrato
Caporalini in certain roles and was enthusiastically applauded, more out of the
pleasure of novelty than because of her talent, which is rather mediocre in both

acting and singing.

Luisa Gerbini, who arrived during last summer, at first gave fiddle concerts, but
was later contracted also as a singer...

As a singer Mademoiselle Gerbmni is not bad either. At present it is she who
does most of the tragic roles, though she is accused fundamentally of making
the action too frigid and lacking in life. They don't give her any credit,
however, for being a good reliable singer. Her voice is clear, strong and
agreeable.

The third singer is called Joaquina Lapinha. She is Brazilian by birth and the
daughter of a half-caste mother, which is why she has rather dark skin. She
gets round this problem, however, by using cosmetics. Apart from this, she has
an impressive figure, a good voice and a keen dramatic sense.

The new dancer, Giuseppa Radaelli Pontigi, came from Spain at the beginning
of this year, fleeing the persecution of a certain Spanish lady, to whom she gave
reason to be jealous. She is really graceful in the Italian ballets and has, in fact,
a considerable talent for the pantomime,

It was with these new performers that the Italian theatre auspiciously began to
pick up??,

castrados Domenico Neri. Pepi. Bonini ¢ Cavana [sic), que representam papéis de mulher Estes
ultimos. quer como cantlores. quer como actrizes. sio de todo o ponto de vista lamentavets. € em cada
especticulo recebem do publico novas demonstragdes de desagrado.” Ruders (1803-09). Letter 29
March 1800. (1981}). pp. 20-91.

13Trés novas actizes ¢ uma dangarina foram, com autorizagdo do principe regente. contratadas por
seis meses. Mariana [sic] Albani substitui o casirado Caporalini em certos papéis. ¢ fol
entusiasticamente aplaudida. mais pelo prazer da novidade do que pelo talento. que ¢ bastante
mediocre. tanto na representagdo como no canto.

Luisa Gerbini. que chegou no Verdo. dava. a principio. concertos de rabeca. mas [oi. depois
escriturada também como actriz. . 7

Como actriz. Mademoiseile Gerbini também nio ¢ ma. E ela quem actualmente faz a maior parte dos
papéis tragicos. embora a acusem. fundadamente. de conduzir a acgdo com demasiada frieza e falta de
vida. Nio se lhe faz. porém. favor nenhum considerando-a como uma boa e segura cantora. A voz ¢
clara. forte ¢ agradavel. ‘

A terceira actriz chama-se Joaquina Lapinha. E natural do Brasil ¢ filha de uma mulata. por cujo
motivo tem a pele bastante escura. Este inconvenienie. porém. remedeia-sc com cosmeticos, Fora
disso. tem uma figura imponente. boa voz ¢ muito sentimento dramatico. A nova dangarina,
Giuseppa Radaelli Pontigi. veio de Madrid no principio deste ano. fugida i perseguigdo de certa dama
¢spanhola. a quem ela deu motivos para ter ciumes. E bem galante na danga italiana e tem. de facto.
um grande talento para a pantomima. Foi com estes novos artistas que principiou. auspiciosamente. a
tevantar-se o leatro italiano.”

Ruders (1805-09). ibid.. (1981). pp. 92-94.
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Ruders' comment in this last sentence is of some importance. The prospects for
Caporalini and Crescentini at the beginning of the season must have seemed somewhat
dire. But, whether as a direct consequence of being able to bring in women or simply
as a result of good management in a more general sense, by the end of the season the

theatre seems to have been running quite smoothly'®.

With Caporalini's contract now at an end, he departed for [taly at the end of Carnival
1800. The management was assumed by Giuseppe Durelli!?, on behalif of the Count of
Ribeira Grande!®, and Francesco Federici was made officially maestro. According to
Ruders, the theatre reopened three weeks late after Easter as the result of a
government prohibition and the first libretto printed that season was Caruso’s
Alessandro nell'Indie for the Prince Regent's name-day, on 24 June. By August 1800
Marcos Portugal, having returned from his eight-year stay in Italy, took over the post
of maesiro. which he was to retain from then till Carnival 1807. To replace Caporalini,
the singer Marianna Vinci was contracted and she made her first appearance on 25 July
in the title role of Nasolini's La morte di Cleopatra, with Crescentini as Marco
Antonio. Both had sung these roles before - Vinci at Madrid in 1798, Crescentini at
Trieste in 1792, Ruders, who was present on this and subsequent occasions describes

them in the following terms:

"[Marianna Vinci] has a lovely voice, clear and strong.

I have never heard a woman sing with such expression as her, especially on
certain days. One of these was when Crescentini, out of illness or spite, did not
do justice to his role; never has Marianna Vinci sung with such grace and
freshness. Crescentini, too, has never employed such resourcefulness and skill
as on her opening night.

The castraro. granted that he exceeds her in knowledge, training and voice
range, cannot stand having anyone with talent at his side. And for this reason.
together perhaps with others that I don't know about, the two artists are
already sworn enemies!?.”

16R uders (1805-091. ibid.. (1981). p. 90, remarks on the good administration:

“Were it not for the numerous population of the city. the national taste for theaire. the incomparable
talent of the performers. and the good administration of the receipts [present author's italics| (in spite
of the Juxury of the decorations and the wardrobe). it's impossible to understand how it is that this
theatre. with all its defects. could bring the management any profit.”

("Se ndo fosse a numerosa populagdo da cidade. o gosto nacional pelos espectaculos. o talento
incomparavel de certos artistas. ¢ a boa administracdo das receitas {apesar do luxo das ornamentagdes
¢ do guarda-roupa). ndo se poderia compreender como € que esie leatro. com todos os seus defenos.
podia dar beneficios n0s empresarios.")

17Qriginaily a singer. For his background see Appendix Il (Singers).

18Benevides {1883). p. 62. suggests that the Count of Ribeira Grande was acting on the Government's
behalf and that the theatre was thus effectively under direct government control.

19"{Marianna Vinci) tem uma voz linda, clara e forte.
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But if this rivalry was good fodder for gossip, it was nothing in comparison to that
around the dancer Giuseppa Radaelli Pontigi and the tenor Michele Schira just before

the previous Easter:

Mademoiselle Radaelli, the dancer of whom I spoke in my letter about the
theatre is now called Schira.

La Chronigue Scandaleuse, which is not lacking i Lisbon either, tells that Sig.
Schira, actor and tenor by profession, simply by the enchantment of his voice
and figure on stage, without any further personal acquaintance, utterly
conquered the heart of the daughter of a merchant of this beautiful, rich city,
and that the father, to put an end to his daughter's despair went personally to
ask the tenor to be his son-in-law.

The latter, however, who of course did not hesitate to refuse the mvitation,
which the disappointed father made, had now fallen hopelessly in love with the
enchantments of the new dancer - who offstage, between ourselves, others
regard as rather mediocre - and without further ado ran to announce to her his
respectful desire to be united with her amiable person for ever by the sacred
ties of Hymen. Mademoiselle Radaelli, who had recently been victim of the
persecution that a powerful, jealous woman had moved agamst her m Spam,
considered the marriage less bad and that it would afford her some protection
against similar circumstances. There was, however, one drawback: the Spanish
Marquis, husband of this powerful lady, probably to indemnify Mademoiselle
Radaelli for the trouble his wife was causing her, had set up for her a daily
allowance of 16 rostdes, which would continue as long as she remained single.
An uncle of the dancer's, who had accompanied her to Portugal and could not
willingly resign himself to seeing her lose the Marquis' allowance, was furiously
opposed to this marriage project. But as it was Mademoiselle Radaelli who
maintained the uncle, she took no notice of his opposition, raising ever more
the prayerful hope of her beloved.

Desirous, however, to reconcile her future situation with the inclination of her
heart prudently, she resolved straight after getting married to set off for Spam,
with a view to presenting her husband to the generous Marquis and beseeching
a continuation of his favours. And the business was carried out with such skill
that the Marquis not only maintained the allowance but granted the uncle, who
had accompanied her and thereafter was to remain in Spain, a daily allowance
of 8 rostdes, as an act of recognition of the interesting relations that he, the
Marquis, had formerly maintained with the niece®.

“Nunca v1 muther nenhuma cantar com tanta expressdo como ela, sobretudo em certos dias. Um deles
foi quando Crescentini. por doenga ou por despeito. ndo conseguiu dar relevo do seu papel. nunca
Mariana {51¢] Vingi cantou com mais brio e frescura: tambeém Crescentinl nuitca pds em acgio mais
recursos e aptiddes do que na noite em que ela se estreou.

O castrado. posto que a exceda em saber. em escela e em extensdo de voz. ndo pode suportar 20 s€u
lado nenhum outro talento. E. por este motivo, junto talvez a outros que desconhego. que os dois
artistas sio ja immigo Agadais.”

Ruders (1803-09). Letter 13 August {800, (1981 p. 117

20"Mademoiselle Radaeli [sic) a dangarina de quem falei na minha carta sobre teatro chama-se agora
madame Schira.
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From the libretti printed at this period we can easily be led to the view firstly that
relatively few operas were performed - m 1800, for example, only five. Secondly,
there would appear to be a preponderance of apera seria, a fact remarked upon in
Carvalho (1993)2!. From Ruders it is clear, however, that this is an oversimplification.
Operas from previous seasons were maintained in the reperto ire and were revived after
each new opera had received a few consecutive performances. Besides this, a
considerable number of opere buffe were performed without any libretto being printed
- in 1800, again for example, Cimarosa's L 'italiana in Londra and Giannina e
Bernardone, Paisiello’s /I marchese di Tulipano and a revival of Gazzaniga's /! disertor

francese.

An important addition to the repertoire in December 1800 was the first of Marcos
Portugal's new operas written for the T. de Sdo Carlos. This opera, Adrasto re
d'Egitto, was scheduled for the Queen'’s birthday, on 17th, but delayed by order of Pina
Manique {as appears often to have happened) until 21st. Ruders, as usual, was

present:

...This music is generally praised.

The overture gained great applause and Sr. Portugal for his Benefit nighi on 22
December must have come away with 2,000 Riksdalers. With my poor powers

«La Chronique scandaleuse». que 12mbém ndo falta em Lisboa. conta que o Sr. Schira. actor
¢ tenor de profissdo. somente pelos encantos da sua voz e da figura em cena. sem nenhum outro
conhecimento pessoal. conquisiou. em vitoria decisiva, o coragdo da filha de um negoicianie, desta
cidade linda e rica. e que o pai. para por termo ao desespero da filha. fora em pessoa convidar o tenor
para genro.

Mas este. que entdo ndo hesitou em recusar o convite. que o pa1 da rapariga tio contrariado
lhe fa71a. enamorou-se. agord. perdidamente dos encantos da nova dangarina - que. fora 3 cend. aqui
entre nos. outros julgam bastante mediocre - €. sem mais cerimonias. correm a anunciar-ihe o seu
respeitoso desejo de se unir, para sempre. 3 sua amavel pessoa pelos sagrados lagos do himeneu.
Mademoiselle Radaelli. que recentemente tinha sido vitima das persegui¢des que uma poderesa dama
ciumenta tinha movido contra ela. em Espanha. achou o casamento menos mau com protecgdo em
casos 1dénticos. Havia. porém. um inconveniente: o marqués espanhol. marido dessa dama poderosa
provavelmente para indeminizar Mademoiselte Radaelli dos transtornos que sua €sposa the causava.
tinha-lhe estabelecido uma pensio de 16 wostdes por dia. que duraria enquanto s¢ CONServasse solteira.
Um tio da dangarina que a tinha acompanhado a Portugal ¢ ndo pedia. voluntariamente. resignar-se a
vé-la perder a pensdo do marqués. opds-se furiosamente a esse projecto de casamento. Mas. como
Mademoisclle Radaelli era quem sustentava o tio. nenhum caso fazia ela da sua oposigio. ateando
cada vez mais esperanga. cheia de suplicas. do seu apaixonado.

Desejando. contudo. conciliar. prudeniemente. a sua situagio futura com as tendéncias do seu
coracdo. resolveu-se logo. depois de casada. a partir para Espanha a fim de apresentar o marido 10
generoso marqués, @ impetrar dele a conunuagdo dos seus favores. E onegocio for tratado com
{amanha habilidade que o marqués. ndo so lhe conservou a pensdo. mas até concedeu a0 110 que d
tinha acompanhado e que dali em diante ficaria em Espanha. uma diaria de 8 tostdes. como
testemunho de reconhecimento pelas interessantes relagdes que. outrora. ele marqués mantivera com a
sobrinka. Ruders (1803-09). Letter of 13 August 1800, (1981). p. 115. For details of the marriage.
see the entry for Michele Schira in Appendix 1I (Singers).

Ip. 61. and corresponding note 91. p. 274
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of expression, I cannot give you an exact idea of the admirable scenery for this
opera. My description will seem insipid.

[magine an enormous square, decorated with obelisks and statues, a triumphal
arch, through which you can espy the view of a beautiful city; the arrival of the
hero on top of a triumphal carriage, drawn by fine horses and surrounded by
the multitude of the people of diverse nations; a procession of troops with
banners and trophies, and, at the back, camels and elephants laden with the
spoils of war - and you will thus get an idea of how the spectacle began...

It is difficult to discover in this piece the reason for the Intendent of Police’s
prohibition; there are no hints of any dubious political opinions; on the
contrary, it even contains signs of the purest loyalty, for example, the aria in
which Laconte swears to save his King and friend, Learco, or die?.

At the end of the season there was once again a change of management and Joaquim
Jose de Sousa Bahiana became the new impresario. Apart from Crescentini, with
whom he entered some kind of partnership and whose terms were exorbitant??, and
Schira, who appeared only in one comic production, Bahiana failed to retain any of the

better singers from the previous season - Bonini went to Braga*, Gerbini and Vinci

22"Essa musica ¢ geralmente elogiada.

A aberwra obteve grandes aplausos. € o Sr. Portugal. no seu beneficio em 22 de Dezembro.
deve ter ganho 2000 riskdalers. Com o meu pobre poder expressivo. ndo posso dar uma ideia exacta
do admiravel cendrio desta opera. A minha descrigdo seria palida.

Imaginc-se uma praga imensa. ornamentada com obeliscos ¢ estatuas. um arco de triunfo.
através do qual se avista a perspectiva de uma bela cidade: a chegada de um heréi ao alto de um carro
wriunfal. tirado por belos cavalos. ¢ rodeado pela multiddo do povo de diversas nagdes. um cortejo de
tropas com bandeiras e troféus. ¢ ao fundo camelos ¢ elefantes carregados com os despojos do inimigo;
- ¢ podera assim fazer-se uma ideia do comego do espectaculo. O efeito do conjunto ndo pode no
entanto ajuizar-se pelas ornamentagdes que de ordindrio se véem nos teatros.

E difict] descobrir-se nesta pega o motivo da proibigdo do Intendente da policia; ndo ha nela
vestigios de quasquer culpdveis opinides politicas; a0 contrario contém até tragos da mais pura
lealdade. como por exemplo 2 aria em que Lacontes jura safvar o seu Rel e amigo Learchus ou
morrer * Ruders {1803-09). Letter of 24 January 1801, (1981). pp.170-71.
23Castelo Branco Chaves in his extensive note (3) for Ruders (1 9811 p. 298. Letter of 1 October 1801,
cites an article by Jorge de Faria. published in the journal feira da Ladra, Vol. 3. pp. 241-44. which
In turn quotes the contract between Bahiana and Crescentini.

*The castrato will sing only five serious or semi-serious operas chosen by him. may also
change the arias of the principal parts. and furthermore will not have to sing more that three tumes per
week. He will receive monthly in advance an amount corresponding to 64003000 reis per annum.
with an additional rent allowance of 1208000 reis. He well receive a benefit frec of all expenses. wath
an opera and day of his choice. which will always be on a roval birthday. f ths should fall thirty days
hefore the end of the management's term. given that it is recognised that this will not be profitable. he
will be entitled to a further benefit.."

(O castrado cantara apenas cinco pegas sérias our semi-sérias. escothidas por ele. podendo
ainda mudar as arias das paries principais. ndo sendo além disso obrigado a cantar mais de trés vezes
por semana. Receberd adiantamente € por mé&s as quantias correspondentes aos 6400$000 réis anuais.
cobrando além disso mais 1208000 réis para aluguer da casa. Terd um beneficio livre de todas as
despesas. com pega ¢ dia 4 sua escolha. que sera sempre o de anos de pessoas reais. No caso de 30
dias antes de terminar a empresa. dado que se reonhega que esta ndo tera lucros. tera ainda o direito a
novo beneficio. ")

Ruders {1981). p. 366.
2pyders (1805-09), Letter 2 May 1801, p. 218.
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Plate 4 Two portraits of Girolamo Crescentini: a drawing. 'Retrato de Crescentini® by Domingos Antonio de Sequeira (Museu Nacional de Arte Antiga. Lisbon. Inv." 1949)
and an engraving by Eloy d'Almeida based on Sequeira's drawing. dated 1798 (P-La).



left for London and Tavani for Italy?s, Praun and Gaetano Neri remained in Lisbon but
not under contract?s. With these beginning-of-season difficulties the opera chosen to
open with on Easter Monday was Gluck's Orfeo ed Luridice with C rescentini as Orfeo
and the Roman beauty Rosa Fiorini as Euridice?”. It was a wise choice, using only a
cast of three and showing off Crescentini's voice to full advantage. We have an
unusually full description of Crescentini's performance in Orfeo ed Euridice written by

Esther Lucie Bernard:

In his voice lies a magic...

The clearest tones come so effortlessly from Crescentini's vocal chords - so
completely without strain that one is apt to believe that he is not singmg at all
and that merely his breath creates the melodic vibrations in the air. With him
one sees no grimaces on the face or the violent swelling of the throat muscles
with which even the best singers disturb the enjoyment of their singing. In
short, one does not see him sing so much as just hear him. His notes conjure
up Italy; for each of these notes is like the gentle wafting of the balmy
westerlies in that cloudless strip of sky beneath which he was born. When he
sings the great final aria in Gluck's Orfeo, where the chorus chimes in with a
fugue between each stanza, then, as the composer did in this aria, he really
touches the limit of the beautiful and the sublime in music?.

As for Fiorini, the same writer went on to describe her Euridice as mediocre, and
indeed as Ruders tells us she proved to be more of an attraction off the stage than on®,

She was marginally better in P. C. Guglielmi's La sposa bisbetica where, as a

5S¢ Appendix If (Singers). Ruders (1805-09). Letter of 28 March 1801. believed that Vinci had left
for Madrid.
*Ruders ( 1805-09). Letter 2 May 1801, p. 218. According io Castelo Brance Chaves citing Jorge de
Faria (see note 23 above - check). Nert was contracted. but his name does not appear in anv of Ruders’
accounts of operas during Bahiana's management or in the only libretto. Gluck's Orfeo ed Euridice.
MRuders (1805-09), Letter 2 Mav 1801, p. 219. remarks tha Gluck's opera was lefl iniact. but the
libretto indicates that two arias written by Marcos Portugal were included and its text is altogether
extremely impure.
11 semner Stimme licgt e Zauber...

Die reinsten Tone kommen so ungewungen. so ohne alle Anstrengung aus Crescentini's
Kehle. dass man fast geneigt ist zu glauben. er singe gar nichi. und sein blosses Athmen bewirke die
melodischen Schwingungen in der Luft. An ihm sieht man keing von den Verzerrungen des Gesichts.
oder die gewaltsamen Anschwellungen der Halsmuskeln. wodurch selbst die besten Singer und
Singerinnen den Genuss storen. den thr Gesang giebt. Kurz. ihn sieht man nicht singen. man hort
thn blos. Seine Tone erwecken die Vorstellung von Italien:. denn jeder dieser Tone 15t wie das leise
Wehen sanfter Weste in jencm wolkenlosen Himmelstrich. unter dem er gebohren wurde. Wenn er in
Glucks Orpheus die grosse Sclussarie singt. wo der Chor zwischen Stanze mit einer Fuge einfiillt.
dann berithrt er wirklich. wie ¢s der Komponist in dieser Arie that. die Granze des Schonen und
Erhabenen in der Musik.” Bernard (1808). pp. 261-62. The highly Romantic language of this
passage (not to mention the section at the opening which I have omitted. in part because ot its
Romantic excess!) needs 'interpreting’ before direct comparison with the more matter-of-fact. but no
less real. enthusiasm that is constantly (o be found in Ruders. He was similarly enthralled by
Crescenuini's rendering of the opening scene of Orfeo.
29Gee Ruders (1805-09). Letter 28 October 1800, Vieira (1900) in his entry on Marcos Portugal
makes reference Lo the composer's scandalous connection with Fiorini.
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capricious, temperamental man-hunter, she appears to have been type-cast. For this
production Schira was back and was joined by Paolo Boscoli, who had been singing in

Oporto’® since his return to Portugal from Madrid.

Already by 6 July, after only three months, Bahiana, apparently brought down by
Crescentini, quit the management and the theatre was closed by higher authority*!
before the latter promptly took it on’2. Fiorini refused to work under the new
management and her place in Orfeo ed Euridice was taken by Agata Bevilacqua.
Schira continued to work for Crescentini and appeared as Imeneo in Cimador's
Pimmalione with Madame Schira playing the part of the statue Galatea. Once again
there were opere buffe as well as opere serie: Della-Maria's Chi vuol non puole and
Nasolini /l medico di Lucca, which had been put on under the previous regime and was

revived for the Benefit of the now reconciled Fiorini®?.

Ruders mentions the presence of Giuseppe Ferlendis (the dedicatee and first performer
of Mozart's Oboe Concerto), who played with his son Alessandro, likewise a virtuoso
oboe and cor anglais player on two occasions between the acts - to small audiences, in
spite of the great talent that both displayed3*. Alessandro Ferlendis married the singer
Camilla Berberis®¥, who first sang at the T. de Sdo Carlos on 28 August, and all three
remained for the rest of the season’®.

The 'Golden Age'

In September 1801 the theatre made a dramatic turn for the better with the arrival of
Angelica Catalani. It is unclear just how Madame Catalani came to be contracted,
amid all the uncertainties of changes of management, not to mention a brief war
between Portugal and Spain (acting on behalf of France) during May. but it was most
likelv set up by agents in Milan during the previous Carnival season, that 1s to say,
during the management of the Count of Ribeira Grande and Giuseppe Durelli, when
she was singing at the T. alla Scala.

30See Ruders (1803-09). Letter + Julv 1801. p. 249.

3 A docwnent in the Ministry of Finance Archives. Lisbon. (X V-V-44) indicates that Crescentini's
rent bill was discounted by one month owing to the closure from 6 June to 6 Julv.

328ee Ruders {1805-09). Letter | October 1801.

33 according to Ruders (1803-00y, ibid.. (1981). p. 210, I medico di Lucca was already unpopular and
on this occasions 'raised such a din among those present as vou realiv cannot imagine’ ('levantou-se
um tal barulho entre a assisténcia que nem mesmo pode conceber-se™).

348ee Ruders (1803-09). ibid.. (1981), ibid.

353¢e Appendix 11 (Singers) regarding their marriage.

36Giuseppe Ferlendis remaimned in Lisbon for the rest of his life. He died in mud 1810 and is buried at
Lisbon's Prazeres cemetery. His daughter Giuseppa. who was married to the instrumentalist
Francesco Zanfardini. also sang at the S. Carlos - see her entry in Appendix Il (Singers).
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She was lodged, with her family, close to the theatre on the third floor of number
three, Largo de Quintela, and first appeared on 27 September in a revival of Nasolini's
La morte di Cleopatra. Her reception was, not surprisingly, stupendous. Ruders was
full of enthusiasm and wrote a fascinating account of her voice in comparison with that

of Crescentint:

None of us before hearing Catalani sing could have imagined that a woman
could compare in agility, power and smoothness with the famous castrato
singer Crescentini; and still less, in certain cases, that she might exceed it.

Her voice, like his, possesses the same stupendous range, both at the top and at
the bottom: and it has the same power, the same skill and the same lightness in
executing the most difficult passages, seeming still more velvety and more
pleasing.

Of its class, it is an unparallelled luxury to see and hear these two great artists,
each worthy of standing beside the other, engaging all their skill and displaying
all their resources not only of singing but also of acting - one, to prove to
himself that he still has the right to the applause that he has long enjoyed, the
other to surprise the public with the revelation of a talent that goes beyond all
vou could imagine*’.

And as for the duet between them. at the end of Act I, Ruders was speechless with

admiration.

On 11 November Cimarosa's Gli Orazi e i Curiazi was revived in a gala performance
to celebrate the successful conclusion of the recent peace negotiations with France.

Once again it was organised by Pina Manique and attended by the Prince Regent and
Princess Carlota Joaquina, as well as the corps diplomatigue. other men of influence

and their wives, and combined with a sumptuous feast.

On 23 December Marcos Portugal's new opera La morte di Semiramide was

premiered, the first of ten operas that the composer wrote for Catalani and which

3Nenhum de nos. anies de ouvir cantar a Catalani, seria capaz de conceber que uma mulher pudesse
comparar-se em agilidade. em forga ¢ em suavidade i do célebre cantor castrado Crescenuni. ¢ menos
amda que. em certos casos, pudesse excede-lo.

A sua voz possui. como 1 dele. a mesma assombrosa amplitude. tanto no registo agudo como
no registo grave: e tem a mesma for¢a. a mesma arte ¢ 2 mesma ligeireza na execugdo das passagens
maus dificeis. parecendo ainda mais aveludada e mais apradavel.

E. na espécie. uma voluptuosidade sem igual ver e ouvir esses dois grandes artistas, dignos
de concorrer um com o outro. empregar loda a sua arte e desenvolver todos 0 seus recursos. tanto no
¢anto como na acgdo - um. para se mostrar ainda com direito a0s aplausos de que ha muito goza.
outro. para surpreender o publico com a revelagdo de um talento que ultrapassa tudo quanto se podia
imaginar." Ruders (1803-09). ibid.. (1981). pp. 212-13.
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either complete, or more often as excerpts, would form part of her repertoire for the
rest of her career’. It was followed on 19 February the following year by La Zaira.

In his letter of 9 March, at the end of the Camnival season, 1802, Ruders records that in
the five months since her acrival, Catalani sang 33 times in La morte di Cleopatra, 11
in Gh Orazi e i Curiazi, 22 in La morte di Semiramide, 7 n La Zaira, and once, as a
shepherdess, in the cantata for the Queen's birthday on 17 December - altogether 74
performances or roughly 15 per month. The house was always full to overflowing
when she was singing and practically empty when she was not. Thus during this period
opera buffa performances were few, though not out of any change of taste in relation
to the genre itself, but simply because opera seria was the genre that the public's

heroine sang.

At an early stage friction arose between Catalani and Crescentin. As we saw before,
with Madame Vinci, Crescentini could brook no rivals. Ruders commented on this
new enmity already in his letter of 24 November 1801 and wrote at length about the
disputes that arose in December and January®. It came to a head in March 1802 when
Crescentini stole the autograph scores of Catalani's triumphs La morte di Semiramide
and Zaira from the theatre, with a view to sending them away on a ship that was about

to set sail for Genoa. The scores were, fortunately, recovered*?.

During Lent the authorities authorised performance of P. A. Guglielmi's Debora e
Sisara. for which once again Giuseppe Capranica was brought in from the Royal
Chapel

For the 1802/03 theatrical year Francesco Antonio Lodi, this time alone, took up the
management and with him returned a stability that had been lacking ever since his
departure in 1799. Crescentini and Catalani remained as primo womo and prima
donna. Praun (who had rejoined the company at the time of Catalani’s arrival) and a
new singer, Pompilio Panizza (replacing Schira), sang the mezzo caraitere parts. The
repertoire throughout this season continued along the same lines - largely opera seria,
because of the overwhelming popularity of Madame Catalani, both revivals and new
operas, including two more specially written by Marcos Portugal. Perhaps the most

I8 ualuni's favourite showpicee "Son regina” appears first as the Finale of Act T in this opera. though
the composer subsequently revised it for La Sofonisba in 1803 and it was further moditied in London
for her 1806 debut there in La morte di Semiramide.

3Ruders (1805-09), Leuers 24 November 1801 and 9 March 1802

H0See P-Lan. Intendéncia Geral da Policia. Livro VI das secretarias, fol. 287. a minute from Pina
Manique to the Minister of the Realm. cited in full by Benevides (1 883). pp. 72-73. The autograph of
La morte di Semiramide is now in P-Ln with the call-mark 4816 A 1/2.
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notable event from our point of view was the departure of Ruders in early August, for
from this point on we never have remotely such detailed, perceptive accounts of all

that went on at the theatre.

The 1803/04 theatrical year saw a number of important changes. In the first place,
Crescentini returned to Italy and was replaced by Pietro Mattucci as primo uomo in
productions of opera seria. Secondly, Lodi seems to have been acutely aware of the
predominance of opera seria arising from Madame Catalani's presence and the
audience's refusal to hear anything or anyone else, and accordingly took on a new
huffa company of a calibre that could compete. The prima donna was Elisabetta
Gafforini and the primo buffo was Giuseppe Naldi, both outstanding performers, and,
in addition, Valentino Fioravanti, arguably the greatest living composer of opera huffa,

was brought to Lisbon to take direction of the buffa company*!.

What was performed during the Spring season 1803 is unclear, for the onjy Surviving
record is the libretto of an anonymous elogio for performance on the Prince Regent’s
birthday (13 May), but for his name-day on 24 June Mayr's Gii Sciti was produced and
during the Summer, the huffa company performed Fioravanti's La capricciosa pentita

under the title L orgoglio awvilito.

The Autumn saw the arrival from Naples of the great tenor Domenico Mombell,
together with his family and the bass Ludovico Olivieri (who had become effectively a
member of the family), and on 4 November, Princess Carlota Joaquina’s name-day,
they appeared for the first time with Catalani and Mattucci i Tritto's Gli americant.
Mombelli and Olivieri had taken part in the opera's premiere in Naples the previous
Autumn. With the arrival of the Mombelli family, in addition to the new members of
the huffa company, the scene is complete for what must have been the richest period m
the history of the T. de S#o Carlos*?. Regrettably, no contemporary descriptions of

these years appear to have survived.

The picture remained virtually unchanged for three seasons - two companies: the seria
led by Marcos Portugal with Catalani, Mattucci, Mombelli and Oliviert. the buffa led

by Valentino Fioravanti with Gafforini, Naldi and various tenors, such as Praun,

41The earliest libretto to name Fioravanti as maestro is in Spring 1304, but /f matrintonio per susurro
was written specially for Lisbon in Autumn 1803 and he probably directed the productions of La
capriceiosa peniita (under the title L'orgoglio avvilito) in Summer 1803 and Le cantatrici villane on
12 October.

42[ could. of course. be argued that the Crescentini-Catalani cra a lutle betore was still richer.
However. it is the present author's view that the lack of opera buffa during those 18 moenths was a
sertous impoverishment to the repertoire and that the better balance of seria and buffa combined with
top calibre singing. which began in 1803. marked the epitome.
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Plate 5 Engraving of Giuseppe Naldi as Roberto in Roberto l'assassino (=Trento's Gli assassint).

engraved for the Lady's Magazine, London c. 1809 (author's collection).
He sang the role of Roberto in the S. Carlos. Lisbon. production of Spring 1804.
going on to sing 1t at the King's Theatre. London. in 1809
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Pedrazzi and (from 1805) Schira. Both maestri wrote new operas, principally for their

own company but also one each for the other's:
Operas hy Marcos Portugal

13 May 1804 (for the Prince Regent's birthday): L'Argenide o sia il ritorno di Serse
(revision of an earlier opera)

Summer 1804: La Zaira (revision of the 1802 opera)

Winter 1804 (for the Benefit of Elisabetta Gafforini): L'oro non compra amore

Winter 1804 (for the Benefit of Domenico Momberlli): La Merope

Summer 1805: Fernando nel Messico
(revision of an opera originally written for Elisabeth Billington)

Winter 1803 (for the Benefit of Madame Catalani): /I duca di Foix

Winter 1805 (for the Benefit of Madame Catalani): Ginevra di Scozia

Carnival 1806 (for the Benefit of Domenico Mombelli): La morte di Mitridate
Operas by Valentino Fioravanti

Autumn 1803: [l matrimonio per susurro

Carnival 1804 (for the Benefit of Madame Catalani). La pulcella di Rab

Summer 1804 (for the Benefit of Giuseppe Naldi): Le astuzie fallaci

no date 1804: Camilla

Summer 1805 [l villano in angustie

Autumn 1803 (for the composer's Benefit): Le gemelle

Winter 18035 (for the Benefit of Elisabetta Gafforini): Sono quattro e paion dieci
ossia Per amor si fa tulto

Carnival 1806 (for the Benefit of Elisabetta Gafforini) La dama soldaro*?

Apart from these the repertoire was much as would have been heard at any other
theatre in Europe. During the three seasons 1803/04, 1804/05 and 1805/06, the
following composers were represented (in decreasing order of popularity):

A number of secondary sources. stemming from the reference in Benevides (1883), mention La
figlia d'un padre in Autumn 1803. This should be regarded as spurious. See Appendix [
(Chronology) - Doubtful works and productions.
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Paisiello: 4 Opcras"14
Cimarosa: 2

Farinelli: 2

P C. Guglielmi: 2

G. Mosca: 2

Andreozzi: 1 (Lenten oratorio)
Mayr: |

Nasolini: 1

Nicolini: 1

Orlandi: 1

Trento: |

Tritto: |

- one each by Fioravant and Portugal that had been written carlier and was not substantially

revised.

[t is interesting to note that although Francisco Anténio Lodi gave up the management
at the end of the 1804/05 season, the personnel and repertoire, as we have seen,
remained unchanged. His place as impresario was taken by Jacinto Fernandes
Bandeira and Jodo Pereira Caldas, two of the theatre's original backers. Although their
management ostensibly began at Easter 1805, no libretti were printed in the Spring of

that year and it is thus unclear what the performance situation was at that time,

On a personal note, Angelica Catalani married the French diplomat Paul de V alabregue
at the Igreja da Encarnagdo, Lisbon, on 14 April 1805. Children were born in Lisbon
to the Fioravantis (Maria Anna on 4 May 1804, Carlo on 24 April 1805 and Giovanni
Pietro on 1 August 1806), Schiras (Margarita Dioga Gioacchina baptised 18 October
1804 and Maria Giuseppa born on 9 April 1805) and Mombellis (Francesco on 1
January 1805 and Gaetano on 19 February 1806, who died on 23 February 1807)+.

At the end of Carnival 1806 three major singers left - Gafforini for Milan, Naldi and
Catalani for London, the latter by way of Madrid and Paris. Three insertions in the
Gazeta de Lishoa at this time inform the public of Madame Catalani's imminent
departure and give details of the auctioning of her costumes*®.

HExcluding the dubious Trajano in Dacia. See Appendix I (Chronology) - Doutful works and
productions.

4For details of the records relating to singers. see Appendix II (Singers). The Fioravanti children
were baptised at the Igreja do Loreto and are recorded in Baptisms Liv.°5 on pp. 191. 214 and 239
respectively.

6Gazeta de Lisboa. 11 & 28 February and 8 March 1806.
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Plate 6 Portrait of Elisabetta Gafforini engraved by Giovanni Cardint. Lisbon 1804 (/-\s)



Decline and invasion

Angelica Catalani was, in effect, replaced by two singers - the soprano Eufemia Eckart
and the mezzo-soprano Marianna Sessi. Until the arrival of Marianna Scaramelli to
replace Gafforini, the position of prima donna was taken by Mombelli's daughter
Maria Ester. She had already sung in Andreozzi's La morte di Saulle (Lent 1804) and
was to become a leading singer in the second and third decades of the nineteenth
century. Her younger sister Anna (or Annetta) joined her in the production of Gardi
and Fioravanti's‘’ Nardone e Nannetta on 7 April 1806 - she was to become an
important travesty singer in the next ten years. Another singer to come at this time
was Costanza Banti, who in due course married into Francesco Antonio Lodi's family.

Naldi was not replaced by anyone of comparable calibre.

The 1806/07 theatrical vear was an important year in many respects. In the first place,
it was the last season under the joint direction of Marcos Portugal and Valentino
Fioravanti, though the former continued to be involved intermittently with the T. de
Sdo Carlos for the next few years. Secondly, it marks the beginning of what was an
inevitable decline after the glory of the previous three years. Most important from a
historical perspective, though insignificant at the time, was the first performance of a
Mozart opera in Portugal (and the only one at the T. de Sao Carlos during our period
for which we have concrete evidence) - La clemenza di Tito, performed for Sessi's
Benefit in the Winter of 1806. We do not known anything about how the opera was
received, only that Sessi was not especially popular in Lisbon generally, and there 1s no
reason why she should have faired any better on this occasion*®. Sessi did not remain
bevond the end of this one season and, like Fioravanti, returned to Italy.

During the previous few years the European political scene had begun once again to be
felt in Portugal. Napoleon had proclaimed himself Emperor in May 1804. In April
1805 Austria, Prussia, Russia and Britain responded by forming the '3rd Alliance'
against France. Shortly before this, France sent General Junot to Lisbon with the
mission of making Portugal's 'neutrality’ more favourable to France**. Prince Jodo's
response was to insist on the maintenance of the stafus guo, while assuring Napoleon

+7The libretto attributes the opera to Gardi alone. but see Appendix [ (Chronology)

+8Sessi's reception in Lisbon was unusual. She was by all accounts a very fine and exceedingly
popular singer elsewhere. loved for her gentle. generous manner as much as for her voice. Probably
the Lisbon audience was unwilling to accept any replacement for Catalani. The text of the Lisbon
production of La clemenza di Tito is discussed in detail in Chapter 8,

+9Portugal's position was extremely delicate. It was dependent on England economically and needed
to retain good diplomatic relations for the sake of the maintenance of its colonies. At the same time
friendly relations with France (which to the fervent post-Revolutionary French meant actual alliance)
were essential to avoid direct intervention by Napoleon's forces.

L,



of his great esteem and eternal friendship. Napoleon was not pleased and during the
following Autumn Junot was recalled. Only Nelson's victory at Trafalgar on 21
October delayed immediate moves against Portugal. On 16 May the British declared a
naval blockade against France extending from Elba to Brest, to which Napoleon
replied on 21 November with his own 'Continental Blockade' against Britain, a
measure intended to include Portugal. While Prince Jodo promised to close
Portuguese ports to British shipping, he refused to take any active measures against
the British.

This was the international political situation as it affected Portugal at the beginning of
the 1807/08 opera season. To replace Fioravanti and Portugal, Antonio Jose do Rego
was appointed maestro. Organist, singer and composer, Rego was a competent
musician but not remotely of the calibre of his two predecessors. During the Spring of
1807 the company was under strength but three new singers - Luigia Calderini,
Diomiro Tramezzani and Angiola Bianchi - appeared for the first time in a pastiche put
together by Rego for the Prince Regent's name-day and entitled // trionfo d'Emilia.
The recruitment of the tenor Tramezzani is curious, given that Mombelli was still
present in Lisbon and gives rise to the suggestion that Mombelli may have been quite
seriouslv ill for a period. In any case, Tramezzani, a young man of just over thirty, was
a dazzling singer at this time and must have made a strong impression on the Lisbon

audience.

Plate 7 Portrait of Domenico Mombelli engraved by Giovanni Cardini. Lisbon. ¢ 1805
(reproduced from Cruz (1992). p. 45).



A number of features in the repertoire during this season are worth remarking on.
There were two operas by Gnecco - Filandro e Carolina and Le nozze di Laurelta.
Gnecco was a popular composer of parody during the first decade of the nineteenth
century - his La prova di un'opera seria had been performed at the T. de Sao Carlos
the previous season and was to be performed again®. Grétry's La caravana del Cairo
was performed for the Prince Regent's birthday and included an aria specially written
by Rego. This is the last of the works of the French repertoire to be performed in
Lisbon, and once again is otherwise only known to have been performed in Italian at
Monza . There were no operas by Paisiello (indeed there had been none since 1804)
and only one by Cimarosa. Paer and Mayr were each represented by one opera.
Benevides (1883) attributes // conte di Saldagna to Rego and others but the libretto
simply gives 'varii autori'. Nor can I find any contemporary evidence for performance

of Alessandro in Efeso, which he also attributes to Rego®!.

The political situation worsened rapidly. In August the French under General Junot
began to amass troops in Bayonne, which on their march through Spain were joined by
Spanish forces. On 27 October the Treaty of Fontainebleau, signed by France and
Spain, determined how Portugal would be split following an invasion. The invasion
and occupation began on 17 November, starting from Alcantara, following the Tagus
valley via Castele Branco and Abrantes. Tomar was taken on 25th, Santarém on 28th.
On 29th Prince Jodo, his family, much of the court, and nobility, set sail for Brazil,
taking with them whatever they could and leaving behind 2 nominal government.

Junot's troops reached and took Lisbon the following day.

5074 prova di un'opera seria is one of the many operas that belong to the 'play within a play’ parody
tradition. though also one of the most successful. However. Gnecco's sense of parody extended bevond
such obvious cases. Filandro ¢ Carolina. for example, contains an aria 'O Carolina aspetta’.
parodying the famous aria by Crescentini 'Ombra adorata aspetta’, the latter inserted in Zingarelli's
Giulietia e Romeo from its premiere and certainly the most popular piece in the opera.

S1p. 97 There is no evidence that Rego ever wrote a complete opera. only numbers for insertion in
operas by other composers or pastiches.
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Chapter 3
The Teatro de Sio Carlos, Lisbon (1807-1818)

The French occupation and doldrums

At about the time of the French invasion, the composer P. C. Guglielmi and the singer
Dorotea Bussani arrived in Lisbon! and his L'amante di tutte, fedele a nessuna was

performed in the Winter of 1807.

The French, duly installed, began to make their mark in cultural matters, from which
the theatre was not exempt. 16 January 1808 saw the premiere of a newly composed
opera by the Italian flautist and composer Luigi Gianella, who had come to Lisbon
from Paris, his habitual abode, in the wake of the invasion? The libretto to this opera,
[figenia in Aulide, begins with an 'Avertissement' in French, written by the librettist
Stefano Vestris, pointing out, very much in Revolutionary language, the pains he had
been to in order to make it appropriate for an Age of Reason:

I have adapted rather than composed this work, which was printed in Naples in
1804. The author, apparently seduced by the beauty of the subject, did not
reflect that Apostolo Zeno, and above all Racine, had saved him the trouble; so
he set to. and after him I was commissioned to accommodate it for the Teatro
de Sdo Carlos. Whilst working on adding some scenes, which I believed to be
essential, and on retouching the weaker and more careless parts, I became
aware that it would have been better to rewrite the work from scratch; but
perhaps if it had been better, it would never have been performed, for such is
the depraved taste to which our nation [i.e. the Italian] has sunk that the only
works for ever excluded from our Theatres are precisely those which do us
most credit and which enjoy, as is right and proper, the greatest acclaim.

This elucidation. which hitherto would have been pointless, becomes a duty at a
time when the theatre, delivered up to the healthy criticism of reason and taste,
might rise from the state of abjection in which it currently finds itself.

Would that the present circumstances, so favourable to the reform of our
Theatre, might rather bring this to fruition and would that my Country, the

'Quite what the relationship between the two was [ have been unable to ascertain. From Carnival
1799 at the T. Alibert. Rome. to 1809 at the King's Theatre. London. they were always at the same
theatre at the same time.

INeither NG nor NGO includes anv [talian operas in Gianella's work list. There is no reason to doubt
the attribution in the libretto. however. and another opera. / fuorusciti. apparently written for
performance at the King's Theatre, London. exists in manuscript score at GB-Lem (Parry Library MS.
211). His presence in Lisbon 15 attested to in a rather roundabout way - the 4MZ report from Lisbon
sent in November 1824, published in XXVII., 2, 12 January 18235 col. 30. but relating to Bomtempo's
Philharmonic Society concerts of 1823, refers to a concerto for two flutes by Gianella, which the
composer had written during his visit some fifteen vears before. See also Brito & Cranmer (1989). p.
61.
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school of all the arts and of all modern nations, might attain those arts and rival
them, where she has allowed herself to be so shamefully overtaken®.

This opera, given for the Benefit of Eufemia Eckart Neri - she had married Gaetano
Neri on 23 October 1806* - was the last opera in which Domenico Mombelli and

Ludovico Olivieri are known to have appeared in Lisbon.

During Lent a new oratorio by P. C. Guglielmi, /! trionfo di Davidde, was performed.
The management of the new season was undertaken once more by Lodi, obliged to do
s0 by General Junot. Apart from the loss of the Mombelli troupe, the company
remained unchanged - Eckart Neri and Caldarini were the leading ladies, Tramezzani
the principal tenor, Giuseppe Tavani (who had returned from Italy in 1806) the
principal bass. Who the maestro was is not indicated in the libretti, but it may be that
Marcos Portugal was press-ganged.

The Portuguese, however, did not take the French occupation lying down. In June
there were a number of uprisings, starting in Oporto, Minho and Tras-os-Montes and
spreading rapidly to the rest of the country. On 12 July a force of ten thousand men
set sail from England under the command of General Arthur Wellesley (later Duke of
Wellington) and disembarked in Oporto on 23rd, to a warm welcome from the local
population. A Portuguese army under General Bernardim Freire de Andrade prepared
to march on Lisbon by land, while Wellesley's troops headed south by sea. The British

3*T'ai plutot redige. que compose cet ouvrage. qui a eté imprime & Naples en 1804, L'auteur
apparentement seduit par la beaute du sujet. n'a pas reflechi que dpostolo Zeno. et Racine sur tou.
I'avoient dspensé de l'entreprendre: enfin il I'a trait¢. et apres lui J'ai ete charge de l'arranger pour ce
Theatre de S. Charles. En travaillant a v ajouter quelques scenes. qum m'ont paru essentielles. et d
retoucher les endroits les plus foibles. et les plus negligés. je me suis apergu. qu'il edt plus valu refaire
I'ouvrage en entier. mais peut étre que s'il edt cté meilleur. on ne I'eut jamais representé. car tell est la
depravation du gout dans la quelle cst tombee notre Nation. que les sculs ouvrage exclus pour jamais
de nos Theatres. sont ceux la méme. que nous honorent le plus. et qui jouissent a juste titre de la plus
grande celebrite.

Cet eclaircissement. qui jusqu'a ce jour auroit eté mnutile. devient un devoir, dans une epoque.
on le Theatre livre 4 la saine critique de la raison. et du gout. pourrait sortir de I'etat d'abjection dans
le quel 1] se trouve maintenant.

Puissent les circonstances actuelles. si favorables pour la reforme de notre Theatre, 'operer
au plutdt. et puisse ma Patric. I'ecole de tous les arts. et de toutes les Nations modernes. les atteindre.,
et les rivaliser dans celui. ou elle s'est laisse¢ devancer si honteusement.”

Racine's work was first published in 1674. Apostolo Zeno's libretto was set to music by Caldara at
Vienna in 1718. The 1804 publication must refer to the G. Pagliuca libretto for Trento's opera.
premicred at the Teatro S. Carlo. Naples. 4 November 1804. As for the librettist Stefano Vestris. he
was evidently a member of the renowned [talian dancing family, many of whose members lived for
greater or lesser periods in Paris. though I have been unable to establish his relationship to other
better-known members. He subsequently had connections with the King's Theatre. London. adapting
the libretto of Paer's La Didone abbandonata for the 1814 production there and writing the libretio for
Liverati's Gastone e Bajardo. premiered there in 1820.

‘See Appendix II (Singers) for details.
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troops disembarked this time at the mouth of the Mondego on 1 August and joined up

with the Portuguese forces at Leiria, from where the allies set out on 12th.

Meanwhile in Lisbon, as if it were business as usual, Junot ordered a gala performance
at the T. de Sdo Carlos for the Emperot Napoleon's birthday on 15 August, for which
Marcos Portugal was required to furnish a new opera. The 'new' opera, Demofoonte,
was a reworking by the theatre's librettist Giuseppe Caravita of the Metastasian libretto
which the composer had set in 1794 for production at La Scala, Milan, and which he
adapted for use on this occasion. Tramezzani took the title role, with Caldarini as
Dircea, Eckart Neri as Timante and Giuseppe Tavani as Matusio, with the minor parts
sung by Angiola Bianchi, Maria Calvi and Michele Bologna.

Two days later the allied troops defeated the French army at Roliga, near Obidos, and
again on 21st at Vimeiro. On 30 August the Convention of Sintra was signed in
Lisbon, by which all occupied positions were to be given over to the allies but which
left the French otherwise free to leave with their baggage, arms and other equipment -
including all they had looted. By 15 September the British troops had reoccupied
Lisbon and the Portuguese flag was once again hoisted. On this date too, Lodi's
forced management of the T. de Sdo Carlos came to an end. There had been 75

performances since late March’.,

In operatic terms the expulsion of the French was by no means good news, for
whatever their cultural designs, they did at least come with a cultural and not merely
military and economic mission. With the Prince Regent and Court in Brazil, and the
French gone, what was left was a cultural vacuum that the British had no brief to fill
Porter (1809) in a letter dated Lisbon, 19 October 1808, is quite explicit on this point:

I am told that an application had been made to the British commandant here to
sanction the re-establishing the corps d'opera: but he with the true spirit of the
cause he had engaged in, refused having anything to do with it. Our object in
occupying Portugal was far different from the French; we did not wish to
distract their attention by vain shows; but if possible, to concentrate all their
thoughts on the grand object of maintaining the freedom we had given them®.

SMinistry of Finance Archives. Lisbon, XV-V-44. This document tells us during which months the
theatre was open and how many performances were given within that period each year from March
1808 to February 1812. its purpose being to calculate the rent chargeable to the bar licensee.
According to Benevides (1883). p. 35. Lodi's press-ganged management began in May, but the
document he cites. P-Lan, Ministério do Reino. 992-2. also gives March as the starting date.
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There was apparently no impresario for the rest of the theatrical year and the only
definitely known performance at the T. de Sio Carlos during that Winter and Carnival
was a patriotic cantata by P. C. Guglielmi, composed to celebrate the birthday of
Queen Maria I on 17 December and for which, uniquely, the libretto was printed in
English as well as the customary Italian and Portuguese. It is extremely probable,
however, that the opera L'amor senza interesse by the singer Prospero Pedrazzi was
also given at this time (Winter 1808 or Carnival 1809), not Winter 1809 as the libretto
prints, The cast was almost identical to that of Guglielmi's cantata, including Pedrazzi
himself. Dorotea Bussani and Angiola Bianchi, all of whom, together with Diomiro
Tramezzani and P. C. Guglielmi, travelled on to London early in 1809 and were
involved in performances at the King's Theatre that spring and summer’. R. B. Fisher,
in Lisbon in the latter part of 1808 and beginning of 1809 described the singing and

dancing at the S. Carlos as 'extremely good®.

At the beginning of February 1809 the French once more began to threaten, this time
in the north. On 12 March they took Chaves and marched on Oporto, which they took
on 20th. However, the occupying army under General Soult failed to penetrate further
and on 11 May were forced by Wellesley's troops to abandon the city and make for

Galicia.

The birthday of the Prince Regent, two days later, was thus a double celebration. At
the T. de Sdo Carlos a cantata by Marcos Portugal, La speranza o sia L'augurio felice
was performed. All that is known for certain of this performance is that the only vocal
part (Lisia) was sung by Marianna Scaramelli, though we may reasonably suppose that
the composer directed the performance.

In November 1809 Lodi was once more pressured to take on the management. which
had been effectively vacant for more than a year, and he did so until February the next
year, during which time there were thirty-eight performances®. Given that Pedrazzi's
L'amor senza interesse was probably performed the previous theatrical year, the only
opera we may be sure was staged in 1809/10 is Marcos Portugal's L'oro non compra
amore. for the Benefit of Scaramelli, on 5 January 1810, directed by the composer.

The only reservation resides in the fact that Bussani. Bianchi and Pedrazzi are not recorded in
London later than July and could. in principle. have travelled back to Italy via Lisbon. Unfortunately.
it has not been possible to trace their movements after London. nor. at this crucial time. those of
Senesi and Tavani. who likewise sang in both Guglielm1's cantata and Pedrazzi's opera.

3Fisher (1811). p. 50.

IMinistry of Finance Archives. Lisbon. XV-V-44. P-Lan. Ministério do Reino. 992-2.
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During Lent 1810 Cimarosa's oratorio // sacrificio d '"dbramo was sung. On 13 May

Marianna Scaramelli married the dancer Luigi Lacomba!.

In the absence of a new impresario, a society of actors was formed and began to
operate on 4 June, putting on Portuguese plays as well as opera!!. There were
performances of Paer's La testa riscaldata on 6 July and Mayr's [l caretto del
venditore d'aceto on 17 August. These were probably occasional performances'?, as
was a show put on at the theatre by the company of the T. da Rua dos Condes on 12,
13 and 14 August to celebrate the birthday of the English Prince Regent. For this
occasion the resident maestro of the T. da Rua dos Condes, Jodo José Baldi,
composed an elogio in the Prince Regent's honour™. As of September, there were
regular performances, 68 by the end of the season'?, though this was probably divided
between Italian opera and Portuguese comedies. There is a noticeable shift in the
repertoire during these months back to two-act opera bujfa of the late eighteenth
century - revivals of Paisiello's // barbiere di Siviglia, La molinara and Nina, and one

each by Fabrizi and Gasparin.

For a third time the French invaded. In August 1810 they took Almeida and although
mauled by Wellington's troops at the Battle of Bugaco on 26 September, went on to
Coimbra, which they pillaged. Reaching the allied lines of Torres Vedras in October,
the French army under General Massena found its way to the capital impassable
without reinforcements from France. The Anglo-Portuguese troops maintained their
positions through the winter and in this stalemate the opposing armies remained until
early March 1811, at which point Massena, recognising the hopelessness of his
situtation, was forced to withdraw. By mid April the French had left Portugal for
good.

Though the immediate danger from the French had gone, the situation at the T. de Sdo
Carlos was bad. Marianna and Luigi Lacomba, had left for Rio de Janeiro, to be
followed shortly after by Michele Vaccani and the formerly disreputable Rosa Fiorini,
whom he had married'*. None of the singers that remained were such as could in any

1%For details see Appendix II (Singers).

'1Benevides (1883). p. 102.

12The bar licensee only began paving rent in September 1810. (Ministry of Finance Archives. Lisbon,
ibid.)

13Benevides (1883). pp. 102-03.

4Ministry of Finance Archives. Lisbon. ibid.

I5For details of the marriage and the children they had in Lisbon. sce their respeclive entries in
Appendix I (Singers).



sense lead a company'®. There is no evidence for any performances at all during the
1811/12 theatrical year, though Anna Chiari (who had been singing at the T. de Sao
Carlos since Lent 1809) and Francesco Nicolini (who had been around intermittently
since 1800, and of whom we shall hear more in due course at Oporto) both sang that

season at the T. da Rua dos Condes!”.
Attemplts to restore opera

It will be apparent that the distinction between the repertoire and personnel at the T.
de Sio Carlos and the T. da Rua dos Condes were disappearing. The spoken dramas
(often with musical interludes) that were the standard fare at the T. da Rua dos Condes
were now being performed at the T. de Sdo Carlos and the singers from the latter were
now singing at the former. This union was formalised at the beginning of the 1812/13
theatrical year when Manuel Baptista de Paula, on behalf of the Society of Actors,
became impresario of both.

The oratorio La distruzione di Gerusalemme, probably by P. C. Guglielmi, was
performed on 24 February 1812, with repetitions on 26 February and 9 March,
apparently involving the singers Carolina Rossi and Giuseppa Veluti. Nonetheless,
Paula found it impossible to put together an adequate company for lack of singers and
because of the exorbitant salaries they demanded, and, while continuing to search in
London, was forced in March to apply for permission to put on 'farsas portugesas em

musica' at the T. de Sdo Carlos, which was granted him!®.

It seems that persistence in London paid off, for The Morning Chronicle of 25
November 1812 reported that the singer Teresa Bertinotti, who had recently been
singing in London and Dublin, had arrived in Lisbon and had begun singing at the Sao
Carlos'?. We cannot be certain who travelled with her, other than her husband, the
violinist and composer Felice Radicati, but there is every likelihood that Carlo and
Angiolina Cauvini, Giuseppa Collini and Giuseppe Bertini also came to Lisbon at this
stage, for all four are known to have sung in London up to Spring 1812 and are next
only to be found in Lisbon with Bertinotti in 1814. As for the operas sung that Winter
and Carnival 1813, we know nothing concretely, though it is worth postulating that if

16p_[.an. Mimstério do Reino. 992-12. indicates the necessity of involving Lodi in trying to recruit a
new prima donna. principal tenor and principal bass from England. Malta or Sardinia. The document
1s undated but in all respects appears to relate to the 1811/12 season.

17id. ibid.

18id_. 992 cover note for docts. 10-12. The application is dated 16 March 1812 and was authorised on
20th. An unnumbered document also contained within this cover note tells of Paula’s continuing
efforts to recruit in London.

19Cited in Walsh (1993). p. 125 and note 10, p. 268.
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not directly at this time, then within the next two to three years, Mozart's Cosi fan
tutte is a very strong candidate, for not only did these singers have a history of
connection with the opera (and the Cauvinis and Collini are known to have sung it in
Oporto a little later), but Radicati is known to have possessed the score while in

London?.

During Lent 1813 the authorities once again granted permission for an oratorio to be

performed, this time a revival of P. A. Guglielmi's Debora e Sisara.

For the 1813/14 theatrical year we begin to have a little more concrete evidence. P. A.
Guglielmi's Siface was performed for the Prince Regent's birthday on 13 May 1813 and
Cimarosa's /] matrimonio segreto (with the title [l matrimonio occulto) was given for

Giuseppe Bertini's Benefit on 19 June.

For the year 1814/15 we begin once again to gain a clearer picture of the situation.
John Milford, who was in Lisbon during the summer of 1814 tells us that "the vocal
music [at the S. Carlos] was delightful, and the orchestra superior to what is generally
met with, The Italian opera is performed three times a week, and during the remaining
nights, Portuguese tragedy and comedy.?'" On 25 June, for Bertini's Benefit, ther was
a performance of a cantata entitled Marte e Fortuna by the composer Vittorio Trento,
who at this time was the theatre's maestro. Also of interest are performances of
Pucitta's La caccia d'Enrico [V for the Prince Regent's birthday, among other
occasions. In addition to the singers already mentioned, Anna Chiari performed in
minor roles, as did Carlo Barlassina, who had been involved with the T. de Sdo Carlos

at various times since 1800, and his son Francesco.

At the end of the 1814/15 year the company disbanded, though Collini and the
Cauvinis went on to Oporto. In March a new company from Italy began to operate.
consisting of Carolina Neri (prima donna seria), Giuditta Favini (prima donna buffa),
Dorinda Caranti (seconda donna), Giovanni Maria De Capitani (primo tenore),
Giuseppe Corbetta (primo buffo), and Ercole Fasciotti (secondo buffo), with Carlo and
Francesco Barlassina for minor parts??. The Allgemeine Musikalische Zeitung, in its
first major report from Lisbon, tells us that Carolina Neri was very well received
though the correspondent himself, at this date the Swedish merchant Jean de Ron®.

20id .. p. 107.

“IMiiford (1816). p. 167.

22This and much of the information about the 1815/16 and 1816/17 theatrical vears is drawn from
4M7Z XVIIIL. 26. cols. 434-37. 26 June 1816. Brito & Cranmer (1989). pp. 38-46.

BInformation supplied by Manuel Carlos de Brito.
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had a very poor opinion of her. He was much happier about Favini, who, though not
an outstanding singer, was an excellent actress and rather pretty?*. As for the other
singers, he was thoroughly unimpressed, though slightly less damning of De Capitant.

Trento continued as maesitro.

The year 1815/16 was of enormous importance. The information we have about it not
only confirms that the situation at the T. de Sao Carlos had returned to something
approaching 'normal', with the company once again being recruited from Italy and
performances very clearly on a regular basis, but also indicates a marked change in the
repertoire. Most significant, the first of Rossini's operas were heard - L'italiana in
Algeri and Tancredi. But not only these: the other operas, e.g. Generali's Adelina and
Pavesi's Ser Marc'Antonio, ware mostly works by a new generation of composers, a
pattern that this season firmly established and future seasons were to follow. The
company remained as in the previous year and celebrated a wedding on | December
1815 - Ercole Fasciotti married Giuditta Favini, Giovanni Maria De Capitani being

among the witnesses?.

All of the principals were replaced for the year 1816/17, though Fasciotti remained for
secondary roles?. The new prime donne were Felice Verge (seria) and Erminta Fenzi
(huffa), and though the former was very weak, the latter had quite a good voice and
acted well. Of greater importance were the new tenor, Luigi Mari, the original
protagonist of Rossini's Aureliano in Palmira?, and the buffo Luigi Martmelli, a singer
of some thirty years' experience. The AMZ correspondent gives us detailed
descriptions of both. Of Luigi Mari he says:

[He] is a very good singer, who uses his lovely voice with feeling and taste,
sings with case and precision, and does not overload his interpretation with
flourishes - all of this whenever he wants. As long as he does not go mto
falsetto, which, however, he often does, his voice sounds really lovelv. rounded
and strong, and especially in the region between bass bottom G and the G or
even A above middle C. However, he often gives the crowd occasion to
applaud when he rises to a falsetto top E. All the same. if he does not stand

“Marianne Baillie (1824). p. 210. informs us that Favini was among the camp-followers of the ltalian
troops commanded by Eugéne de Beauharnais in Napoleon's Russian campaign of 1812 and that her
voice was said to have sufferced badly as a consequence. This observation and others made bv Baillie
are discussed in Cranmer (1989b)

*3See Fasciolt and Favini in Appendix 11 (Singers) for details.

261t is unclcar what happened to De Capitani. whose name does not appear again in the .4\/Z report.
op. cit.. or in libretti but who reappeared m 1318.

2TThe role was originally intended for Giovanni David. who went down with measles and had to be
replaced by Mari. The first act was written with David in mind. the second with Mari. See Weinstock
(1968). p. 407, note for p. 40. 1. 27.
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close enough to the orchestra, he goes out of tune - which happens to almost
all singers who try to command too wide a range?.

and of Luigi Martinelli:

[He] must have been a really good singer [in his time]; nowadays, however, he
is not young, in spite of which he continues to have a fine voice, though not
especially powerful, however, when he tries to give it power, he goes out of
tune. He would be excellent for rooms that are not so large and where he
would not need to force his voice. He is a man of discernment and culture,
which influences the way in which he sings in regard to expression and taste.
He also does serious roles very successfully?.

During this year Gnecco's La prova di un‘opera seria Was revived and a further
Rossini opera, Demetrio e Polibio, was staged. Paer's Agnese was put on for
Martinelli's debut (he had already sung the part of Uberto at least twice before) and
was so successful that it had to be repeated more than thirty times consecutively.
Trento, in his final season as maestro, composer the opera Tutto per inganno and there
was also a an opera attributed to Marcos Portugal, // trionfo di Gusmano, almost

certainly a pastiche™?.

On 20 March 1816 Queen Maria I passed away in Rio de Janeiro at the age of 91 and
the Prince Regent became King Jodo VI. On 15 July a vear's national mourning was
declared and the T. de Sdo Carlos, along with all other theatres, closed until 15 July

the following year:.

2R*{€r] ist ein schr guter Sanger. der seine schone Summe mit Gefiihl und Geschmack anwendet,
pracis und mit Fertigkeit singt. auch nicht mit Schnorkeleyen iberladet - alies das, wenn er will.
Gehet er nicht ins Falset [sic| iber. was er aber oft thut. so klingt seine Simme sehr schon. rund und
stark. und swar in dem grossen Umfang vom grossen Bass-G. bist eingestr. G. auch wol A: doch giebt
er nicht selten auch dem grossen Haufen zu applaudieren. dass er. mit Falsett. bis ns zwevgesir. E
hinaufsteigt. Stehet er zuneilen dem Orchester nicht nahe genug. so intornirt er falsch - wie das fast
allen Sangern gehet. die einen unnaturlich weiten Umfang von Tonen beherrschen wollen.” M7 1d.
cols. 435-36.

*9"(Er] muss ein dberaus braver Singer gewesen seyn: jetzt ist er frevlich micht mehr jung. seine
Stimme jedoch noch immer schén. obgleich night vorziglich stark: will er sie aber gewaltsam
verstarken. so singt er unrein. Far Sale. die nicht eben gross sind. und wo er nichi nothig hatte. sein
Gewalt anzuthun. wurde er vortrefflich seyn. Er ist ein Mann von Einsicht und Bildung. was denn
auch Einfluss auf seinen Gesang. in Hinsicht auf Ausdruck und Geschmack hat.” id . ibid. col 43¢
30[{ has an aria in common with the "Portugal pastiche Barsene regina di Lidia. premiered at the
King's Theatre. London. in 1813 Detailed investigation would doubtiess reveal that the remaining
material was also borrowed from other operas by Portugal and others.

3Different documents give slightly differing dates for the theatre's closure. A document at the
Ministry of Finance Archives. Lisbon, (I-i-2) gives |1 July. Another there (XV-V-44) gives 12 July,
while a third (also XV-V-44) gives 14 June. with a re-opening on 135 June 1817 (but indicates a rent
from 15 July'). However. the mourning was announced in the Gazeta de Lisboa on 13 July. so the
closure must surely have begun then. P-Lan. Ministério do Reino. 952-24. confirms the re-opening
on 135 Julv 1817.
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While the theatre was closed, work was done to the auditorium. Twenty-four
chiaroscuro medallions portraying the most celebrated composers who had written for
the theatre were painted on the first tier boxes, the royal box was redecorated and the
stage curtain was given a new design depicting an allegory of Apollo inviting the
Portuguese to immortalise themselves by the cultivation of the Fine Arts32.

The year's closure was something of a setback and when the theatre reopened in July
1817, both prime donne had left, as had Luigi Martinelli and Trento. From that time
until the T. de S&o Carlos and the T. da Rua dos Condes were once again separated on
1 July 1818%, the company was much as it had been in 181 5/16 - Carolina Nen as
prima donna seria, Giuditta Favini Fasciotti as prima donna buffa, Luigi Mari as
primo tenore, and various basses - Fabrizio Piacentini (who had been singing in Lisbon

since some time in 1816), Ercole Fasciotti and the Barlassinas.

In 1817 Generali's Adelina was revived together with a cantata by Marinelli for the
celebrations of the wedding between Prince Pedro d'Alcantara (the future King Pedro
IV) and Princess Leopoldina of Austria on 15 December. Also performed that year
were Rossini's L'inganno felice for which Rego was once again maestro and Mayr's /
cherusci. In the first half of 1818 we know only of performances of Nicolini's

Coriolano and a revival of Rossini's L 'italiana in Algeri, both in June.

32p_Lan. RMC caixa 312. doct. 5108,
33Maios Sequeira (1935). Vol L p.11.
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Chapter 4
The Teatro de Sdo Carlos, Lisbon (1818-1828)

The final years of the reign of King Jodo VI

After a closure of some months the new impresario, Luigi Chiari, in collaboration with
Luigi Mari and other singers, reopened the theatre on 7 December 1318 with a
performance of Nicolini's Carlo Magno and an ode, O Mérito Exultado, written
specially for the occasion by Antonio José Soares!. The leading singers for the new
company were Carolina Massei, Luigia Franconi and again Giuditta Favini, prime
donne, Luigi Mari and Giovanni Maria De Capitani, primi tenori in seria and buffa
roles respectively, Ercole Fasciotti, Natale Veglia (buffo cantante) and Fabrizio
Piacentini (buffo caricato), basses. The role of maesiro was taken jointly by Jose
Antonio Gomes Pinzetti and Francisco de Paula da Silva Freitas. A printed document
outlining what was staged during the year that followed indicates that there were 200
performances altogether in that time, with a monthly distribution as indicated in Plate 3

(see next page).

The repertoire during these months contains a number of important features. Three of
the four great Rossini operas composed in 1816 and 1817 all received their Lisbon
premieres in 1819 - [/ barbiere di Siviglia, La Cenerentola and La gazza ladra.
According to Benevides (1883), there were two supposed revivals by Marcos Portugal
- It Demofoonte and La Merope - but Carvalhaes (1910) has established that the latter
was in fact by Nasolini2. Another apparently incorrect attribution is La cameriera
astuta, which Benevides gives as being by Paisiello but which must have been Paini's
opera of that name.”

Two new operas seem to have been specially composed - a new version of the oratorio
La distruzione di Gerusalemme by Appiani (presumably husband of the singer of that
name) and a setting of /domeneo by Pietro Generali. The latter is particularly curious.

Generali was, after Rossini, one of the leading composers at this time - two other

Benevides (1883) gives the date of reopening as 16 December (pp. 115 & 117). but the Gazeta de
Lisboa of 30 November 1818 announces the reopening for 7 December. This is corroborated by tho
documents - the one that Benevides cites on p. 117 (P-Lan. Ministério do Reino. 992 unnumbered).
see Plate ®. which lists the works performed during the vear to 6. not 16, December 1819, and another
in the Ministry of Finance Archives, Lisbon (XV-V-44), which gives information about the rentng of
the bar by Domingos Daddi (father of the composer Jodo Guilherme Daddi).

*Benevides (1883). p. 117; Carvalhaes (1910). p. 148.

3d.. 1bid. In the absence of a libretto for this production. Benevides must have used just the P-Lan
document (Plate 8). which does not name the composer. Probably unaware of Paini's opera. he
atributed it to Paisielfo. though by this date his La serva astuta was no longer being performed.
Manferrari (1953) attributes the present production to Paini, which must be correct.
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A Sociedade ltaliana do Real Theatro de S. Carvos, julgou ser sua obrigagad o
parucipar a V. 5.* a Nota das Operas, e Dansas que se tem posto em Scena no dito
Theatro no decurso do anno que ha de findar em 6 de Dezembro proximo , pela qual

s¢ mostra que a Sociedade nad s6 cumprio, mas até excedeo is Condigdes a que se
obrigou para com os Senhores Assignantes; a saber:

Operas Sérias, Semi-sérias, Burletar,  Dansasr Sérias , Semi-rérias, ¢ de Meio

e Oratoria. ‘ Caracter.
Carlos Magno. Cesar no Egypto.
Clotilde. Os Salteadores,
A Borralheira, O Usurpador Punido.
A Destruigad de Jerusalem, A Morte dos Innocentes,
O Barbeiro de Sevilha, A Doida fingida por Amor,
Demofoonte. : A Vinganga de Ulysses,
Mérope. O Tambor Nocturno.
O Amor Cenjugal, * Ignez de Fitz-Henry.
Idomeaeo, As Amazonas,
O Senlior Timanella, Bianca de Rossi.
Pamella Nubil. A Rede de Vuicano,

A Pegr Ladra,
A Lodovisca,
Operas ¢ Dansas que tendo sevvidy para Bemeficios se repetivad depois por
conta da Casas

Debora e Sisara, A Tomada de Belgrado,
A Camareira Astuza, O Pagem.

Ui Aviso aos Ciosos. O Mesire na Villa.
Marilde. Os Ritos da Baia Dusku.

A Mullier de tres Maridos,
O Aio Embaragado.
O Theatro em cunfusad.

Distribuicad dar Recitas,

1318 Dezembro - - « « @ s o i e e oo oo 16
1869 Janeirn =« = w - s e v e p e e e oo s- - 19
Fevereirg « «+ = = oo« s i ecamaaaan 29
Margo = = = == o N R 14

8 o - II

T 17
Junho = = ¢ ¢ s e d e e c s el R i
Julho wc t e m e e L -l It
Agosto - - - - e - mh i i e m e il 18
Seiembro = - @« @ e e o - . 17
Outubro = = - e e et ce ittt nan o g
Novembro - - s s @ wu e v oo o v i n v - 16
Dezembro atd g dia 6 === - v cue- - .4
Recitag - =« - = = = 200

Nos referidos Espectaculos a Sociedade nad tem poupade nem despezas, nem
trabalhios para merecer o acolhimento e acceitagas ; e faz saber a V. S.* que chegando
a nova Companhia de Italia, da qual se estd § espera de dia em dia, dard hum novo
Plano de Assignaturas, promettendo continuar com as suas despezas e trabalhos para
aleangar a prorecgad e a indulgencia de hum Publico ta8 bemfazejo, generoso, e Ji-

beral,

NA TYPOGRAFIA DE BULHGES. Anno 1819. Com Licenga.

Plate 8 A printed document listing the operas and ballets performed and the monthly distribution of

performances from 7 December 1818 to 6 December 1819
(P-Lan. Mimistério do Reino. 992 unnum bered).
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operas by him were performed at the S30 Carlos in 1819 and during the 1817/18
theatrical year he had been workmng in Barcelona. It is possible that he was
approached with the idea of coming on to Lisbon - he had left Italy after the disastrous
reception of Rodrigo di Valenza at La Scala, Milan, with the intention of remaining
abroad for a substantial period. That he never came to Lisbon is certain', for he
returned to Italy by the Spring of 1818, but it may be that he accepted a commission to
write for the Teatro de S. Carlos in 1818, as did Rossini (of which Adina, performed

only in 1826, was the outcome).

Despite attempts by a German known in Portugal as Antonio Simdo Mayr, to dislodge
him, and the closure of the theatre from 7 December 1819 to 6 January 1820, Chiari's
management continued into the following years. A number of new singers were taken
on, though with the earliest dated libretto being 13 May, it is unclear whether they
began at this date or immediately after Easter, as was the usual practice. At any rate,
the company was substantially reinforced by the addition of two new prime donne,
Adelaide Dalmani Naldi and later also Carolina Micaela Balbi, Domenico Vaccani, a
baritone who had been working in Barcelona for the previous few years, the Spanish
buffo Paolo (Pablo) Rosich, who had been closely associated with Rossini, and
Gaspare Martinelli, who was to sing minor tenor or bass roles in the great majority of
performances till the end of 1828. With these singers came the composer Carlo Coccia

to work alongside Pinzetti as maestro®.

A breakdown of the composers whose operas are represented during the two years of
Chiari's management makes clear how the repertoire had by now shifted and in

particular how Rossini predominated.

1819 1820 Total 1819-20
Rossin 3 ) 9
Generali 3 2 5
Coccia 1 2 3
Celli 2 0 2
Paini 1 1 2
Appiani 1 0 1
Mayr 1 0 1

There is no primars source evidence for a visit to Lisbon and though Fétis (1860-63) states that
Generali remained abroad ull 1821, this is incorrect. See also Cranmer (1977).p. 7.
‘Regarding the ammostty between Chiarn and Mayer. s¢¢ Benevides (183). pp. 11617
in the Ministry of Finance Archives (XV-V-44) informs us of the one month's closure.
éCuriously. none of the libretti printed during Coccia’s two-vear stay give his name as maestro though
some mention Pinzetti. However. he must certainly have directed the new operas he wrote for the
theatre and contemporary commentators. such as the AAMZ correspondent and Baillie (18247, describe

Coccia as maestro.

A document
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1819 1820 Total 1819-20

Nasolini
Pavesi
Portugal
Farinelli
Nicolini
Paer
Weigl

oo o O — — -
— p— o — D O DD
p— et e ek et it pd

Politics hegin to interfere

1820 was a turbulent year in Portugal. There was dissatisfaction on many counts. The
King and Court were still in Brazil, though almost ten years had passed since the final
expulsion of the French. Furthermore, there was by now widespread rejection of the
continued existence of absolute Portuguese monarchy (a consequence of French
influence reinforced by Spain's recent change to a constitutional monarchy). The
country was effectively under the rule of the military, commanded by the British rather
than the Portuguese. Portugal's economy already battered by the three French
invasions, was further damaged by the emancipation of Brazil's economy following the
arrival there of the Royal Family - Portugal had hitherto enjoyed a monopoly on all
trade with Brazil. All of these conspired to bring about a revolution in favour of a
constitutional monarchy, which broke out in Oporto on 24 August and in Lisbon on 15
September. It met no resistance and was greeted with general enthusiasm.

The revolution had no immediate effect on the theatre and there is every indication that
business went on as if nothing had happened’. However, it appears that Antonio
Simdo Mayer found greater sympathy from the new Intendent General of Police,
Manuel Marinho Falcdo e Castro, and when Chiari's licence ran out in early December,
the new licence was granted to Mayer®. For Chiari, in terms of his personal life, it may
have been a blessing in disguise - already a widower for the past four years, he lost his
son Vincenzo on 29 October 1820, aged 19, and would lose his daughter, the singer
Anna Chiari, aged 23, on 16 June the following year®. Mayer was fortunate in
inheriting quite a strong company, for with the exception, apparently, of Mari, all the

Coceia did. however. wrile an allegorical cantata entitled If genio lusitano trionfante in praise of the
new Constitution.

%t is not clear exactly when Maver took over. If Chiari's licence expired on 6 December (1.¢. a vear
after 1ts renewal). Maver could 1n principle have begun on 7 December. An announcement in the
Gazeta de Lishoa of 30 December 1820 informs us that rehearsals were already under way by then.
but it has not been possible to ascertain the date of the first performance under his aegis.

9greja do Loreto. Lisbon. Liv.? 2.°dos Obitos 1777 até 1846 his wife. Rosa. was buried there on 30
December 1816, aged 44 (p. 228). Vincenzo on 30 October 1820 (p. 246) and Anna on 17 June 1821
(p. 2533). Anna's age is given as ‘roughly' 23.
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singers stayed on'®. He seems to have had ambitious plans, including the setting up of
a training school for up and coming Portuguese singers and dancers. An unusually
extended, anonymous, article appeared in the Diario da Regéncia (the Gazeta de
Jishoa under a new name) on 31 March 1821, supporting the idea:

.. we view with satisfaction that the present Impresario of the theatre dares to
propose this same {idea of a national song/dance school] in his direction Plan,
which so many Portuguese directors have not attempted; and we hope in
consequence of this, that this laudable intention will not simply remain a plan,
as it certainly merits help and promotion to the end that this magnificent theatre
might become truly national, and so that ultimately it should not prove
necessary to employ foreigners save only where their place cannot be supplied
by Portuguese, which in time would be dispensed with, except the occasional
admission of some such singers in strictly limited and rare cases or the most
distinguished artists from other branches of the theatre, who might wish to
come among us to exercise their talents and to work alongside us for the
perfection of our own. At present we might begin under good auspices to
make the most of the able artists employed there.

... there are sufficient able Artists to establish the desired school of music and
dance on a regular basis and to take advantage of local talent from an age
appropriate for them to receive fully all the instruction they need to bring out
the natural dispositions of the pupils, who will be carefully selected.!

However seriously this plan was considered, it took another 150 or so years and
another revolution to bring it to anything like fruition. In any case, the writer seems to
have had reservations even about these apparently 'able' singers, and the AMZ
correspondent who wrote an article covering this period would have shared them!*.
According to this same correspondent, Mayer reduced the personnel and made various

other economies. which together with the increased attendance since the Revolution

107 is possible that Mari staved on during the Carnival season. his first known appearance in Madrid
being in May. However. he wus closely associated with Chiari and may wel! have taken umbnidge
when Chiarl's licence was not renewed.

11" temos a satisfagdo de ver que o actual Emprezario deste Theatro ouza propor 1510 Mesmo no
Plano da sua direc¢do. o gue tantos dircctores Portuguezes nio emprehendério. ¢ esperamos. em
consequencia disso. que ndo ficara so em projecto esta louvavel intengdo, que merece Por <erto ser
auxtliada e promovida. a fim de tornar-se verdadeiramente nacional este magnifico Theatro: ¢ de ndo
50 naquillo em que ndo possa ser supprido por Portuguezes. 0 que com o tempo de todo se escusaria.
salvo admittir casualmente algum desses Cantores ou Cantoras estremados ¢ raros. ou algum dos mais
eximios Artistas de outros ramos theatraes. que quizessem Vir entre nos exercitar seus talentos. ¢
concorrer para a perfeigdo dos nossos. Actualmente se podena principiar com bons auspicios a trar
proveito dos habeis Artistas que alli s empregio.

" ha sufficientes Artista habeis para estabelecer a desejada Escola de musica ¢ Danga de
hum modo regular. € aproveitar os talentos nacionacs desde huma idade propria para receberem
perfentamente todas as ligées que podem fazer proficuas as disposi¢des naturaes dos alumnos. que se
escolherem com boa seleccdo.” Diario da Regencia. 30 March 1821 extracted from an article
entitled 'MISCELLANEA - Real Theatro de S. Carlos'.

121177 XXIII. cols. 604-05. 29 August 1821 Brito & Cranmer (1989). pp. 51-32.
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should have put him in a better financial position than his predecessors. He also tells
us that the theatre now received an annual subsidy of 30.000 cruzados'3. However,
Marianne Baillie (1824) gives us a rather gloomy picture of the state of things. In her
letter dated 30 June 1821 she says:

[The T. de Sdo Carlos] is now so badly managed, as to be unworthy of any
attention from foreigners; and the performers are so ill-paid, as to have little
motive for exertion'!,

Certainly, by November Mayer was quite heavily in debt and owed several months'

salary to some of the singers'>.

Whatever the financial situation, performances were regular. The repertoire was
completely dominated by Rossini and Rossini imitations. Up to Carnival 1822 there
were new productions of La Cenerentola, La pietra del paragone, Ricciardo e
Zoraide, Elisabetta regina d'Inghilterra, L'italiana in Algeri, La donna del lago and
La gazza ladra. A new prima donna, Ercolina Bressa, sang the title role in La
Cenerentola and it was at a performance of this opera on 27 April that the Naval
Minister. Francisco Maximiliano de Sousa, announced the King's acceptance of the
new Constitution and his intention to return to Lisbon'S. King Jodo VI reached the
Tagus estuary on 3 July and disembarked at the Terreiro do Pago, Lisbon, the
foliowing day, bringing with him part of the Court, but leaving behind his ¢ldest son,
Prince Pedro d'Alcantara. as Regent of Brazil

The all-pervasiveness of Rossini even outside Rossini's operas Is attested to by
Marianne Baillie. who attended a performance of La festa della rosa, which Coccia
had written for Giuditta Favini's Benefit on 13 August. In her letter of 26 October

1821, she gives us a carefully observed account of this production:

Last night we were at the opera;...We were pleased by the performance, "La
festa di Rosa". [sic] but our admiration was limited to one or two of the
performers. This opera (light and brilliant in the style of its music) is composed
by Coccia [sic], a voung Italian, who copies so closely from Rossini, that it is
sometimes difficult to distinguish the difference between them; the whole
company are from Milan, as well as the corps de ballet; the latter seems to
possess little talent, and the mechanist must be, I should suppose, about the

id. 1bid.

4yl 1. pp. 9-10.

15Benevides (1883). pp. 1 19-20. speaks of Mayer's financial difficulties. which are confirmed by a
Jocument giving monthly payments 1o singers owing to 9 November 1821 (P-Lan. Minisiéno do

Reino. 992-27).
16Benevides (1883). pp. 122-23. quotes a lengthy description of the occasion from Julio de Casulho's

Memorias de Castitho. Vol L. p. 194.
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worst in Europe; as to the greater part of the scenery, and the dresses of the
performers, economy appears to be the order of the day, or rather night. One
thing it was impossible not to see - the ignorance generally speaking of the
audience: almost all the applause was given to what really least deserved
encouragement, and a few delicate strokes of genius were entirely lost upon
them. Favini was prima donna, her voice is much decayed, more from accident
or indisposition, than from age, as she is still young and handsome enough for
her profession; I should conceive that it had once been very fine; her taste is
extremely good, and she is a lively graceful actress..!’

Coccia also composed the opera Mandane regina di Persia this year and, additionally,
two of his operas composed prior to coming to Lisbon were staged.

\Mayer's management collapsed at the end of Carnival 1822, As the correspondent of
the AMZ reported:

The public was very dissatisfied with Impresario Mayer: he was accused, and it
would appear rightly so, of being far too concerned with short-term gain and
not the least bit bothered with the rest: and this in the end led to the complete
disintegration of the Italian opera company'?.

Coccia went to London. Dalmani Naldi, De Capitani, Vaccani, Veglia and Rosich
joined Mari in Madrnid.

From Easter till August 1822, the Teatro de Sao Carlos remained closed. When 1t
reopened it was under the management of the architect Jodo Baptista Hilberath and
Margarida Bruni, who had been the leading ballerina since at least 1806. With the
mass exodus of singers, the new company consisted only of Ercolina Bressa, Teresa
Zappucei, who had been singing minor rules since 1818, a castraro named Lorati,
about whom nothing else is known, and probably Gaspare Martinelli. In this depleted
state. they nevertheless managed to stage Rossini's Tancreds and Adelaide di
Borgogna in September and October, respectively. Reinforcements were contracted in
Italy and set sail from Genoa on 7 October. On arrival, however, there were
disagreements between four of the new singers and the management over advance
payments, with the result that the singers refused to attend rehearsals'®. This was
settled by the beginning of December and on 13th Rossini's Eduardo e Cristina was

staged. The cast was Adelaide Varese and Adelaide Cressotti, prime donne, Paolo

UBallic (1824), Vol i.pp 208-10.

18"\t dem Impresario Mever {sic] war man sehr unzufrieden: man beschuldigt ihn. und wic es
scheint mit Recht. dass er gar zu sehr nur auf den augenblicklichen Vortheil bedacht. und ubngens zu
nachlissig sev: und so kam ¢s endlich zur ginzlichen Auflosung der italienischen Opern-
Gescllschaft.” 4AfZ XXV. 1. col. 3. 1 January 1823 Brito & Cranmer (1989). p. 54.

19p_Lan. Ministério do Reino. 992-43. The dispute also involved two French ballerinas.
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Lembi, buffo cantante, and Giuseppe Lombardi, primo tenore, Luigi Martinelli, who
had returned from Italy with the new company, and Gaspare Martinelli®®. At about this
time the company was also joined by the tenor Filippo Destri, who had been singing in

Oporto for the past few years, and the bass Giacomo Calcina.

No sooner was the new company installed than the management once again collapsed
for lack of money and the government appointed a commission presided over by the
20-year-old 2nd Baron of Quintela to take up the reins of the theatre in January 1323,

Marianne Baillie once again attended the opera on 28 January and wrote as follows in

her letter home the following day:

We went yesterday to the opera, in which the prima donna (who might rather
be called. from her tender age, "Prima Vera") appeared to great advantage and
sang delightfully. Her name is Adelaide Varesi [sic] ... Altogether San Carlos
has considerably gained in the recent change of its company of both singers and
dancers. Rossini's "Barbiere di Seviglia" [sic] has lately been played, and it 1s
impossible not to admire it; yet the general merits of the composer appear to
me to have been greatly over-rated. Compare him with Mozart and see how
much he loses by the comparison.2!

The audience was. of course, in no position to compare Mozart and Rossin, it being
some seventeen years since La clemenza di Tito had been performed and some ten

since the postulated production of Cosi fan tutte.

The {1/7 correspondent was in full agreement about Varese's virtues, praising both
her voice and appearance, though criticising her for bowing to public poor taste in her
manner of singing. Cressotti, he tells us, had a mezzo-sopranc or contralto voice of
considerable range, especially in the lower notes, but of weak quality owing to age.
Lembi was described as an average performer, better actor than singer. Lombardi had
a good voice but not strong enough for the theatre?.

On 13 October 1822, the result of ever increasing pressure from the Brazilian
independence movement, the Regent, Prince Pedro d'Alcantara, had been proclaimed
constitutional Emperor of Brazil. In Portugal itself, the return of King Jodo VI to
Portugal as a constitutional monarch had by no means met with universal approval by

more conservative elements, who believed firmly in absolute monarchy. At the head of

20 317 XXVIL 2. col. 26. 12 January 1825 Brito & Cranmer. p. 39. The report states that Luigt
Martine!li had returned from Oporto. but I find no evidence for his being there after 1318,
2Baillic (1824), Vol. IT, pp. 153-36.

22 {\f7 XXVIL 2 col. 26. 12 January 1825: Brito & Cranmer. p. 39.
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these was the Queen, Carlota Joaquina, sister of the Spanish King, who had refused to
swear allegiance to the new Constitution. In consequence, she was banished to Spam,
though on the pretext of ill-health she remained in Portugal, at the Quinta do
Ramalhio, not far from Sintra. It was around her second son, Prince Miguel, that the
conservative forces rallied. In February 1823 there was a revolt in Vila Real, led by
the 2nd Count of Amarante, which led to Amarante's expulsion from Portugal.
Increased discontent with the Constitution and the government that ruled in its name,
even among moderates and liberals brought more and more of the nobility and military
back to the absolutist fold. All of this came to a head in the so-called 'Vilafrancada'
Such was the strength of opposition that the King was forced to accept substantial
changes to the Censtitution or face civil war. The King met Prince Miguel and his
absolutist supporters at Vila Franca da Xira, a few kilometres upstream from Lisbon,
on 31 May 1823, made him Commander-in-Chief of the army, restored the Queen and
the Count of Amarante, and brought Miguel's principal supporters into the

government.

This political instability and confrontation did nothing to help the theatre, where
performances were seemingly intermittent from the end of August until a new
management was appointed in November, once again in the hands of Hilberath and
Bruni. It is worth noting that in this vear, for the first time, Prince Miguel's birthday,
on 26 October, was celebrated by a special performance at the T. de Sdo Carlos. For
the occasion Tadolini's La principessa di Navarra (an oblique reference to the

Queen?) was staged together with an anonymous birthday ode entitled Lisia Exuitante.

Rossini's operas continued to be popular in 1823 (Moseé in Fgitto was performed for
the first time during Lent), but the first works of a slightly younger generation were
staged during this year - one by Meyerbeer and two by Pacini. Two operas bv Coccia
were performed, one each by Paer, Mayr and Grazioli, and as the fmal new production
of the year, Generali's ] baccanali di Roma. At the end of Carnival 1824 Adelaide
Varese, Adelaide Cressotti and Giuseppe Lombardi left for Oporto, leaving the
company seriously under strength.

In the spring of 1824 politics came once more to the fore. On 30 April Prince Miguel,
grown overconfident, made a major tactical error: he arrested a number of more
conservative Liberals, who had backed him at the time of the Vilafrancada, and during
the next few days attempted to remove his father from the throne. On 9 May the King
escaped to an English frigate moored in the Tagus estuary, summoned Prince Miguel
and stripped him of his position as head of the armed forces. The prince was forced to
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stay on board for four days, during which time his support disintegrated and he was

obliged to leave the country.

The King's birthday was celebrated on 13 May with Rossini's L'occasione fa il ladro
(given under the title // cambiamento della valigia) and an ode entitled Jove Benéfico
by the young Portuguese composer Jodo Evangelista Pereira da Costa. Giuseppa
Collini made a return for the occasion and was joined by, among others, a Portuguese
by the name of Anténio Chaves. The re- -employment of a rather mediocre prima
donna and the virtually unprecedented use of a local singer give an idea of the lack of
singers available to the management. The AMZ correspondent speaks of the theatre
being closed for several months and certainly the King's birthday is the oniy occasion

we have clear evidence of its being open between early March and early July?

In June thirty-eight new performers arrived, mostly recruited for the ballet but
substantially reinforcing the opera company, and including the following nine singers:
Luigia Valsovani Spada, Giuseppa Julien, Maddalena Pereno, Catarina Pereno, Maria
Mori, Alessandro Mombelli, Filippo Spada, Luigi Campitelli and Giovanni Riboli. The
new company opened with Rossini's Bianca e Falliero on 3 July, to celebrate the

anniversary of the King's return to Portugal two years earlier®,

An unusually detailed document gives us full details of the positions each singer held in

the company at this time:

Luigia Valsovani Spada - prima donna seria
Giuseppina - check - Julien - prima donna buffa
Catarina Pereno - prima donna 'para cantar de muztco’ [i.2. travesty roles]
Luigi Campitelli - primo fenore

Alessandro Mombelli - primo tenore di mezzo carattere
Antonio Colla - buffo cantante

Filippo Spada - huffo comico

Paolo Lembi - basso serio

Maria Mori - seconda donna

Maddalena Pereno - seconda donna

Gaspare Martinelli - secondo tenore

Giovanni Riboli - ultima parte

+ a chorus of ten?*

3d eol. 271 id.. ibd.
24d.. 1bid.. id.. p. 60.
25p.[ an. Ministério do Reino. 992-15.
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The same document also, unusually, lists the dates of all new productions from 3 July
1824 to 22 January 1825:

3 July 1824 [Rossini] Bianca e Falliero

4 July [Rossini] L'inganno felice

16 July [Rossini] /I turco in Italia

4 August [Mercadante] Scipio in Cartagine
20 August [Pacini] /! barone di Dolsheim

25 August [Pacini] // falegname di Livonia
30 August [Rossini] /{ barbiere di Siviglia

12 September

[Mercadante] Elisa ¢ Claudio

6 October [Morlacchi] Tebaldo e [solina
12 October [Rossini] Aureliano in Palmira (as Zenobia)
25 October [Rossini] Demetrio e Polibio

10 November
8 December

3 January 1825
17 January

22 January

[Pacini] La sposa fedele
[Mercadante] Anacreonte [in Samo]
[Coccia] La festa della rosa
[Portugal] L oro non compra amore

[Rossini} La scala di seta

It is interesting to notice that alongside the seven Rossini operas, Pacini and

lercadante were emerging quite strongly, that La festa della rosa should have

remained a firm favourite and that Marcos Portugal's L ‘oro non compra amore, twenty
years after its composition, was revived. It 1s also worth noting, on the one hand, that
this was apparently the first time Aureliano in Palmira had been performed in Lisbon,
rather than when Luigi Mari, the original Aureliano, was present in Lisbon, and that.
on the other. Demetrio e Polibio, an opera which was not in general widely performed
should return to Lisbon when Alessandro Mombelli was present - the opera had been
written by Rossini for the Mombelli family and first performed by Alessandro's father,
Domenico, his two sisters, Maria Ester and Anna, and Ludovico Oliviert. Alessandro
Mombelli, incidentally, was well received in Lisbon, n marked contrast to his reception
later clsewhere. The AMZ correspondent speaks well of his voice and technique®.

The management of Hilberath and Bruni grew very shaky in the latter part of 1824 and
the Baron of Quintela was once more appointed to oversee the ruaning of the theatre,
by decree of 27 November?. A letter to Hilberath from one Gaetano, son of the late

6id . col. 28. id.. id.
2TRenevides (1883). p. 137
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Francisco Maria Serra of Genoa, and dated Genoa 10 January 1825, provides us with
an unusual insight into how singers were contracted and the particular difficulties at

this juncture:

I received with satisfaction your letter of 27th November last; I noted with
pleasure the considerable powers which you vested in me to contract a prima
donna: after this [ wrote, in consequence of your orders, to my Milanese friend
to carry out everything, and although in his reply he drew my attention to the
fact that circumstances did not admit of finding an adequate candidate who was
not already contracted, as within a short time the theatres should open for the
Camnival season, the season of greatest interest to them, he nevertheless assured
me that through his intimate friendship with the Impresario of the theatres in
Milan and Naples [Joseph Glossop?], which because of their greatness
contracted many first-rate candidates, a letter would be on its way to him
granting him a prima donna. which had almost been completed, when he would
g0 to to see one himself in order to see which would better meet your interest
and which would more happily determine to come; he received an answer, such
was the tenor of his letter, saying that as the contract was for St. Hilberath,
they did not wish to be involved with him without a firm warrantee in Italy that
their contracts would be guaranteed for a year, and similarly that the advance
payment stipulated would be met, for they knew from reliable sources that the
Impresario would be finishing within a few months, now that the Government
has conceded the management to the Baron of Quintela; furthermore, they told
me that payments to the present leading singers were two or three months
arrears: my assurances to the contrary carried no weight whatever, and in any
case I could scarcely maintain them myself as [ have also heard from a distance
that there were letters circulating in these cities which spoke of all this; in
consequence of which I cannot effect your charge without your formally
authorising me to concede to him your warranty for the whole contractual
process. Thus I await your further orders. Through this account you will see
clearly the state of the credit of the theatre, which, however, [ was flattered to
try to revitalise - if as an assistance to the Government; all the same I find
myself in the position where it is impossible to fulfil your wishes. not wishing
myself 1o act as guarantor for these people, but only to be of service to yourself
in the name of friendship and to my precious friend Sr. Oneto®. If it is true
that your management will be coming to an end within a short time, it is
certainly pointless for you to undertake further expenses, which according to
what T have informed you through the above-mentioned Oneto would not be
slight, involving as it does sending out a prima donna or prima ballerina. |
look forward to other more favourable occasions to testify to my friendship.
Meanwhile I beg you to accept my warmest, best wishes.

Gaetano, son of the late Francisco Maria Serra.??

28 Joseph Glossop was Impresario of the T. alla Scala and the T Canobbiana. Milan. and the T San
Carto and T. del Fondo. Naples. for the 1824/25 season. the only season from 1809 to 1834 when
Domenico Barbaia was not Impresatio at the S. Carlo. Naples.

presumably a reference to the Giacome Oneto who subscribed to box 64 at the T. de S&o Carlos in
the 1823724 season. (P-Lan. Ministério do Reino. 992-37.)

30Recebi com satisfagdo a carta de V.? M ¢ de 27. novembro proximo passado. com prazer nella
observei os amplos poderes que V.* M. me concede para escriturar huma das primeiras Damas de
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This letter serves to confirm the importance of agents in Italy working on the theatre's

behalf to recruit principally from Milan. As to the outcome of Gaetano Serra's efforts,
they appear not to have been successful, at least in the short term, though he may well

have contributed to the contracting of the new singers who came to Lisbon the

following Autumn?!.

Unbeknown to Gaetano Serra, the day after he wrote his letter, a new impresario,
Anténio Marrare, was appointed manager of the theatre’? (still overseen by the Baron
of Quintela, contrary to his own wishes?) and a subsidy of 243000 réis per year was
granted, despite the reservations of the Ministro da Fazenda (Finance Minister), who
would rather have seen the money spent on orphans and widows than on immoral
shows? In actual fact, however, Hilberath and Bruni continued to run the theatre
until 19 July3s. For the King's birthday on 13 May Mercadante's L'apoteost di Ercole

canto: depois disto escrevi, em consequencia das ordens da V.2 M.« {,] a0 meu amigo de Mildo para
executar tudo. e ndo obstante. na sua resposta. ter me feito a observagdo gue as circumstancias nio
davio lugar de se acharem sujcitos de merecimento sem estarem escriturades. porque dentro de mul
pouco tempo devia se fazer a abertura do tempo dos Theatros para o Entrudo. epoca a mais
interessante para elles. porém certificava-me mediante a sua inima amizade para com o Empresario
dos Theatros de Mildo. € de Napoles. os quaes por grandeza escritardo muitos sujeitos do primeiro
merecimento. lhe teria escrito para lhe ceder huma primeira Dama. e quase estava p.* acabar. quando
hia procurando alguma para ver qual melhor conviasse ao interesse de VM., ¢ que melhor vontade
se determinasse a vir: foi-lhe respondido. tal he o theor da sua carta. que sendo o contracto para o Sf
Hilbrath. ndo querido estar por elle sem huma solida fianga na Italia para ihe for paraniida a escritura
por hum anno. como tambem o prepagamento estipulado, pois que souberdo por bons canaes que esse
Empresario devia acabar dentro de poucos mezes. visto que o Governo tinha concedido a Empresa ao
S Bardo de Quintella: além disto disserdio-me tambem que os actuaes Virtuosos ficavio atrazados nas
suas mezadas de dous outres mezes: nada vlerio as minhas contrarias persuasées. que bem pouco as
podia suster. porque eu tambem de longe ouvi dizer que se achavio cartas nestas cidades que falavio
em tudo isto; em consequencia do que ndo posso effectuar a incombencia de V." M. sem authorisar-
me formalmente a conceder-lhe a sua fianga p? a enteira execugdo da escritura que se fizer. Ficarel
antdo a espera das ordens ulteriores q.* V* M = me dar. Por esta relagdo bem vé V. M. a sttuagdo
que se acha o credito desse Theatro que me lisonjeava porém. que devesse anumar - s¢ como auxilio do
Governo: portanto me acho impossibilidado de cumprir com os seus desejos. ndo querendo eu ficar
fiador desta gente. mas fazer 56 o obsequio a V.* M. de lha procurar o titulo d'amizade. ¢ 10 meu rico
Amigo S Oneto. Se he verdade que a sua Empresa vai findar dentro de pouco tempo. he cerlamente
inutil que V.2 M = faga outras despezas. que segundo o que tenho informadoa V.* M.~ _ por v1a do
referido Oneto. ndo seridio indifferentes. tratando-se de mandar sahir huma primeira Damo ou huma
primeira Dangarina. Dezejo outras occasides mais favoraveis p.* lhe testemunha a minha amizade.
Queira no intanto acceitar os meus affectuosos cumprimentos.  Gaetano del g. Franc[isclo M
Serra’

This letter was an authenticated transiation of a letter in Italian by ‘Sr. Gaetano filho do falecido
Francisco Maria Serra de Genova'. dated 8 February 1825 with the stamp of the Genoese Consulate.
Lisbon. and ihe signature of the Genoese Consul. (P-Lan, Ministeério do Reino. 992-13).

Hpgolina Sicard. for example. was singing at the T. alla Scala. Milan. in the Spring of 1825, shortly
before her departure for Lisbon.

32Benevides (1883). p. 137

3 s early as 12 August. Quintela wrote to the Minister of the Realm seeking to be relieved of the
responsibility. which. however. was only granted nearly two years later.

MP.La. 54-X-13126 (MS letter from Miguel Antonio de Mello. Ministro da Fazenda. to Jose
Joaquim d'Almeida Araujo Correa de Lacerda. Ministro do Reino. dated 11 January 1823)
3Benevides (1883). ibid.



was performed together with an ode by the bar licensee's 12-year-old son, Jodo
Guilherme Daddi. A gifted musician, he had already sung the child role of Adolfo m
Paer's Camilla at the T. de Sdo Carlos®® and he went on to be a composer of some
importance. On this occasion he was introduced to the King, who attended the

performance?’,

With the change of management there was a corresponding change around in the
company. Giuseppe Lombardi and Adelaide Cressotti, who had been singing again n
Lisbon during the Spring, left definitively. Giuseppa Julien. Alessandro Mombelli and
Paolo Lembi went on to Cadiz. Luigi Campitelli. Antonio Colla and Maria Mon
returned to Italy, as probably did Maddalena and Catarina Pereno. In their place we
find Giuseppe Spech, Luigia Valesi, Luigi Ravaglia, Stefano Valesi, Fabio Massimo
Carrara and Luigia Carrara, who sang in the new administration'’s first production,
Donizetti's Zoraide di Granata, on 30 September 1825. Also new to the company at
this time were Costanza Pietralia, Paolina Sicard, Maria Frasst and Giovanni Orazio

Cartagenova.

1825 mav be marked out as the peak of the Rossini fever. Eight of his operas
(including Semiramide for the first time) were produced, as compared with seven by ali
the other composers put together.

From the death of King Jodo Vi to Civil War

In November 1825 the hitherto unilateral declaration of independence of Brazil was
ratitied. The political situation in Portugal itself remained uneasy, with the Queen
stubbornly living in Queluz apart from the King. In March 1826 he fell ill and on 10th
he died. The guestion of the succession was a difficult one. Prince Pedro d'Alcdntara.
who by right of premogeniture, should have become the next king, was in Brazil. so at
least in the interim a Regency was necessary. Shortly before he died, King Jodo V1
entrusted this to his daughter Princess [sabel Maria. Prince Pedro, however, opted to
abdicate the throne of Portugal in favour of his daughter Princess Maria da Gloria. at
that time only seven years old, whom he intended should marry his brother, Prince
Miguel, and thus bring to an end the divisions within the family. Prince Miguel. who
was in Vienna at this time, agreed to the marriage on 29 July and prepared to return to
Lisbon.

38[n January 1824,
37For further details see Benevides (1883). p. 142.
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Plate 10 b

Severini's engraving of
Paolina Sicard based on
the lithograph above.

in Benevides ( 1883).

p. 141 In the original
she comes across as
very pretty - in the
copv she has a rather
prominent chin.

Plate 10 a

Lithograph of Paolina Sicard
as Elcia in Rossini's Mose in
Egitto. Lisbon. 1826.
reproduced in Freitas Branco
& Almeida (1936).p 97.
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The death of King Jodo, like that of Queen Maria before him, was followed by a period
of national mourning and hence the closure of the theatres. A letter to the authortties.
dated 6 April, written on Marrare's behalf by the Baron of Quintela, speaks of the
theatre's difficulties with the singers, who were neither being paid nor allowed to leave,
and requests that they be allowed to leave if the period of mouming was going to
continue beyond three months3®. According to Benevides (1883), the theatre remained
closed until 12 June?. However, the Gazeta de Lishoa of 15 May announced the
reopening of the theatre the following day with a performance of Rossini's
Semiramide, in which Adelaide Varese Pedrotti, back from Oporto, would be singing -

she had meanwhile married the tenor Alessandro Pedrotti.

Marrare's management ran more or less smoothly and he continued to manage the
theatre until the Autumn of 1828, the Baron of Quintela continuing to oversee until 14
April 18274, In 1826 there were eight Rossini operas, including the world premiere of
Adina. Benevides (1883), quoting Thomas Oom, tells us that the opera had been
commissioned by Pedro Antonic de Pina Manique Nogueira Matoso de Andrade.
several years before - Rossini is known to have written it in 1818 - but when the score
arrived it was found to lack an overture. When Andrade complained to Rossini. the
composer answered that the commission was for an opera, not an overture, and in this
overtureless state the opera remained, neither party prera =2 to concede an inch to the
other*!.

Another premiere the same year was / due forzati by the Polish composer Franz
Mirecki, who was maestro at the T. de Sao Carlos for a period. The opera was well-
received. the composer as well as the singers being called out at the end of the first
performance?”. Otherwise there were two operas by Generali, one each by Coccia and

Vaccal

At the end of Carnival 1827, Sicard, Spada (presumably accompanied by his wife
Luigia Valsovani Spada), Ravaglia and the Valesis departed. To replace them
Giuseppina Tuvo (prima donna), Giovanni Battista Montresor (primo tenore) and
Benedetto Torri (bass) were taken on. With the arrival in the Autumn of Saverto
Mercadante as maestro, the theatre could boast two of the finest young male singers in

3p_an. Mimisterio do Reino. 992-61.

Mo 142,

HBenevides (1883). p. 143.

4Ieinstock (1968). p. 139 Benevides (1883). p. 144, giving reference to an arucle by Thom.s Com
in Revisia dos Espectaculos. without further details.

2117 XXX 12, col. 199. 25 March 1829: Brito & Cranmer (1989). p. 64. As for the composer.
Benevides (1883). p. 145, tells us that he disappeared without leave one day. having drawn a month's
advance on his salary Lwo days before

4



the world - Cartagenova and Montresor - and one of the leading composers.
Montresor, son of the great travesty singer Adelaide Malanotte, possessed a light,
rounded tenor voice, noted for its clarity and tender sweetness - his career later took
him to America, where in his father's company he sang in New World premieres of
several major works of the period, before returning to Europe and ultimately settling in
Bucharest as a singing teacher. Cartagenova was known less for the beauty of his
voice than for his general verve and superb acting. He was closely associated with
Mercadante from his time in Lisbon for the rest of his career as well as singing in the

premieres of Donizetti's Gemma di Vergy and Bellini's Beatrice di Tenda.
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Plate 9 Lithograph of Giovanni Orazio Cartagenova by Queiroz. dated Spring 1826 (P-Ln)
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In 1827 the popularity of Rossini's operas began for the first time to shows signs of
waning in favour of other younger composers, particularly Pacini (three operas) and
Vaccai (two operas). Important to this year was an opera entitled ogilda di Provenza
by Jodo Evangelista Pereira da Costa, Mercadante's assistant, which was first
performed on 29 September, Prince Miguel's name-day. Its importance is twofold. In
the first place, it was the first full-length opera by a Portuguese composer to be staged
since those of Marcos Portugal. Secondly, it occasioned the first of a series of detailed
reviews and polemical articles in the journal O Constitucional. The review of Egilda
di Provenza, which appeared there on 29 January 1828, was mixed in its appraisal.

The writer, S. M.*3, tells us in his second paragraph:

This piece, composed by Senhor Jodo Evangelista Pereira da Costa, a young
Portuguese of considerable talent, has, like everything there is, good things and
bad things. What gives it greater merit is that it is the first he has composed,
and it is this that most excuses its defects*.

On 8 March Mercadante's new opera Adriano in Siria, which had received its premiere
on 24 February, was given an extensive review in O Constitucional. The author, W. L.
S 45, considered the work to be such that not evervone would immediately appreciate
its virtues, which he nevertheless felt strongly it possessed. Of a different opinion was
the anonymous writer (but actually Jodo Evangzlista Pereira da Costa) of the pamphlet
Jutzo Critico sobre a opera seria: Adrano in Siria.... who felt that it was even worse

than the worst of Mercadante's operas.

Stolen motifs, not one piece that shows inspiration, complete lack of sentiment
and an insufferable length: these are the characteristic qualities of this much
longed-for opera*t.

He went on to attack the costumes and sets, and laid into an ode written in praise of
the composer, which had been distributed at the theatre and was published in the

*31t has proved impossible to idenufy the writer. Tt was not Saverio Mercadante. however. since the
writer also makes accusations against Mercadante which, particularly as thev were demonstrably false.
the composer would hardly have made against himself.

*H'Esta pega. composia pelo senhor Jodo Evangelisia Perewra da Costa. joven portuguez de muito
talento. tem como tudo o que existe cousas boas € cousas mas O que lhe da mais merecimento ¢ ser a
primeira composi¢do que compoem. ¢ € isto mesmo o que desculpa mais os defeitos della’ O
Constitucional. N° 4. 29 Januarv 1828, p. 92, The article continues to p. 96.

30 Constitucional. N° 7. 8 March 1828, pp. |36-61. Once more it has not been possible to idenufy
the writer, though with the first initial W . he must have been a foreigner (probably English or
German). His comparison with Meyerbeer's Jf crociaro. which had not vet been performed in Lisbon.
adds to this probability.

+*"NMotivos roubados. nenhum pedago que mostre ingenho. completa desituigdo de sentimento. € uma
extensio insoffrivel: eis as qualidades caracteristicas d'esta tio desejada opera.” Pereira da Costa
(1828). p. 4. A copy of this pamphlet. dated 3 March 1828. is to be found in P-Ln with the call-mark:
M3

76



following edition of O C onstitucional. In this same edition, there was a prompt
answer to the pamphlet in a letter to the editor by a writer who signed himself
'\Aristharco'. This letter makes plain who he attributes the pamphlet fo and in a highly
ironic tone counters the criticisms one by one. He also draws attention to the
pamphlet's final paragraph, where Mercadante's large salary is compared with Costa’s

much less. and therein finds the motive for writing the pamphlet*’.

1n Adriano in Siria Giuditta Schiroli, replacing Costanza Pietralia, sang for the first
time alongside the tenor Antonio Piacenti, who had joined the company the previous
summer, Giuseppina Tuvo, Adelaide Varese Pedrotti, Giovanni Orazio Cartagenova

and Gaspare Martmelt.

It was two days before Adriano in Siria's premiere that Prince Miguel finally returned
to Lisbon. On 26th February in a ceremony at the Ajuda palace, making him Regent n
place of his sister Isabel Maria, he took an oath of allegiance to his brother and niece.
to whom he would deliver the kingdom on her coming of age. He further swore to
uphold the Constitution and laws of Portugal. At that stage, there was alreadv a
substantial body of opinion within the higher echelons of the govemnment in favour of
abandoning the Constitution and making Miguel absolute king. As this element’s
power increased, life was made increasingly difficult for those that favoured the
constitutional monarchy. Before long the arbitrary arrest of Liberals became
commonplace, which led to the flight of many to England and France, and general
disquiet at the government's rule provoked a series of revolis against it.

A review of Meyerbeer's /] crociato in Eguito, performed to celebrate the Dowager
Queen Carlota Joaquina's birthday on 25 April, and which appeared in the English
periodical The Harmonicon, tells us how these political events spilled over nto the

theatre:

One of the latest operas performed was // Crociato, which was recetved with
stormy applause. if, indeed, the applause could be separated from those
frequent bursts of political feeling which disturb every performance. In a word,
it is impossible that an Italian theatre can subsist at all in Lisbon, if the political
state of the city does not experience some modification. It is no rare
occurrence to see the performances interrupted by scenes of violence. which
are sufficient to drive the muses from their favourite retreat*s.

Y0 Constitucional. N* 8. 18 March 1828, pp. 189-92. The ode in honour of Mercadante appears at
the end of a short article. pp. 187-88.
8BThe Harmonicon. 1828, p. 237
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The same article goes on to allude to the flight of Liberals:

Porto, the celebrated singer, known for his voce di testa, 15 aIriyed in Parisl. He
fled from his country in the fear that Don {sic] Miguel might wish to rob him of
his vocal powers, the only property he has to lose®.

Anténio Felizardo Porto, who in London was to become singing teacher to the exiled
future Queen Maria 11, was one of many musicians (including the leading Portuguese
composer Jodo Domingos Bomtempo and the Baron of Quintela) who espoused the

Liberal cause.

in /I crociato in Egitto Luigi Rigola appeared on the Lisbon stage for the first time,
alongside the recently returned Giuseppa Monati The Harmonicon article also
mentions the popularity of two new singers - the prima donna Giuseppina Glossop de
Mery and the tenor Luigi Magnani. Though Magnani is only known to have sung mn
Vaceai's Giulietta e Romeo, Glossop de Mery sang title roles in three new operas by
Mercadante written that year - Adele ed Emerico (the role of Adele) on 18 June.
Gabriella di Vergy on 8 August and [permestra on 29 September, to celebrate Prince

Miguel's name-day.

As the year progressed Marrare's position as impresario came under increasin: ‘hrat.
Government subsidies remained unpaid and permission to stage performances to
celebrate Prince Pedro's name-day on 29 June was refused. With the declaration of
Miguel as absolute king in early July Marrare must have been aware that his
management's days were numbered. He was eased out and replaced by Margarida
Bruni, once again, in late September. The transfer of power continued into the next
month with Marrare demanding to be indemnified for his expenses in bringing out
Glossop de Mery and to be released from further contractual obligations to her.
insisting that Benefits for several musicians, including Mercadante, be guaranteed and
that his sets and costumes be purchased by the new management®. The settlement of
all this was needed urgently so that Glossop de Mery would be available to smg for the
birthday of the 'King' (Miguel) on 26 October.

The King's birthday was indeed to be a special occasion, though perhaps not in quite
the sense intended. Bruni wrote to the Intendent General of Police on 23rd asking tor
an advance of money in order to make purchases needed for the performance, among

them items for Cartagenova, Zappucci, Piacenti and Martinelli®!. Jodo Evangelista

id . 1bid.
f”P-Lcm. Ministério do Reino. 992-63. also quoted in Benevides (1883), p. 147.
3134 992-unnumbered account sheet and letter.
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Pereira da Costa wrote a cantata entitled Tributo a Virtude, for performance by
Domenico Vaccani, Alessandro Pedrotti, Rosa Baldoni Tosini and Adelaide Varese
Pedrotti, which was to be staged with Coccia’s Clotilde. The whole occasion was

reported in an evidently partisan article in The Harmonicon, in which allusions are

made to Marrare's demise:

On the occasion of the birthday of Den [sic] Miguel, Signor Coccia's opera
Clotilda [sic], was revived at this theatre. It was the first occasion of this
personage visiting the opera, for it will readily be supposed that to a mind
constituted like his, music has no very transcendent charms. The mode in
which this visit was paid is too curious not to be noticed; as, in all probability. 1t
is without precedent in any country. Constant patrols of infantry and cavalry,
the whole way from the palace to the theatre were occupied in clearing the
way, though three {sic] was no crowd. The object was not to allow anvone to
stop in the street, and no sooner were two or more persons seen talking
together, than they were ordered to go about their business. Near the theatre is
the fountain of Loretto [sic] but not a single servant or water-carrier was
allowed to approach it or cross any of the streets, from the afternoon till Don
[sic] Miguel left the theatre. Many a curse, though not loud yet deep, was
muttered against a tyrant whose excessive fears for the safety of his person
caused such serious inconvenience to the public.

As a matter of course, all the Miguelite nobility were at the theatre and none
but persons hired for the occasion were admitted into the pit and boxes.

On a former occasion, in order that the theatre might be closed on the two
festivals of Don [sic] Pedro®?, it was taken suddenly from the hands of the
honest manager, Marara {sic], - thus robbing him of nearly a month's receipts.
Add to this, that of the annual allowance of 20,000 milrees (4. 000L.), without
which the theatre cannot be kept up, and which is allowed by law, not a
farthing has been paid. So much for Miguel's love of the arts!*’

This proved to be the last opera performance until 1834, when at the end of a bloody
civil war Pedro. as King, restored peace to the country and opera to the T. de Sao
Carlos™*

The musicians rapidly dispersed. Mercadante went on to Cadiz, Madrid and thence
back to ltaly, as did Zappucci. Adelaide Varese Pedrotti also went on to Cadiz and
from there straight back to Italy. Cartagenova, Glossop de Mery and Vaccani sang in

Madrid before their return to Italy. Piacenti returned to Italy direct.

2% should recail that Prince Pedro's name-day was on 29 June. his birthday on 12 October.
3The Harmonicon. 1828. p. 279.

4A number of concerts were put on into 1829. some including excerpts from operas iready
performed. but no full productions are known.
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Chapter 5 Opera in Oporto

Throughout the period covered by this study, information about opera n Oporte is, at
best, patchy. There is no equivalent of Benevides (1883) to act as a starting point and
owing in part to the fire that destroyed the Teatro de Sdo Jodo in 1908, and with it the
theatre's archives, primary source material is sparse. The present chapter is intended

therefore as an attempt to piece together some kind of picture from those few sources

that do survive.

In 1793 the only theatre that was staging opera in Oporto was the Teatro do Corpo da
Guarda, inaugurated in 1791 and so called after the square in which it was situated. It
was a somewhat improvised affair, created by a group of local actors!, and being the

only public theatre in the city was also known simply as the 'Teatro Publico’.

Formenti's annual /ndice gives us information about the 1793/94 and 1797/982
theatrical years. In 1793/94 the company consisted of Carlo Barlassina (primo bufto a
vicenda), his wife, Giovanna Barlassina (prima donna buffa e seria), Giuseppe
Volunnio Durelli (primo tenore e mezzo carattere), Rocco Girolami {primo soprano),
Michele Liberati detto Bologna (secondo tenore), Antonio Marchesi (primo bujfo a
vicenda). his daughter, Irene Marchesi (seconda donna buffa e seria), and Anna
Vicchi (ter=a buffa e ultima parte seria). They performed both opera seria and opera
buffa, though in exactly which operas is unknown. It is worth noting that Antonio
Marchesi had sung at the Teatro da Rua dos Condes, Lisbon, in the 1770s and that the
Barlassinas, Durelli and Bologna went on to perform at the Teatro de Sao Carlos.
Lisbon. after singing in Oporto?.

In the year 1797/98 we are told of performances of Cimarosa's // credulo and
L'impresario m angustie, and Il disertor francese and Il Don Giovanni (Il comutato di
pietra), probably both by Gazzaniga. It is noticeable that all of these operas are opere
buffe or dramme per musica and, supported by the evidence of the voice types/ranks
of the singers, we must suppose that unlike 1793/94 there was no opera seria
performed that season. The singers were Marianna Chabrand Albani (prima buffa).
Giuseppe Caravita (primo buffo a vicenda), Luigi Pugnetti (primo huffo a vicenda),
Pietro Ricei (primo mezzo carattere), Teresa Ancinelli (seconda butfa). Leutar

| According to P-Pm MS 1273. [. 249v. among the actors was Jodo Nogueira Gandra. later Liberal.
printer and librarian. He was born. however. in 1788 and cannot therefore have been involved in
theatre at such an early stage. See note 3 regarding this manuscript.

2¢ited in Carvalhaes (unpubl.)

3Durelli also acted as manager of the S. Carlos - see Chapter 2.
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Chiaveri (seconda buffa) and Antonio Chiaveri (secondo tenore). It is interesting to

note that three of the minor singers - the Chiaveris and Teresa Ancinelli also danced 1n

the ballets and were evidently primarily dancers.

According to Rebelo Bonito (1945 & 1963), regular performances had already ceased

after 28 February 17974, which was Shrove Tuesday that year. Unfortunately, he does
not cite his source and given that all the information above about the 1797/98 season 1S
fully compatible with what is known about the singers' movements there is no reason

to doubt that it took place as indicated by Formenti.

The Teatro do Corpo da Guarda was never exclusively or even primarily an opera
house but also staged plays in Portuguese. Given the way it was founded and the fact
that there was no other public theatre in the city, this is scarcely surprising. [t s,
however, importantly different from the situation we observed at the S. Carlos and will
observe at the other public Lisbon theatres, which were largely or completely,
depending on the period, given over to the one or the other.

The Teatro do Corpo da Guarda, however, was always inadequate as a theatre and as
early as 1793 moves were made towards the building of a worthier, more permanent
theatre. Through the offices of Francizc- d'Almada ¢ Mendonga, son of the late
Governor of Oporto, Jodo de Almada e Melo, the actors gained an audience before the
de facto Prince Regent at the time of the celebrations that followed the birth of
Princess Maria Teresa in Aprit 1793. Their performance so impressed the Prince that
he decorated them with the Habit of the Military Order of Christ and granted their
theatre the epithet 'Royal®. Almada ¢ Mendonga, striking while the iron was hot. put
in a proposal to the Queen for a new theatre to be built in Oporto that would befit the
realm’s second city, to which she agreed in a charter dated 12 April 1794°

Preliminary plans drawn up by the Roman architect Vincenzo Mazzoneschi, who had
been involved in the decoration of the T. de Sdo Carlos, were submitted for royal
sanction, and returned, duly approved in a document dated 9 October 1794, signed by
the Minister of the Realm, José Seabra da Silva’. As well as agreeing to the plans
themselves it allowed for the purchase of houses and contiguous land on which the

Rebelo Bonito (1943). p. 119:(1963). p. 138,

$Thus information is drawn from P-Pm MS 1273, ff. 250r-v_ written as late as 1868 but. neverthetess.
the earliest and most complete account of the circumstances of the building and early functioning of
the Teatro de S. Jodo. The various writers in O Tripeiro, cited in the footnotes below. particularly
Simdes {1931). who makes reference to a manuscript in his possession. seem 1o have had access 10
this or similar documents.

bid.. ff. 250v-31r.

TGiven in [ull in Rebelo Bonito (1943). p. 119.
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theatre would be built. The site chosen was one that took in part of the old city wall
between the Viela dos Entrevados and the Viela do Cativo, beside today's Praga da
Batalha, and five houses had to be acquired for the purpose by compulsory purchase.
The cost of the land and houses was 6.2768000 réis®.

To raise the money for the building of the theatre, Almada e Mendonga published a
notice asking for subscribers to invest at the rate of 1008000 réis per subscription. In
this way he raised 31,3008000 réis, he himself being among the 247 subscribers”.
Building work began under the supervision of the engineer Teodoro de Sousa
Maldonado on 29 March 1796. Use was made of stone from the demolished section of
the city wall, timber-merchants were forced to contribute in kind and transporters were
required to furnish transport for materials. Following a second appeal for

subscriptions which opened on 29 December 1797 a further 23.1508000 reis were
promised but only 14.1508000 réis actually materialised and a third appeal was

necessary!’.

Plate 11 Engraving of the original Teatro de Sdo Jodo. Oporto. undated (author’s collection).

Almada e Mendonca decided to call the new theatre the Teatro de Sdo Jodo after the

de jacto Prince Regent, just as the Sdo Carlos had been named after his wife, Princess

$Simdes (1931). p. 152.
9p-Pm. MS. 1273, {f 251v-252r.
1053 (1946). p. 160
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Carlota Joaquina. The opening was made to coincide with the Prince's birthday, 13
May 1798. The event was reported in the Gazela de Lishoa of 1 June:

It is reported from the city of Oporto that on 13th of last month, in celebration
of Our Lord Prince's birthday, a new theatre by the name of Sao Jodo was
opened there, with an ode set to music, dedicated to His Royal Highness, and a
Comedy entitled the Vivandeira [Canteen Woman]; not only were the
inhabitants of the city present for the occasion to marvel at the magnificence of
the Theatre and its briffiant illumination, but also a substantial gathering of
foreigners who flocked to the show. The Theatre was decorated with a curtain
painted by the renowned Domingos Sequeira, currently employed in the service
of Her Majesty, which gained the attention of the connoisseurs, no less for its
manifold ornaments, paintings and decorations than for the novelty and good
taste which they admired in it; the people there were extatic about the beautiful
design of the building, conceived and executed by the famous Roman architec:
Vincenzo Mazzoneschi, known all over Europe through the work he has done.
be it in Rome or elsewhere in Italy, in Spain through the magnificent Theatre of
San Carlos in Malaga, and in Lisbon he made his talent well known through the
decorations to the Royal Teatro Sdo Carlos on the occasion of royal festivities
celebrated there, the work he is just finishing in the city of Oporto being an
abundant proof of his discrimination in the matter of architecture".

According to Simdes (1931) the birthday ode was entitled 0 Mau Gosto Destruido ou
0 Porto Afrontado [Bad Taste Destroyed or Oporto Affronted] and the words were
written by Antonio Soares de Azevedo, a locai poet. There is no indication of the
composer of the music. The full name of the comedy was Os Militares Herois ou as
Vivandeiras Ilustres and the evening ended with a farce called 4 Dama Astuciosa',
possibly with José Palomino's music'®. It seems, then, that opera formed no part of the
opening night and Simdes gives us to understand that opera was restricted to three
months of the vear, during the winter#. Heinrich Link, who visited Oporto not long
after the opening of the T. de Sdo Jodo, makes no reference to opera and says simplhv’

14"Da Cidade do Porto avisio que a 13 do mez passado. em applauso dos annos do Principe N. 5. 5¢
abrira o novo Theatro. denominado de S. Jodo. com hum Elogio em Musica. dedicadoa 5. A.R. 2
huma Comedia intitulada a I ivandeira; admirando naquella occasido a magnificencia do Theatro. ¢ a
sua brilhante illuminagdo. ndo so os moradores da Cidade. mas lambem hum nuMEroso concurso
d'estrangeiros que acudio ao espectaculo. Ornava o Theatro hum panno piniado pelo célebre
Domingos Sequeira. actualmente empregado no servigode 5. M. o qual conciliou muito a attengdo
dos entendedores. ndo menos que os demais ornamentos. pinturas, ¢ decoragdes. pela novidade e bom
gosto que nellas se admiravio: louvando muito aquelle Povo o bello risco do edificio. ideado ¢ posto
em execugdo pelo famoso Arquitecto Romano Vicente Aazzoneschi. conhecido em toda a Europa
pelas obras por elle executadas assim em Roma. COMO €M Oulra partes da ltalia. e em Hespanha. pelo
magmifico Theatro de 5. Carlos da Cidade de Malaga: ¢ em Lishoa deo ¢lle bem a conhecer o seu
wlento pelas decorages do Real Theatro de 5. Carlos por occasido das festas Regias que alli se
celbrrio. sendo a obra que acaba de executar na Cidade do Loreto huma exuberante prova do seu
discernimento em materia de Arquitectura” Gazeta de Lisboa. 1 July 1798, p. 4.

1281m3es (1931). p. 152

13palomino’s music survives at P-IT"

14d . tbid.
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Here Portuguese plays are performed by tolerably good actors. Thus it is not
impossible that Oporto may soon have a better theatre than Lisbon's.

Link also provides us with the first eye-witness description of the theatre itself:

'A short time ago a considerable play-house was built at a large expense. but
the architect has so contrived it that the audience in the boxes cannot hear. In
other respects it highly merits approbation.’

Simdes (1931) gives us an idea of the size: the stalls were 68 palms (45 feet)!” wide by
71 palms (47 feet) deep, the stage width was 54 palms (36 feet) wide; the artist's
dressing rooms covered an area of 90Y: paims (60 feet) in length and the height of the
interior was 62 palms (41 feet). According to him, the profile of the theatre was
disagreeable, but he conceded that the interior was cheerful and distinguished, with a

really beautiful auditorium.

However restricted performances of opera may have been in the first few years.
Formenti's /ndice for 1798/9918 tells us of productions of Cimarosa's Le frame deluse.
Gazzaniga's [l disertor francese, Marino's Didone ( premiere), Paisiello's Nina pazza
er amore, Fioravanti's /{ furbo malaccorto, Bianchi's L« vendetta di Nino and Sarti's
Giulio Sabino. According to Loewenberg (1978) Paisiello’s / fanatico in Berlina (=
La locanda) was also staged during Carnival 1799. Evidently both opera buffa and
serta were performed. Formenti once again gives us the names of the singers in the

company:

Prima donna assoluta buffa e seria Marianna Albani Chabrand

Primo soprano Giovanni Battista Longarini

Primo tenore Angelo Forlivest

Primi butfi Francesco Antonucci, Jos¢ Antonio
Soares [Guerra), Giuseppe Caravita

Seconde donne Maria Bossi, Bernardina Liotard

Terza donna Maria Josefa Soares

Altri buffi Luigi Pugnetti, Filippo Venti

Secondi tenori Pietro Ricet, Felice Follia

The company was directed by Settimo Marino and the theatre poet was Giuseppe
Caravita.

SLink (1801). p. 323.

16id.. ibid.

17Simées (1931). p. 132. A palm measured cight inches. The equivalents in feet have been rounded
10 the nearest foot.

1¥0nce again cited by Carvaihaes (unpubl.).
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Several of these singers had, as we have seen, sung in the final season at the Teatro do
Corpo da Guarda but the company had now been strengthened above all by the highly
experienced huffo Antonucci, who had sung in Lisbon for the production of Paisiello’s
La modista raggiratrice the previous Spring, and the castrato Giovanni Battista
Longarini, who had been active both as singer and composer in Lisbon during the
previous two years. Caravita went on to become the theatre poet at the T. de Sao
Carlos from 1799. Marianna Chabrand Albani, also at the S&o Carlos in 1799, was to
revive Marino's Didone for her Benefit night on 16 October that year.

Carvalhaes (unpubl.) tells us that Alessandri's La finta baronessa, P. A. Guglielmi's La
serva innamorata and Martin i Soler's Una cosa rara were performed at Oporto
around 1800. A libretto of La finta baronessa for the S. Carlos, Lisbon, 1795
production, at one time in Carvalhaes' collection, now in the S. Carlos Archives has a
handwritten note of a cast which performed the work in Oporte: ‘Juana [=Giovanna]
Barlassina, F[rancesco] Nicolini, A[ntonio] Marchesi, [An]Tonio Cantaneli, Bisoti
[probably = Teresa Bedotti], [Carlo] Barlassina, Pepa [Maria Josefa) Suares'. From
what is otherwise known of these singers we could reasonably suppose they would
have been together in Oporto 1799-1800, but there is no more than circumstantial

evidence for this.

The celebrated Portuguese singer Luisa Todi is believed to have sung at the T. de Sdo
Jodio in 180119, but what she may have sung is unknown. From then until 1303 there 15
no information at all about opera in Operto. On 18 August 1804 Francisco de Almada
e Mendonga died. still in debt on account of expenses incurred in the building and
running of the theatre?®. José Teixeira de Sousa succeeded him as the theatre's
nspector on 24 January 1805 and the way the theatre was run underwent
reorganisation. On 28th of the same month a meeting of shareholders appomted
Tomas da Rocha Pinto, Rudoiph Amsink and Ludwig van Zeller as administrators with
effect from 13 February?'. In a document dated 3 March 1805 the suggestion was put
forward that opera seria should cease and also questioned the continued production of
opera buffa®. (Evidently, therefore, both were staged during previous seasons.) As
might be expected, a major concern was cost, but, equally importantly, considerable
difficulty had been experienced in obtaining adequate singers, a maestro to compose

and direct, and an orchestra of sufficient size and qualiy.

19Gee Moreau (19813, Vol. L. pp. 166-67.

Rebelo Bonito (1943). p. 120.

Np_pw, MS§ 1273, £.252v

22\emoria sobre o regulamento do Theatro do Porto'. dated 3 March 1803, P-Ln. Cx. 184. doct 30
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It is shortly after the new management took office that we have the first unequivocal
primary source evidence for opera at the theatre. A libretto survives for Marcos
Portugal's La donna di genio volubile performed on 19 November 1805 in which
Carolina Griffons sang the role of the Countess, the rest of the cast being unnamed.

In 1806 libretti for two operas were printed: Paer's La Griselda (along with an elogio
by Anténio da Silva Leite), for the Prince Regent's birthday on 13 May, and
Fioravanti's La capricciosa pentita, given under the title L 'orgoglio awvilito. The
prima donna for both operas was again Carolina Griffont; on 13 May the primo mezzu
caratrere was Prospero Pedrazzi and the primo buffo Paolo Boscoli, while for the
Fioravanti they were replaced by Vincenzo Praun and Pietro AngelelliZ? respectively.
Anténio da Silva Leite is named as the maestro in the libretto for La Griselda. 1t s
noticeable that the great majority of singers in Oporto at this time had been singing
shortly before in Lisbon, and at various periods it seems likely that singers for Oporto

were recruited in Lisbon.

Also in 1806, on 16 August, the three shareholders elected to administer the theatre
the previous year resigned and were replaced four days later by Jodo Nogueira Gandra
and Placido Lino dos Santos Teixeira. According to the manuscript source P-Prm MS
1273, they coutinued to manage the theatre until 18212, but there are various
indications that the theatre was, in reality, just in Santos Teixeira's hands and that his

management collapsed before this date.

For 1807 a libretto survives for Nasolini's La morte di Cleopatra, performed at the T.
de Sio Jodo on 8 November, the first opera seria for which we have a primary source.
In this opera the part of Cleopatra was played by Marianna Scaramelli, who had come
from Lisbon, replacing Carolina Griffoni Angelelli, who in turn had returned to Lisbon.

Two comic operas by Antonio da Silva Leite are often cited in reference works=* as
having been performed at the Sao Jodo in 1807: Puntigh per equivaco and L'astuzie
delle donne. The original source of information is a reference in the Supplement to
Innocencio da Silva's Diccionario Bibliographico Portuguesz, in a volume published in
1867%. and had come to him from 'eyewitnesses' of the productions (sixty years

before), who waxed lyrical about the composer's talents. Given the distance in time.

23pieiro Angelelli was actually Carolina Griffoni's husband by this stage - for details of their marriage
see Appendix II (Singers) - but it is only in the libretto for 'L'orgoglio avvilito' that her married name
appears.

e 232y

e g von Waxel (1883). p.544. and NG,

B[nnocencio da Silva (1858-1972). Vol. 8 (Supplement Vol. 1). p. 306.
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the human tendency to glorify the 'good old days' and the absence of any other
indication that Leite was a composer of operas, we need to be sceptical. It is the
present author's view that this is a reference not to operas by Leite himself but to his
directing productions of Fioravanti's / puntigh per equivoco and Cimarosa's Le asinzie
femminili, to which he may or may not have contributed additional or substituted arias,
as Moreira, Portugal and Rego did to the operas of other composers at the Séo Carlos.

A libretto does, however, survive for a cantata by Silva Leite entitled / genii premiati,
performed by members of the Sdo Jodo company at the Real Academia on 5 October.
The librettist was Antonio Soares de Azevedo and the singers were Marianna

Scaramelli, Prospero Pedrazzi , Paolo Boscoli and Giovanni Olivetti.

The extent to which the French invasions affected opera in Oporto is unclear.
According to Simdes (1931) the theatre remained open at ali times, and in August
1809 a Spanish company performed zarzuelas there for the first time?’. Zarzuela
performances were, in fact, to become a regular feature at the T. de Sdo Jodo. As
regards opera itself, the situation is very inconclusive. On the one hand, there is no
concrete information about performances between late 1807 and 1813, which,
combined with what we know of the situation in Lisbon at this time, would tend to
lead us to the view that performances would have been infrequent and irregular if
indeed they occurred at all. On the other hand, an undated document, apparently
written late in 1813, raises the question of the roles the Italian (opera) and Portuguese
(spoken drama) companies should take the following year, arguing for preference to be
given to the Portuguese company. The writer, does, however, concede that there was
a time in which the Italians occupied the theatre entirely, though this had been a matter
of necessity®®. Tt seems unlikely that this would be mentioned if it were not a fairly
recent occurrence. which, if so, would mean that opera (mostly or entirely huffa)
would have been the sole form of entertainment at some stage in the recent past.

It is interesting to note that the reasons put forward this time for reducing opera are no
longer financial and related to practical difficulties, as had been the case m 1804, but
rather of a political, nationalistic kmd. To quote:

Oh! (The Administrator will insist) but the foreigners want to be entertamned
and don't understand Portuguese - What a specious reason! So a great city has
to do without and be deprived of its national entertainment so that a few
foreigners, and these of uncertain permanence in the country might have some
entertainment. On what kind of right is this based? What would they say in

2Rebelo Bonito (19631 p. 139.
8\ femoria, em que se demostra a preferencia... (P-Ln. MS. 242, 19.1n particular. [ 3
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London or some other European capital if a Portuguese company were to
appear and, with the sole pretext of wanting to give amusement to their
compatriots and to any other individuals of extravagant taste, were to attempt
to oust a national company from any of its theatres? What would be the result
of this kind of madness?®

However overstated this polemic might be, the point is of some importance and was to
remain an issue for a long time. It is also of interest in what it tells us of the kind of

audience that attended the opera.

John Milford (1816), a foreign visitor 'of uncertain permanence’, in Oporto in the
summer of 1814 tells us the balance that was struck:

They have a very elegant theatre here, where the Italian opera and Portuguese
plays are performed alternately’".

According to Rebelo Bonito (1963), who as usual gives no indication of his source,
during the 1814/13 theatrical year there were productions of the three-act pastiche
oratorio Saul, to music by Haydn, Mozart, Cimarosa and Paisiello, put together by
Kalkbrenner and Lachmith, Paer's Griselda, Fioravanti's Camilla, Cimarosa's Gli Orazi
e i Curiazi, Paisiello's La serva padrona, Caruso's L'oro non compra amore, Mozart's
Cosi fan tutre and Cimawosa's /I matrimonio segreto. The principal singers were Giulia
Tertini and Irene S[ec]chioni (prime donne), C. Alboni (contralto), Antonio
Ambrozzeti (tenor), Paolo Bosco[li] (buffo caricato) and Pietro Senni (bass)3l. This
information, however, evidently contains errors and imprecisions, and cannot in any

sense be taken at face valuedz.

According to Firmino Pereira (1909) Francesco Nicolini, who had sung in Lisbon on a
number of isolated occasions since 1800, sang at the T. de S0 Jodo for the first time
in 18153, He was to become the central figure at the theatre in the early 1820s.

29"Oh' (insisura o Adm[ijnistrador) mas os Estrangeiros querem divertir-se. e ndo entendem o
Porluguez - Especioza razdo! Pois huma grande Cidade ha-de prescindir. e privar-se do seu
divertimento Nacional. para que huns poucos de Estrangeiros, ¢ esses de incerta presistencia no Paiz,
tenhdo hum divertimento? Em que direito sc fundara esta perten¢do? Que se diria em Londres. ou
em qualquer outra Capital da Europa. se 14 se appresentasse huma Companhia Portuguéza. e que so
com o simples pretexto de querer dar divertimento 20s seus Patriotas que la existissem. ¢ 4 quacsquer
outros individuos de gosto estravagante. intentasse langar fora de qualquer dos seus Theatros huma
Companhia? Qual seria o resultado dessa louca pertengdo? " (id.. . 7') The document gives no
indication as to its author or to whom it was addressed.

30 190,

3p 139,

328ee *Doubtful works and performances’ in Appendix I (Chronology). where the author's reservations
are set out in detail. and the citation from AMZ, below.

3pol.
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Unusually, there is a mention of what appears to be the 1815/16 year as part of a
lengthy article from Portugal published in 1816 in the Aligemeine Musikalische
Zeitung, which both because of its exceptional interest, as a contemporary source. and
because of the questions it raises with regard to Rebelo Bonito's 1814/15 season, I cie
here in full:

In Oporto there is also an Italian opera, which at present comprises the
following members: Paolo Boscoli, primo buffo; José Soares Guerra, a
Portuguese, secondo buffo, Francesco Nicolini and Cauvini, tenors. Mad.
Col[l]ini and Irene Sec[c]hioni, prime donne; Giuseppa Sec[c]hioni and Mad.
Cauvini, seconde donne, Giuseppa Veluti, fer-a donna. This company taken
overall cannot exactly be described as good. Taken on his own, Boscoll
distinguishes himself: but only he. This company, so lacking from every pomnt
of view, has the nerve to put on Mozart's Cosi fan tutte, Paer's Griselda and
other equally important works: but unquestionably they distort them to the
vexation and misery of the cognoscenti. That the public in Oporto includes few
such people can easily be guessed from the fact that it does not mind these
distortions and patronises them*,

Were Griselda and Cosi fan tutte, then, performed in 1814/15 or 1815/16 (or both)
..and by whom? The production of Cosi fan tutte, of course, stands out among the
repertoire given during the period under discussion, and knowing, as we do, of the
previous connections of the Cauvinis and Collini with this opera. it is not difficult ic
accept the AMZ report and reject Rebelo Bonito®*. Around the end of 1815 Placido
Teixeira's management seems to have collapsed and was taken over by Anténio
Bernardo Brito e Cunha, the Liberal general and later martyr of the Liberal cause®®. It

is unclear what Gandra's involvement may have been at this time.

As in Lisbon, the theatre was closed for a year from 15 July 1816 to 14 July 1317 n
mourning for the death of Queen Maria I. When it reopened, Francesco Nicolini was
head of the Italian company and José Soares Guerra head of the Portuguese.

34"In Porto hat man auch eine italienische Oper. die jetzt sus folgenden Mitgliedern besteht: Paolo
Boscoli. erster Buffo. Joze Soares Guerra, ein Portugiese, zwevter Buffo. Francesco Nicolini. und
Cauvini. Tenoristen. Mad. Collini und Irene Sec[c]hioni. erste Sangerinnen: Giuseppa Sec[c}hieni.
und Mad Cauvini. zweyte Sangerinnen; Giuseppa Velutl. drine. Diese Gesellschaft kann. im

Ganzen genommen. gewiss nicht gut genannt werden. Im Enzelnen zeichnet sich Boscoli aus: er aber
auch allen. Diese. in jeder Hinsicht so sehr unvollkommene Gesellschafi wagt es Doch. Mozarts Cosi
fan tuite. Pirs Griselda, und andere solche bedeutende Werke zu geben: aber frevlich entstellet sie sie
zum Acrger oder Erbarmen der Unterrichieten. Dass das Publikum in Porto deren nichi eben viele
zahlt gehet schon daraus hervor. dass ¢s dergleichen Entstellungen nicht ungern hat und unterstitzt*
AMZ. XVIIL col. 437. 26 June 1816; Brito & Cranmer (1989). p. 44

33 All the more so. given the general scope and gquality of this very full report. which can in some
instances be corroborated by other sources.

36Simaes (1909). p. 91. The collapse of the Plicido Teixeira management is confirmed. though with
no indication of when it occurred. by an unnumbered document dated 10 August 1817 in P-Lan.
Ministério do Remno. 992.
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Documents surviving from August 1817 tell us that the Italian company was ready to
begin performances straight away, lacking only a primo tenore, who could m any case
be replaced temporarily by one of the other singers, most notably Luigi Martinelli, who
was at that time in Oporto®”. The Portuguese company, on the other hand, only had
two actors and one actress, which was insufficient to put anything on. The usual
conflict arose between the two companies, with the Portuguese company claiming the
right to 50% use of the theatre and the Italian company taking what it considered to be
a more realistic view, that the Portuguese company be conceded some performances a
week to put on farsas, etc., when it could (i.e. rarely), and the Italian company use the
theatre the rest of the time. Nicolini had a good deal of support, including that of the
port producers Sandeman. Taylor, Croft and Graham, as well as the French and
Spanish Consuls. The Portuguese company evidently considered Nicolini as something

of an upstart?®,

The only opera we know to have been performed at about this time is Farinelli's
Ginevra degli Almieri at some point n 1818, with a cast that included Nicolini and
Luigi Martinelli, for which an argomento (cast list and plot) was printed.

According to the Allgemeine Musikalische Zeitung, the company disintegrated in
182039 but this is contradicted b. the fact that in this year argoment: {more usually)
and libretti (rarely) began for the first time to be printed on a regular basis, which
rather suggests a new wave of activity with a more co-ordinated and financially secure
management. It seems likely that the company was brought together late in 1819 with
Francesco Nicolini as impresario. According to Simdes (1931), Nicolini was
impresario of several theatres and he delegated part of the management to Pedro
Walev Barberino

The earliest dated argomento/libretto printed in this new wave of activity was for
Rossini's La Cenerentola on 20 January 1820, and though there can be little doubt that
Rossini's operas had already been produced in Oporto before this time, this is the first
for which we have actual evidence. La gazza ladra and L'inganno felice also received
performances that vear. For the King's birthday on 13 May Coccia's Clotilde was
staged and there were also productions of Paer's La testa riscaldata and Winter's / due
vedovi A libretto also survives for the ‘dialogo in musica' Lisia Agradecida, an

F\artnelli was #ot normally a tenor and this reference is indicative of the way at this period.
especially in more minor roles or at times of crisis. some men would sing in either bass or tenor
registers. using head voice or falsetto for higher notes.

BUnnumbered docts. in P-Lan. Ministério do Reino. 992.

39K XV. 1. col. 4. 1 Januarv 1823. Brito & Cranmer (1989). p. 54.

Hp 152,
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occasional piece by Jodo Antonio Ribas, dated 1820. A handwritten note gives the
date '15 do Corr.t® (15th of the current month). Given the patriotic title, it was
probably written shortly after the Revolution that year, which broke out in Oporto on
24 August and we may postulate 15 September (the day the Revolution broke out in
Lisbon), therefore, as a likely date for performance.

The company consisted of Ercolina Bressa (prima donna), Carolina Biagelli, Giuseppa
Secchioni and Irene Secchioni; Francesco Nicolini (primo buffo caricato), Paolo
Boscoli (primo buffo cantante), Filippo Destri (primo tenore) and Antonio Desiro.

In 1821 there were performances of Rossini's Tancredi on 30 January and La pietra
del paragone in February, the latter for Ercolina Bressa's farewell Benefit. She was
replaced as prima donna by Carolina Micaela Balbi for the remaining productions that
year, viz. Paini's La figlia dell'aria, Rossini's Torvaldo e Dorliska and I! turco in

ltalia, the rest of the company remaining unchanged.

On 8 October 1821 there was a meeting of shareholders to consider a new plan for the
administration of the theatre*!, namely through a committee of three elected members.
who would oversee an impresario. It was accepted and remained in force throughour

the rest of our period and beyond. The committees over the next few years comprised:

182123

José Joaquim Vaz Guimardes
Manuel Joaquim de Sousa
Antonio Joaguim da Costa Carvalho
1823-24

Francisco de Clamous Browne
Antonio Luis d'Abreu

Jeronimo Joseé de Faria

1824-23

Antonio Luis d'Abreu

Florido Rodrigues Pereira Ferraz
Anténio Joaquim Ribeiro
1825-26

Antonio Joaquim Ribeiro
Francisco Clamouse {sic] Browne
Jeronimo José de Faria

1826-27

Antonio Joaguim Ribeiro
Boaventura da Costa Dourado
Joaquim José Fernandes da Silva

Hp pm MS1273.f 252 v,
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1827-32

Francisco Barroso Pereira
Custodio Texeira Pinto Basto
Antonio Joaquim Ribeiro+?

The company in 1822 remained unchanged and put on four operas by Rossini
(including Demetrio e Polibio) as well as reviving Gnecco's opera La prova di
un‘opera seria. Firmino Pereira (1909) provides us with anecdotes relating to the
production of // harbiere di Siviglia and the Gnecco opera. In relation to the former,
he tells us that on one occasion during Carnival 1822 the Oporto Chief of Police,
Joaquim Correa de Lacerda was present. He was a rather dour fellow and when three
pranksters began laughing during Antonio Desird's perfectly good rendition of "La
calunnia”, he had them rounded up and thrown into jail for eight days. As for La
prova di un'opera seria, it was received with such enthusiasm one evening that the
Englishmen in the audience showered Nicolini and Boscoli with gold coms amounting
to 63400 réis*?. Simdes (19531) tells us that on the occasion of the birthday of Queen
Carlota Joaquina, on 25 April, Rossini's E/isabetia regina d'Inghilterra was performed
and that during one of the intervals, the company sang the Hino Nacional do Porto’
(Oporto National Anthem) by Anténio Joaquim Nunes, the theatre's maestro*. This
hymn was also sung on a number of other occasions that year*’. There is no
information on productions in 1823 and th- earlier part of 1824, and it seems that there
were few performances at this time, owing to a lack of singers. Nevertheless, Nicolint
remained as impresario and made attempts to obtain a government subsidy*¢. Silva
Leal (1910) telis us of a repercussion of the 'Vilafrancada' (31 May) for the theatre.
On 8 June the authorities who oversaw Nicolini's management of the theatre had him
replace the curtains of the royal box from ones of blue and white (the colours of the
Constitutionalists) to others of smooth red velvet 'to prevent bad reports™’.

A plan for the running of the theatre was drawn up to take effect from Easter 1824
until such time as the King should decide otherwise. It spectfied that there should be a
Portuguese company to put on farsas and an Italian company to put on opera. There
would be four performances per week - two for each company - and galas should
always include a play and an ode in the national language. The Italian company should
put on a new opera [seria] or burletta [opera buffa) per month. Nicolini was in

charge of the Italian company, Gaetano Manuel de Sousa Mesquita Barros was head

2id . ff. 255v-256r.

YFirmino Pereira (1909). p. 91.

Hp 1353, He gives the date of performance as 26 April. but her birthday was on 25th.
Bid . ibid.

6p_[ an. Ministério do Reino, 992. unnumbered docts.

+7"«para evitar mas intellegencias»”. Silva Leal (1910). p. 335.
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of the Portuguese company*®. The opera company that operated for the rest of that
year and on to Lent 1825 consisted of Adelaide Varese and Adelaide Cressotti (prime
donne), Giuseppa Secchioni, Irene Secchioni and Carolina Micaela Balbi (seconde
donne), Giuseppe Lombardi (primo tenore), Francisco José Pereira {secondo renore),
José Soares Guerra, F. Antonio Ferreira, Stefano Ferrero, Giacomo Calcina, Pietro
Coggiola and Gioacchino Edo (basses). Cressotti and Varese, Lombardi, Calcina and
Edo had all been singing in Lisbon just before. The company was at this time relatively
strong and readily able to put on opera seria, such as Generali's / baccanali di Roma
(for the Benefit of Lombardi on 7 June 1824), Rossini's Bianca e Falliero and Mose in
Egitto, and Pacini's /! falegname di Livonia, as well as lighter pieces such as Coccia’s
La festa della rosa. According to Firmino Pereira (1909), Nicolini died suddenly on
the night of the third performance of Bianca e Falliero - the argomento is dated 10
September - and a letter from the Marquis of Palmela dated 20 September 1324 states
that Nicolini had recently died, leaving debts of over 2.000$000 réis, owing to salaries.
ete. Clearly, however, the company continued to perform - argomenti continued to be
printed during the rest of the season. Cressotti and Lombardi returned to Lisbon at the

end of the season. Calcina and Coggiola went on to Cadiz.

The 1825/26 theatrical year opened only on 24 June, the King's name-day, with
Mercadante's £lisa e Claudio. The argomento printed for the occasion gives full
details of the company:

Prime donne Adelaide Varese and Gruditta Schiroli
Seconde donne Giuseppa Secchioni and Irene Secchioni
Primo 1enore Alessandro Pedrott

Primo butfo comico  Paolo Boscoli
Primi bassi cantanti  José Soares Guerra and Stefano Ferrero
Secondi tenori Luigi Foresti and Francisco José Pereira

The company was directed by José Soares Guerra (who had probably been running the
theatre since Nicolini's death) and the maesiro was Antonio Joaquim Nunes. During
the rest of the season there were productions of five Rossini operas (including,
unusually, Sigismondo) and one each by Generali and Morlacchi. Once again opera
seria features prominently, to judge from the argomenti and libretti that were printed.
but there may well have been productions of other operas for which no argomento ot
libretto was printed. Firmino Pereira (1909) tells us that at a performance of
Semiramide in 1825 (the argomento dates from early 1826) the poet Nogueira Gandra
was so enthusiastic about Ferrero's singing in the role of Assur, that he clapped his
hands and interrupted the performance to recite a sonnet in praise of the artist. The

8Bp_J 1. Ministério do Reino. 992, 44.

13



sonnet was subsequently published and given to General Saldanha, the then Governor

of the Arms of Oporto, rather than to the artist*.

Following the production of Rossini's Mosé in Egitto in February 1826, there are no
argomenti of libretti until late November. We may assume that the theatre closed for
a period of mourning following the death of the King on 10 March and that the
company disbanded. When performances resumed, the impresario was Luigi Scassa*

and the company was largely new.

The cast for the production of Meyerbeer's 1l crociato in Egitto on 24 November 1826
consisted of Maddalena Alasson, Giuditta Schiroli, Leonora Bigati, Rosa Tosini, Luigi
Rigola, Luigi Magnani and Guglielmo Guglielmi. Of these only Giuditta Schiroli was
retained from the old company. Luigi Rigola had been singing in Turin in the Autumn
season of 1825 and sang /I crociato at Genoa during Carnival 1826, evidently on his
way to Portugal Little or nothing is known of the other singers, though they appear
to have come directly from Italy. Although in general the company is likely to have
been weaker than the previous one, /! crociato evidently went down well in Oporto™.
For Brambilla's opera buffa entitled L 'apparenza inganna o sia [l portantino, given on
15 December 1826, the singers also included Chiara Asti, Luigi Frontini and Gaetano
Marconi. OF these it has only been possible to trace Chiara Asti's earlier movements -
she had been prima donna in a number of theatres during the previous twenty vears

and had sung in lesser roles at La Scala, Milan, in 1803 and 1815.

In 1827 there were performances of Rossini's /I barbiere di Siviglia, Semiramide and
La donna del lago, Pacini's La sposa fedele and Valentini's [nes de Castro. An ode
with words by Stefano Ferrero and set to music by a certain Smolzi was performed on
22 Januarv (the birthday of Princess Maria Leopoldina Josefa Carolina). Valentinis
opera, to words by Alberto Scribani, after Gomes' tragedy of the same name. was also
specially written for the theatre, for the Benefit of the impresario Scassa. The event
was reported by the new Milanese periodical / Teatri, which tells us:

Oporto in Portugal. /nes de Castro has been performed there with great
success by the young maestro from Lucca Carlo Valentini, who is already
known to us through the lovely music of / falsi galantuomini >

49Firmino Pereira (1909). p. 91.

50id ibid. Scassa's name is misspelt as 'Scossa’.

SUJ17. XXIX. 22 col. 378. 30 May 1827, Brito & Cranmer {1989). p. 63.

32"porto in Portogallo. Se eseguisce quivi con molto buan sucesso la Ines de Castro. spartito del
glovane maestro Carlo Valentini di Lucca. pia autore fra noi defla gradita musica de’ Falsi
Galanwomini." [ Teatri. 1. 26 (1827). cited in Carvalhaes (1908). pp. 43-46. This is almost cerainly
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Exceptionally, we have an eyewitness of the theatre in 1827 from Rev. William
Morgan Kinsey, who attended a performance of Il barbiere di Siviglia:

Representations of the best Portuguese and Italian pieces are given alternately
here.

Female performers resumed, it may be remarked, their appearance on the stage
of this theatre long before the royal concession of the same favour was
obtained for them in Lisbon. It is 2 fine handsome building, with four tiers of
boxes, the royal box occupying, as at Lisbon, the centre of the house. A few
evenings since we attended the representation of 1 Barbiere di Seviglia [sic];
but it was wretchedly performed and the prima donna was a fat, vulgar woman
of forty, without any pretensions to voice. In fact, this favourite opera was
completely burlesqued, and as the Portuguese here never dress for dramatic
performances, the assemblage of people had a slo venly appearance. There
were twenty-five instrumental performers in the orchestra, and upon the whole
the music was tolerably good; and in the ballet, which was remarkable in no
other respect, eight horses were introduced, whose evolutions we found
sufficiently amusing.

What would the fashionables of our own metropolis say to the taste of the day
at Porto, where gentlemens' carriages are frequently dragged up the steep and
almost precipitious streets by a yoke of oxen to the opera house! The custom
is said to have originated in necessity when the French laid military requisition
upon all the fidalgos' and wealthy persons’ horses, and thus reduced them to the
smployment of this [practice]**.

Apart from its intrinsic interest and entertainment value, this account is important In
two respects. Firstly, it reaffirms the position of the two companies - on an equal
footing, with performances alternating. Secondly, it provides clear evidence that
operas were performed for which we have neither libretto nor argomento {and which
we may assume were never published). The fat prima donna is likely to have been

Maddalena Alasson.

The company remained, for the most part, the same in 1827 as in the previous year but
there were two minor additions in F. Curti and A de Miro (?the composer Antonio
Luis Miré). and Paolina Sicard sang the role of Malcolme Groeme in Rossini's La
donna del lago. According to Firmino Pereira (1909), Paolina Sicard had been
specially contracted to give five performances at the T. de S&o Jodo, at a cost of
5008000 reis and a Benefit free of expenses. The libretto of La donna del lago, he

the source of the news item in 43/Z. XXIX. 32 col. 887. 26 December 1827. Brito & Cranmer
(1 989). p. 64,
33K insev (1829), pp. 207-08.
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tells us, was printed at the expense of the Countess of Vila Flor, wife of the Governor
of the Arms of Oporto. The venture with Sicard appears to have bankrupted the

impresario and nobody got paid>*.

" It seems probable that La donna del lago, which the libretto indicates was performed
during October, was the last opera production at the Teatro de S&o Jodo until after the
Liberal War. Magnani appeared in Madrid later in 1827, Schiroli and Rigola in Lisbon
in 1828, Ferrero in Cadiz in 1829. As for the others, nothing further is known.

Firmino Pereira (1909). p. 91. He gives the date of the Sicard catastrophe as 1826 but all the
evidence points to 1827. The libretto for La domna del lago (October 1827) is the only one in which
Sicard's name appears.
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Chapter 6 - Opera in other Lisbon theatres
Opera productions in private theatres and homes

The extent to which opera was performed in private homes and 'theatres’ (i.e.
temporary stages) during the period covered by this work is very unclear. The very
fact that such performances were by definition ‘private’ tends to preclude there being
records of them. That said, we do possess information about the more or less regular
productions at the Teatro das Laranjeiras, the theatre built by the 2nd Baron of
Quintela in the 1820s, and a very small number of performances in private homes.

During the period between the termination of opera at the royal theatres and the
Teatro da Rua dos Condes in 1792, on the one hand, and the opening of the Teatro de
Sao Carlos in the middle of the following year, on the other, there are no known
performances of Italian opera as such. The birth of Maria Teresa, Princess of the
Beiras, to Princess Carlota Joaquina, wife of the de facto Prince Regent, however,
resulted in two semi-operatic occasional works being put on elsewhere: an oratorio
entitled La preghiera esaudita, which was performed at Pina Manique's instigation, at
the Casa Pia, St. George's Castle, Lisbon, on 14 May 1793, and a dramma per musica
with the tit'= /] natale augusto performed three days later at the house of Anselmo
José da Cruz Sobral, one of the Lisbon capitalists who founded the Teatro de Séo
Carlos!. The former was written by Giovanni Cavi. at that time maestro di cappella at
the Church of St. Anthony of the Portuguese, in Rome, to words by Giovanni Gerardo
Rossi, director of the Portuguese Academy of Fine Arts also in Rome. /! natale
augusto was compesed by Antonio Leal Moreira to a text by Gaetano Martinelli,
respectively maestro di cappella and poet to the Portuguese court. Both of these
works included the celebrated Luisa Todi among the singers and the performances are
well documented in the exhaustive chapter devoted to her in Moreau, Vol. I (1981)*.
Much the most important promoter of private opera during our period was Joaquim
Pedro, 2nd Baron of Quintela. Son of the first Baron, he inherited his father's title and
massive fortune in 1817 still at the youthful age of sixteen. As we have already seen.
in his twenties he twice oversaw the management at the Teatro de Sdo Carlos (in 1823
and from late November 1824 to April 1827). His absolute passion for music.

"The house was in the Largo do Cathariz (the present-day Caixa d¢ Depositos building at the botiom
of Rua da Rosa). See also Valdemar (19933, which includes a portrait of Anselmo José da Cruz
(abral on p. 129.

See in particular pp. 130-57. These two occasional works have been omitted from Appendix |
(Chronelogy) as pre-dating the opening of the T. de S. Carlos. the starting point for this study. The
interested reader should consult Moreau.
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combined with his buoyant financial position, was to make him unquestionably the
most important patron of music and musicians, both professional and amateur, i
Lisbon.

The first attempt he made to promote opera was a production of Rossini's La
Cenerentola, probably in late 1821, which he put on at his palace at Laranjeiras, then a
few miles from Lisbon, now where the Lisbon zoo is situated, at Sete Rios. Until
recently this production was effectively unknown?, but there is a substantial account of
it in the Allgemeine Musikalische Zeitung. From here we learn that the young Baron
played the minor role of Alidoro and that alongside him sang a number of amateur
singers, who were friends of his: Francisca Romana Martins, the best Portuguese
mezzo-soprano of that time, as Cenerentola, Marcelino José Coelho as Don Magnifico,
Madame Caffri and Demoiselle Arcanza as the ‘ugly sisters'. Unfortunately, the report
does not tell us who sang Don Ramiro or Dandini. The chorus consisted of eight
amateur singers including Guilherme de Roure, the Swede Leonard Fries and Caetano
da Costa Martins, brother of the prima donna. The singers were rehearsed by the
singer Paolo Rosich together with Francisco de Paula da Silva Freitas on the
harpsichord - both had been borrowed from the T. de Sdo Carlos. The AMZ
correspondent was of the opinion that, apart from minor weaknesses in the recitative,
the standard of performance was on a par with the T. de Sdo Carlos®

The same report tells us that already at this time the Baron was having a theatre built
of stone, of rather substantial proportions and modelled on the T. de Sao Carlos. In
another report, dated November 1824, the AMZ reports:

The private theatre of the Baron of Quintela at Laranjeiras (near Lisbon) is
already finished. 1t is going to be illummated by gas. Since gas is something
new here, the owner had the lamps and other equipment brought from London
together with personnel to nstal them. It is unlikely that the theatre will be
inaugurated during the rest of this year: it is very elegant, solidly built and really
quite large for a private theatre’,

3The present author first drew public attention 1o it in the programme notes for the 19835 Sdo Carlos
production of La Cenerentola. Vieira (1900} also makes a passing reference to this production
(though not to the 4A/Z report) in his entry for Francisca Romana Martins.

$1MZ XXV, 1, col. 5.1 January 1823; Brito & Cranmer (1989), p. 55.

*Das Privattheater des Barons Quinteila in Laranjeiras (nahe bey Lissabon) ist bereits vollendet. Es
soll durch Gas erleuchtet weren. Da die Gasbeleuchtung hier noch etwas Neues ist, so liess der
Eigenthiimer den Apparat und einige Personen. die zu dessen Einrichtung beschaftigt sind. aus
England kommen. Im Laufe dieses jahres durfie es schwerlich sur ersten Vorstellung kommen: das
Theater ist sehr zierlich. massiv gebaut und fir ein Privattheater von ziemlicher Grosse." AVWZ,
XXVII. 2. col. 31. 12 January 1825 Brito & Cranmer (1989). p. 62.
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The theatre was inaugurated on 14 March 1825 with Mercadante's comic opera //
castello dei spiriti. The cast included many of those that had sung in La Cenerentola,
whether as principals or in the chorus.

Generali's opera Chiara di Rosemberg was performed on 6 December that year,
evidently a belated celebration for the Baroness, whose birthday was three days before
- there were comparable operatic birthday presents the next two years too®. In 1826
there were performances of Rossini's L 'occasione fa il ladro (6 February) and
Cordella's Gli avventurieri (4 December), in 1827 Mercadante's La festa di bronzo (3
December) and in 1828 Coccia's Arrighetto (7 February). The singers were drawn
mostly from the same circle of family and friends, which, however, came to include
Nicolau Klingelhoefer, another more modest patron of music, Carolina O'Neill (née
Joana Carolina de Brito ¢ Cunha), Inacio Hirsch and Costanza Banti Lodi, who had
sung at the T. de Sdo Carlos some twenty years earlier.

Mercadante's La testa di bronzo was written specially for the Baron of Quintela and
his troupe during the composer's stay in Lisbon. The Harmonicon described the opera
in the following terms:

A new opera, called La Testa di Bronzo, ossia, La Campanna solitario [sic],
composed by Mercadante, was performed on the 3rd and 10th ult. at the
private theatre of the Baron Quintella at Laranjeiras, in the vicinity of this city,
by a troop of amateurs, at which the composer presided. Everybody of
distinction in this city attended; the foreign Ambassadors, Prince
Schwarzenberg, British Officers, &c. Madame Constanza Lodi was prima
donna and the Baron Quintella buffo. It is the fashion to applaud the music of
this piece highly, but the truth is that it is like the rest of Mercadante's
productions, full of weak imitations, and not possessing one original idea’.

Among the 'British officers' present was a certain John Percival, who in the jottings he
wrote in the libretto he brought with him back to England described the work as a
'pretty little opera®. The vocal score was published at Quintela's expense in Paris.”

The Baron of Quintela was one of the staunchest supporters of the Liberal cause and
with the rise of Prince Miguel and the Absolutists was forced to flee to England in

It may well be that the earlier production of La Cenerentola had the same purpose in 1821.

"The Harmonicon. 1828, pp. 45-46. Almost identical is the report given the same vear. p. 171.
$"This pretty little opera was played in the amateur theatre of the Quinta or Villa of the Baron de
Quintella [by] ladies & gentlemen of rank when the Guards were in Lisbon in 1827." - written on
what was originally the inside of the back cover. reversed in binding. GB-Lbl (11714.2.27).
Though undated. it scems to have been published in 1828. There is a copy at GB-Lbl (Music
E123B).
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June 1828. At the end of the War, owing to the massive financial assistance he had
given Prince Pedro when the Liberal fortunes were at their lowest ebb, he was made
Ist Count of Farrobo. His theatre reopened in October 1833 with a revival of La festa
di bronzo and for the next twenty years he remained at the centre of musical

happenings!®.

Apart from the performances of opera through the patronage of the Baron of Quintela,
we have references to separate private productions of two operas by Johann Simon
Mayr. The Allgemeine Musikalische Zeitung makes a fleeting reference to a
performance of // fanatico per la musica at the house of 'D[om] Gastdo' in the Winter
of 1820/21:

Last winter an aristocratic society produced S. Mayr's opera {/ fanatico per la
musica at D. Gastdo's private theatre, which they did well and rather better
than might have been expected. There were no professional musicians and
only a few amateurs of the bourgeoisie took part!l.

Beyond the fact that D. Gastdo refers to the poet and dramatist, D. Gastdo Fausto da
Camara Coutinho, it has been impossible to establish anything further.

By contrast, we have an exceptionally detailed account of a performance of Mayr's
L'amor conjugale, given at the house of the Dowager 2nd Countess of Anadia in April
1822 and which is described in Marianne Baillie's letter dated 22nd of that month,
published in Lishon in the years 1821. 1822 and 1823. In large part it speaks for
itself’

Condessa d'Anadia has lately given two representations of a very pretty opera,
at her own house, called "Amor Conjugal," the music by Mayer, and the
performers consisting exclusively of her three daughters and their female
domestics. Nothing could be better arranged; the little theatre, scenery,
dresses, lighting, all were complete. The male characters were surprisingly well
sustained by the ladies, who were so effectively disguised that it was impossible
to recognise their sex. The Condessinha, (i.e. young, or rather /ittle Countess,
literally translated) acted two parts - a country girl, and a Polish prince. In the
first, she appeared to the highest advantage in the costume of a Hungarian
peasant; the depth of shade which the fur bonnet cast over her handsome
marked brows and dark Spanish eyes, gave her a picturesque effect that was
very striking. What an astonishing alteration does an animated expression of

108¢e Noronha (1943) for general information about the Baron of Quintela/Count of Farrobo. and
Moreau. Vol. I (1981), for the operatic side. including other singers in his circle.

1"Vorigen Winter suwrde von einer Gesellschaft Adelicher in einem Haus-Theater des D. Gastdo die
Oper il Fanatico per la Musica, von S, Mayer, gut und besser. als erwartet werden konnte. gegeben.
Kein Musiker von Profession und nur wenige Liebhaber aus dem Birgerstand nahmen Antheil”
AMZ. XXIIL 35. col. 603. 29 August 1821 Brito & Cranmer (1989). p. 60.
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countenance make in the same set of features! I could scarcely believe as I
gazed upon the delightful smile, and intelligent sparkling eye of the
Condessinha this evening that she was the quiet unimpassioned personage
which I had been so long accustomed to see in real life. The company was
numerous and consisted of the elite of Lisbon of all parties ... But the best
performer yet remains to be described: the youngest daughter of the Condega,
Donna Nina, upon whom the arduous distinction of prima donna was
conferred. She is extremely young, has not a regularly beautiful face nor a
perfect voice; and yet these natural deficiencies vanished completely before the
magic power of genius. Her grace and feeling were only equalled by her
unaffected modesty. The second sister, Donna Pepina, whom I formerly
depicted to you as a blooming creature of seventeen, with a profusion of fair
hair, and a complexion of lilies and roses, quite a I'’Anglaise, acted the part of a
rough Hungarian boor, father to Nina, and performed most naturally, strange as
it may seem. You may remember my saying that the hair of Nina was the most
luxuriant I ever saw; in the course of the piece she uncoiled its superb length,
and I assure you, it electrified the audience; being done suddenly and in the
most graceful manner reminding one of Altisidora in Don Quixote, whose
ringlets were said to

"Brush the ground."
The Condessinha's favourite maid, Ines, deserves not to be forgotten; she can
neither read nor write in her own language and understands not a word of the
Italian; and yet she played the part of a tyrant prince, and sang her recitative,
aria and quartetto, in perfect tune and time, assisted only be her naturally good
voice and strong memory'?.

From what we are told here, then, the characters were played as follows:

Zeliska Dona Nina
Floreska The Condessinha
Ardelao NN

Peters Dona Pepina
Amorveno The Condessinha
Moroski Ines

A number of significant points do seem to arise from this account. Firstly, an
enormous amount of adaptation must have been needed (most obviously the fact that
all parts were sung by women). Secondly, while the Countess of Anadia's household
put on the opera and hosted it, there were a good many guests, including Marianne
Baillie. How partisan the report may be is difficult to assess. The Countess was the
one good Portuguese friend Marianne Baillie made during her stay - she generally had

12Baillie (1824). Vol. II, pp. 87-90. There seems to he some confusion regarding the relationship
between the members of the cast. for the Dowager Condessa. to whom she must have been referring as
the Condessa. had only one daughter, Maria Luisa. The latter (our 'Condessinha’) married her uncle.
Manuel Pais de Sa do Amaral de Almeida e Vasconcelos Quifel Barbarino, who became thereby 3rd
Count of Anadia in 1821.

lo2.



a poor view of the Portuguese and Portugal - but her criticisms of other musical events
are by and large borne out by other sources.

Opera in Portuguese in other public theatres

Three other public theatres functioned in Lisbon during our period - the Teatro da Rua
dos Condes and the Teatro do Salitre throughout, and the Teatro do Bairro Alto in the
1820s. All three maintained an orchestra of sorts and singers - principally Portuguese

actor-singers but in some instances Italians who also sang at one time or another at the

Sio Carlos or Sdo Jodo.

Though there were ballets, tragedies and other forms of spectacle with or without
music, the principal diet at these theatres consisted of two- or three-act comédias and
one-act farsas or entremezes. These would normally include between one and half-a-
dozen sung items - solo songs or duets, perhaps an ensemble or chorus - usually not
involving all the players, the remainder being purely actors. This repertoire, to which
we have referred before in connection with both the Sao Carlos (in the early years and
especially during the doldrums following the 1st Napoleonic invasion) and the Sao
Jodo (throughout the period), is generally referred to as the 'featro de cordel', so-called
because the printed libretti were sold by blind pedlars who tied them on strings so that
they could not be stolen. Sadly, the perceived lack of literary merit of these comédias,
farsas and entremezes has led to their being in large part ignored as a literary and
theatrical phenomenon. Such interest in them as there is has come rather from other
related fields - the involvement of Africans in theatre, in Tinhordo's fascinating study
Os Negros em Portugal, theatrical censorship, in Carreira's O Teatro e a Censura em
Portugal na Segunda metade do Século XVIII, and the musical aspect, to which we
owe the only modern performance of a work from this repertoire!3. It is probably
musicologists, seeing in these comic works the nearest indigenous Portuguese form of
musical theatre to zarzuela, opéra comique, operetta, ballad opera and Singspiel, who
are most likely to attempt a systematic study of their many facets.

Although the libretti of the comic works in the teatro de cordel do not name either the
composer of the music or the singers involved, we gain a partial idea from other
sources - occasionally from announcements in the Gazeta de Lishoa and, between

13The anonvmous farsa entitled O Gato por Lebre. with music by Antonio Jose do Rego. staged at the
Museu da Electricidade. Central Tejo, Lisbon. in September 1994, in an edition prepared by the
present author under the auspices of Lisbon European Cultural Capital 1994,
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1804 and 1814, libretti for a number of odes and cantatas'*. Among the composers
referred to in earlier chapters these announcements and libretti make mention of
Anténio José do Rego, Jodo José Baldi and Jodo Evangelista Pereira da Costa.
Among the Italian singers we find Francesco Nicolini, Filippo Senesi, Paolo Boscol,
Antonio Chiaveri, Giuseppa Veluti and Giuseppa Secchioni. The language in which

they sang at these theatres, however, was always Portuguese.

The prestige of the Teatro de Sdo Carlos since its very inception, to the detriment of
all other Portuguese theatres where opera was staged, including the Teatro de Sao
Jodo, has led to the mistaken belief that other Lisbon theatres confined themselves
almost exclusively to the repertoires just described. In actual fact, there is increasing
evidence that opera in Portuguese formed a regular part of the entertainment available
in Lisbon, at least from the mid 1780s till the Napoleonic invasions.

Between 1786 and 1792 Marcos Portugal was maestro of the T. do Salitre and wrote
nine operas in Portuguese for performance at the theatre!>. They were very popular
and there can be no doubt that some, at least, continued to be performed at the Salitre
and/or Rua dos Condes theatres after Portugal's departure for Italy in 1792,

According to Vieira (1900), quoting the composer's own catalogue, two of Portugal's
[talian operas were staged in Portuguese translation at the T. da Rua dos Condes in
1794: O Basculho da Chaminé (an adaptation of the Italian opera buffa entitled [/
harone spazzacamino) and Rinaldo d'Aste. ou o Morto Vivo (a version of the Italian
farsa of the same name). In fact a libretto survives for the latter dated Carnival 1795
and the opera may therefore have been performed first at the end of December 1794.
The cast consisted of’

Vitorino José Leite Clelieta
Antonio Manuel Cardoso Rinaldo
Francisco Manuel Madeira  Fiorina
José dos Santos Berto
Diogo da Silva D. Onorio

These are the same singers as had appeared in the earlier Salitre operas. It is worth
recalling also that Vitorino José Leite and Antonio Manuel Cardoso, together with
Anacleto de Sousa. acted in a birthday ode for the Queen on 17 December 1797 at the
T. de Sdo Carlos. It was their Benefit evening and as well as this ode, A Estdncia do

4Because of the information they give about composers and singers of operas, this small group of
occasional works has been included in Appendix [ (Chronology).

15See Brito (1989). pp. 107-08 and the present author's Marcos Portugal article in NGO. How far
these 'operas’ were really operas rather than comédias/farsas with music has yet to be studied.
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Fado, by the Arcadian poet Bocage, Tritto's opera Le trame spiritose was performed.
Anténio Manuel Cardoso also took part in Grétry's Zemira ed Azor at the T. de Sdo
Carlos that year and was evidently a central figure in Portuguese theatre at this time.

Vieira (1900) also indicates, again following the composer's catalogue, that a
Portuguese farsa and two originally Italian operas by Marcos Portugal were produced
at the T. da Rua dos Condes in 1802, namely A Casa de Campo, A Mascara (a
Portuguese version of La maschera fortunata) and O Sapateiro (a Portuguese version
of the very popular opera Le donne cambiate).

It seems, however, that the above evidence for Portuguese translations of Italian
operas by Marcos Portugal is just the tip of a rather larger iceberg. At the Pago Ducal
in Vila Vigosa exists a small but highly significant manuscript collection of theatre
music (mostly parts rather than full scores) from the T. da Rua dos Condes and/or T.
do Salitre - it is not clear which if not both. Although one is of an opera by Marcos
Portugal, the other three are by Italians and together they form a coherent corpus
distinct from the operas already mentioned. The operas in question are Paisiello's O
Barbeiro de Sevilha (Il barbiere di Siviglia) and O Estrambo em Berlim!¢ (Lo
strambo in Berlina [=La locanda)), Gazzaniga's O Desertor Francés (I disertor
francese)'7 and Portugal's As Damas Trocadas (Le Aonne cambiate). It is noticeable
that all of these operas were comic works - easily digestible and relatively cheap to
stage - and that all were also performed at the S. Carlos in the last years of the
eighteenth century or the beginning of the nineteenth, which suggests that these operas
may have been among 'hits' made available to a wider audience through translation and

staging at more downmarket theatres.

Although only O Desertor Francés gives a date (1800), the others can be dated to
around the same period since some of the vocal parts name the singers who used them.
In the case of O Estrambo em Berlim we can work out that the cast was made up of.

Riccardo Manuel Ruiz e Silva
Guerrina Joaquina Lapinha
Rosaura Sra. Francisca
Arsénio Sr. Luis Inacio
Valério Sr. Gerardo!®

16S0me of the parts among this material give the title as O Estrambo em Berlim, others as O Fanatico
em Berlim.

17 Alegria (1989) attributes this material to Moreira. but the composer is nowhere actually named. My
attribution to Gazzaniga is fully explained in Chapter 8.

18The name 'Sr. Joze Ignacio’ has been crossed out for the part of Arsenio and replaced by 'Sr. Luiz
Ignacio'. The latter's name in turn was originally down for Valerio but has been crossed out and
replace by 'Sr. Gerardo'.
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As for O Barbeiro de Sevilha, Rosinha was sung by Joaquina Lapinha, Figaro by Jodo
dos Reis Pereira and there is mention of a performance for the Benefit of Geraldo

Inacio Pereira (probably the Sr. Gerardo who sang Valério in O Estrambo em Berlim).

Lapinha also sang the Condessa in As Damas Trocadas. Given the prohibition of
women on Lisbon stages until 1799 and the notion that these Portuguese translations
of Italian operas were probably 'latest hits' from the Sao Carlos, the Paisiello works
were almost certainly also staged in about 1800, As Damas I'rocadas in about 1805.
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Part 2

The spread of the repertoire

(0%



Introduction

In the six chapters of Part 1 we examined the operatic repertoire of Portuguese
theatres during the period bounded by the opening of the Teatro de Sdo Carlos,
Lisbon, the principal theatre in question, in 1793, and the end of 1828, when political
turmoil forced the same theatre to close. This examination sought to establish what
the repertoire consisted of and the historical contexts within which it fitted, both the
narrower contexts of the theatres themselves and, where relevant, the broader political
and economic context of Portugal as a nation. In Part 2 we shall focus on how this

repertoire reached and went on from Portugal.

This is, however, a far from simple matter. Contemporary documentary evidence on
the subject is extremely sparse. Indeed, it has only been possible to find two brief
explicit sources, though these do at least provide a starting pomt, to be checked and

confirmed or refuted.

Firstly, there is a passing reference in a report from Milan published in the Allgemeine
Musikalische Zeitung of 21 December 1814:

At present there are agents around here from Spain, Portugal and England who
are engaging dancers, singers, set designers and composers for their respective
countries. They are also buying up a lot of opera scores. The local music
dealers, Artaria and Ricordi, cannot find enough copyists to make multiple
copies of the same score quickly enough!.

This information is. of course, extremely valuable as far as it goes. It nevertheless
leaves many questions unanswered. In the first place, it is an isolated reference from
the middle of our period. What about the preceding twenty odd years and the years
that followed? Secondly, the fact that some scores travelled from Milan to Lisbon
does not exclude transmission from other Iralian cities, from elsewhere outside ltaly, or
by other means than simply through contacts with agents and music dealers. Nor, at
the end of the day, do these references prove that scores, once acquired, were actually
used for performance in Portugal, though we may reasonably suppose that some, at
least, were.

l"Gegenwartig befinden sich hier zu Lande Mikler aus Spanien. Portugal. England. welche fir ihre
respectiven Lander Tanzer. Singer, Theatermaler, Compositeure engagiren. si¢ kaufen auch viele
Opern-Partituren auf. Die hiesigen Musikalienhandler. Artaria und Ricordi. finden nicht Schreiber
genug. um dergleichen Partituren schnell mehrmals copiren zu lassen.” AMZ XVI. 51. 21 Dec. 1814,
col. 865.
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The other relevant source concerns the obtaining of scores from Lisbon for use at
Madrid's Teatro de los Cafios de! Peral, mentioned in two documents from 1796 in the
Barbieri collection at Madrid's Biblioteca Nacional. The first of these, dated 18 May?,
is a receipt signed by Antonio Marchesi for scores he had purchased from Francesco
Antonio Lodi, impresario of the Sdo Carlos, for the use of the Madrid theatre. It
mentions no titles, but given that, according to the receipt, they were copies made
specifically at Lisbon for the Madrid theatre, rather than copies of operas that
Marchesi himself possessed, and since Marchesi travelled from Lisbon to Madnd
during Lent 1795, the only obvious candidate is Nasolini's Eugenia, performed in
Lisbon on 17 December 1794 and in Madrid on 9 December 1795. Marchesi sang the
role of Drink in both productions. Actual payment for the scores, was, as we can see,
delayed for months (from Lent 1795 to May 1796}), finally being made only days
before Marchesi returned to Lisbon, for he sang in Bianchi's La villanella rapita, one
(presumably the last) of three operas performed at the Sao Carlos in Spring 1796.

The second document is a receipt dated 31 August, signed by Gaetano Neri for copies
he had brought to Madrid of Dalayrac's Raollo signore di Crequi and Gazzaniga's [/
disertor francese, likewise made at the Sdo Carlos for use at the Caios del Peral ?
Again we are dealing with scores that the singer merely carried from one theatre to
another, not ones that he actually possessed. Neri sang the role of the Color=llo in I
disertor francese at Lisbon in Spring 1796 and again at Madrid m Autumn that year*,
Although he probably took part in Raollo signore di Crequi at the S&o Carlos on 17

December 1795, there is no evidence for a production in Madrid.

As with the AMZ report, these documents provide no more than isolated references,
early in our period, and cannot be regarded as giving us more than a momentary glance
at transmission processes involving just one of the Portuguese theatres involved i this
study. Beyond these references, however, we have absolutely no documentary
evidence for the acquisition of or subsequent distribution of scores. We must,

therefore, seek some other means to determine and understand the processes involved.

2E_\[n. Barbieri collection. MSS 13998*, document 16. [ am indebted to Michael Robinson of the
University of Wales. Cardiff, for making the information contained in the receipt available to me.
Marchesi received 2920 reales de velion. Given what Gaetano Neri received for purchasing two
operas {see note 3. below). we must suppose that Marchesi brought as many as three or four other
operas 100, which it has not been possible to identify.

3£\ . Barbieri collection. MSS 13998¢. document 25. Information again supplied by Prof. Michael
Robinson. Neri was paid 1187 reales de vellon.

*Carmena v Millan (1917) in the chronology (p. 37) cites the title of the opera in the original shorter
form [l disertor.
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Throughout our period an Italian opera was not thought of by the composer (or
anyone else) as a unified, sacrosanct entity. He would do what he could to make it
musically coherent, to give it shape, but his creation was, at the end of the day, a series
of sections (each section being most typically a recitative followed by an ara or duet)
for a particular set of singers in a particular set of circumstances.

The composer would arrive at the theatre for which he had been commissioned to
write perhaps a month before the opera would receive its premiere. He may or may
not have seen in advance part or all of the text or libretto' he was to set. Time was
nearly always short, often owing to setbacks of one kind or another - the poet being
late in handing over his libretto, a leading singer failing to appear by the contracted
date or falling ill or proving to be much weaker than the impresario had been led to
believe. The composer was expected to accommodate ali of these and other
eventualities, though in desperation (which was common enough) he might need the
help of some local composer to write some or all of the recitatives and maybe one or

two arias for minor characters®.

If the premiere of an opera went well enough, it would normally be performed again
elsewhere. The circumstances would almost certainly be different. One or other singer
might remain as before. especially if the opera had been written specially with hin. or
her in mind and he or she had taken either the original score or a copy away. It was,
however, assumed that a new production would lead to alterations - cuts, additions
and substitutions. The maestro of the new theatre would oversee these changes and
might compose one or more new numbers for insertion (an addition or substitution).
Equally likely, if not more so, singers would propose the introduction of 'trunk aras’
(arie di baule) - that is 10 say arias they carried with them from theatre to theatre in
their baggage. Sometimes these would have been composed originally for the
individual(s) concerned, at other times they might merely be arias that had gone down
particularly well on previous occasions, to the extent that the singer thought it worth
having a copy made for future use. As both opera seria and opera bujfa were replete
with stock situations it was easy enough to insert 'foreign' material from comparable
situations in other operas. And anyway the plot could always be changed a bit to
accommodate a favourite aria. If necessary, as it often was, the local theatre's poet and
maestro would then alter the surrounding recitative (usually just the preceding section)
to smooth the transition to the inserted material.

SMozart's La clemenza di Tito (the recitatives were not his) and Rossini's La Cenerentola (the
recitatives. an aria and a chorus were by the Roman composer Luca Agolini) are two well-known
examples among the repertoire of the present study.
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If an opera continued to spread, the same process of alteration would continue. Some
introduced material might persist and lead to a tradition, or 'family’, of related
productions. Very often several traditions evolved from the same original version of
an opera. Within each tradition, further productions would lead to further alterations
which might in turn be repeated and become 'systematic variants', or might not and
thus remain 'idiosyncratic’. Prior to Rossini, the first composer to establish a
permanent place in the repertoire, popular operas weuld continue to be produced for
some twenty to twenty-five years, gradually evolving, with less and less of the original
material, substitutions and additions at this later stage often being from more recent
operas to reflect changes in audience taste. Sometimes traditions of inserted material
would become mixed, when more than one score coming from different families were

available and were combined - a process, if you like, of ‘cross-fertilisation’

It is possible to follow this evolutionary process by comparing the libretti that were
printed for the great majority of productions in Ttaly and, though not always as
regularly, in other cities outside Italy where Italian opera was performed. These
libretti performed the function of a present-day programme, except that, since the text
was printed in full, the audience could follow the opera throughout the performance -
the auditorium at that time was not dimmed as nowadays. At Lisbon and, on the rare
occasions they were printed, at Oporto too, the libretti were almost always bilingual,
with the Italian text on the left-hand pages, the Portuguese translation on the right. At
London they were printed in Italian and English.

Looking at these libretti now, as a regular primary source, they are absolutely
invaluable, but like any other source they must be treated critically. There are clear
cases, for example, of misprints affecting the name of the composer, the librettist or a
singer. In some cases the date printed can be shown from other sources to be
incorrectt. Fortunately, it is equally clear that misprints of this kind occur i only a
tiny percentage of all libretti.

There are. however, other 'inaccuracies' that are less blatant than actual printing errors.
In particular, the composer named was not only not necessarily responsible for
everything at the premiere, but the subsequent additions and substitutions might or
might not be his work. Yet the authorship of these extraneous pieces was only rarely
indicated. Sometimes an opera would be ascribed to 'varii autori' or 'diversi autor,
meaning that either the opera had strayed so far from the original that it could no

6] have dealt with misprint problems in the present study on an ad hoc basis in the relevant place.
Some of the principal ones are considered more systematically in Cranmer (1993). g.v.
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longer realistically be considered the work of a single composer, or more often that it
was a ‘pastiche’, that is to say a motley assemblage of bits from this opera and that.
Though frustrating to us now, since we would often dearly love to know the origin of
these 'bits', it was at least more honest than what was all too often the case, that a
pastiche would be attributed to a single composer who was actually responsible for no
more than an aria or two.

Another point to recognise is that there is no absolute guarantee that the version
printed in a libretto is what was actually sung. For one thing, many librett1 contain
sections that were marked with inverted commas in the margin (that is 'virgolati’), to
indicate that they would be cut in performance’. They were printed so that readers
could follow the plot but marked so that they could follow the actual singing in
performance. Another feature we sometimes find in the libretti themselves 1s
information about last-minute alterations, indicated by printing the changes at the end.
Equally, we may be sure that changes, especially cuts, were also made too late for the
libretto to include them. The text represents, therefore, not necessarily what was

performed but what was performable?.

Yet another caution: libretti only print the words of an opera, not the music. There is
no intrinsic reason, just because the libretio text of one production of a given opera 18
identical to that of another production of the same opera, why the music must also
have been identical. In one case (Mercadante's La festa di bronzo), we can show that
the composer reset some of the same words after the original production.

Furthermore, the practice of 'contrafaction' was by no means unknown in opera at this
period - sometimes music was borrowed from one opera and reset to new words that
followed the same conventional rhythm and rhyme scheme. Pastiches were particularly
liable to include contrafacta.

In spite of all these provisos, the overwhelming evidence, when it is possible to
compare a libretto edition with a score used for the same production, is that libretti
correlate closely with the corresponding scores and may thus be regarded as normally
reflecting what was actually performed. They constitute a sufficiently reliable source
for us to take them as read unless we have clear evidence to the contrary.

"Note. however. that the same method was used for other functions at the S. Carlos, most often to
differentiate arias. duets. choruses and ensembles from recitative. Sometimes there was a note in the
libretto cxplaining that the virgolati sections indicated new words written by the theatre's poet and/or
new imusic composed by the maestro.

$For related reasons. just because something was cut (i.e. not printed) in the libreito text does not
mean that the score used for performance, or an exemplar available locally from which it was copied.
did not contain the cut section. only that it was apparently not performed.
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By comparing libretto editions and the variants they contain, that is to say the cuts and,
more particularly, the additions and substitutions, it becomes possible to show some
productions as being more closely related to each other than others. If we can gather a
large enough number of editions, it is possible to show how traditions were established
and spread, to propose a stemma or family tree. In addition, we are often able to link
surviving scores to particular productions, which is of particular value since the scores
themselves rarely give this information.

In embryonic form [ attempted to piece together something approaching a family tree
in Pietro Generali and "I baccanti di Roma” (Cranmer 1977)°. Through comparing a
small group of fibretti it was possible to show connections between the productions for
which they had been printed and to relate three manuscript sources and a printed vocal
score to them. It also transpired that singers played an important role in the opera's
transmission from one theatre to another. This piece of research, however, was limited
in its scope, serving merely to offer some explanation for the text of the critical edition
it was accompanying. In principle, however, the same technique couid be used with a
far bigger sample of libretti of the same opera, with potentially much more far-reaching
conclusions both as regards which productions were connected and how those
connections came about. And if this could be done for one opera, it could also be
done for others, not just one or two but for a whole repertoire extending over a
number of years. That is precisely what has been attempted here, with the aim of
answering the questions raised in the Introduction to Part 1. To quote, by way of a

reminder:

"What, for example, was the role of composers, impresarios, troupes and individual
singers in the transmission process? What links, if any, were there among theatres
within Portugal. or between those in Portugal and neighbouring Spain, or Portugal and
Brazil, for most of our period still 2 Portuguese dependency? And what links were
there with Italy and leading operatic centres such as Vienna, Paris and London? Going
on from there, to what extent did operas composed for Portuguese theatres travel on
elsewhere? And a separate question but related to all of the above: what connection is
there between scores surviving in Portuguese and other libraries, on the one hand, and
performances in Portugal, on the other?"

9This Master of Music dissertation accompanies a critical edition of part of the British Library
manuscript Additional 31.777-78 (f baccanali di Roma). It considers four libretto editions (T. Fenice,
Venice. Carnevale 1816: T. Avvalorati, Livorno, Quarcsima 1819; T. del Corso. Bologna. Primavera
1819: T alla Scala. Milan. Carnevale 1825, three manuscript full scores (GB-Lb! Add. 16.148 (Act |
onlv) and Add. 31.777-78. GB-Lcm Parry MS 206} and a printed vocal score (Simrock ¢.1818); see
Appendix 3 of the present work for further details about these sources.
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We know of productions in Portugal of some three hundred and twenty operas during
the period 1793 to 1828. Clearly, it was impracticable to study the libretti of so large a
corpus in detail. I therefore chose an initial sample of some seventy of these operas,
covering the whole period, which between them promised to suggest answers to these
questions. '

At various stages difficulties arose. Early on I was forced, following exhaustive
searches at libraries in London, Lisbon, Coimbra, Oporto, Madrid, Barcelona and
Rome, to eliminate about half of these, since the libretti that would be fundamental in
constructing the stemmas of these operas had proved to be impossible in practical
terms to obtain - in some cases they were probably never printed, i others their
absence from major libraries I had visited or enquired at made any attempt to find them
like looking for a needle in a haystack. Finding editions for Spanish productions prior
to the 1820s, for example, proved unexpectedly difficult. In another instance -
Mercadante's Elisa e Claudia - although it had several productions at the T. de Sdo
Carlos and was evidently extremely popular in Lisbon, I was never able to find the
corresponding libretto and can only conclude that, for some strange reason, it was not
printed. In one case - Paisiello's La frascatana - 1 experienced exactly the reverse
problem. I rapidly found twenty-four versions (both libretti and scores), including
libretti for Lisbon, Madrid and Barcelona, but, as became apparent, these represented
only a relatively small proportion of the surviving hbretti and scores. Upon
examination I discovered that the variants were so complex and so full of cross-
fertitisations that [ had to abandon the opera - it would have been impossible to clarify
the pedigree of the Lisbon version without this one opera taking over the whole
project, to the detriment of everything else. I found that the same composer's La
molinara also posed comparable difficulties.

At a later stage I began increasingly to feel the need to be able to describe transmission
systems in general, in ltaly and the rest of Europe, in order to contextualise what
occurred in Portugal. This led me to the decision to choose two complementary but
contrasting operas as transmission models, and to attempt as full a performance history
of each as possible. Having established through an examination of the processes
involved in my models, I would then be able to base my conclusions regarding the
situation in Portugal on much firmer ground.

After considering various options, I found that two operas emerged as particularly

worth pursuing, namely Cimarosa's La ballerina amante, the opera sung at the
opening of the Teatro de SZo Carlos, and Generali's / baccanti di Roma, the opera |
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had already begun to explore in earlier years. They had the advantage of being
separated by thirty years, as regards their dates of first performance in Lisbon (1793
and 1823 respectively), so that we might reasonably suppose that any transmission
patterns they had in common (of which there tumed out to be many) would be true of
our period as a whole. One was an opera buffa and the other an opera seria, so that if
genre was an issue, it could emerge as such. At the same time, they also
complemented each other well in that between them they provided examples of
patterns that were becoming apparent in the larger corpuses, both the original seventy
and particularly the nearly forty I was able to explore further. After a lengthy process
of contacting libraries throughout Europe and in the United States, it proved possible
over a period of several years to obtain photocopies or microfilms of the libretti for the
vast majority of known performances of these two operas.

Parallel to this work centred on libretti, I tried as far as possible to reconstruct, largely
from other sources, the careers (what they sang and where) of all the singers involved
in Portuguese opera productions, since their role in the transmission process was
clearly going to be a consideration. This proved to be much easier to establish for the
eighteenth century, thanks to Sartori (n.d. & 1990-), than for the nineteenth, where |
was to a large extent dependent for information on reports in the 4/igemeine
Musikalische Zeitung and theatre chronologies, mostly very incomplete in what they
give and not necessarily reliable. The information gathered on singers appears in
tabular form in Appendix IT (Smgers).

Of the three chapters that follow, then, Chapter 7 examines the performance histories
of the two model operas, in order to establish the general transmission processes at
work both mn Italy and in Europe as a whole (including Portugal), Chapter 8 considers
a series of case studies focused more specifically on the operas performed at
Portuguese theatres and their circumstances - some in more detail, others more briefly
to reinforce or contradict points - these both provide further illustration of phenomena
observed in the model operas and begin to answer the specific questions [ have raised;

and Chapter 9 seeks to clarify the conclusions reached in the two preceding chapters,
tying up the few loose ends that remain.
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Chapter 7
Two transmission models

I La ballerina amante - a transmission model for the late 18th century

Domenico Cimarosa composed La ballerina amante to a libretto by Giuseppe
Palomba for performance at the Teatro de' Fiorentini, Naples, in 1782. Despite the
rather fantastical plot of the libretto, which offered the composer little in dramatic
terms, Cimarosa, then at the height of his fame, managed to produce music for it which
was consistently competent and sometimes inspired. From Naples the opera spread
throughout much of Italy and beyond to St. Petersburg, Dresden, Prague, Eszterhaza,
Malta, Barcelona, Madrid and Lisbon, with the last recorded performance at Naples
1811 Below are listed all known productions, with date and theatre of performance’.

Date

1782 2nd opera
1783 Camnival
1783 Spring
1783 Autumn
1783 Autumn
1784 Carnival
1784 Autumn
1785 Carnival
1785 Spting
1783

1786 Carnival
1786

1786

1787 Autumn
1787 Autumn
1788

1789 Spring
1789 Spring
1789 Fair
1789 Summer
1789 Autumn
1789 Fair
1790 Carmival
1790 Carnival
1790 Summer
1791 Carmival
1791 2nd opera
1792 Carnival
1793 Summer
1795 Carnival
1795 Autumn
1796

1797 Carnival

Theatre

Naples. T. de' Fiorentini
Rome. T. Pallacorda
Florence, T. Pergola
Milan. T. alla Scala
Genoa. T. Sant'Agostino
Malta

Padua. T. Obizzi

Trieste. T. Cesarea Regio
Prague

Barcelona

Vicenza. T. Nuovo
Dresden

Eszierhiza

Madrid. T. Cafios del Peral
Turin. T. Carignano
Vercelli. T. Nuove
Brescia. T. Erranti
Bologna, T. Zagnoni
Serugallia. T. Signori Condomini
Rimim

Ferrara. T. Scroffa (with the title L'amante ridicolo)
Rovigo (with the title L'amante ridicolo)
Crema

Parma. T. Ducale

Udine

Faenza. T. Pubblico
Naples. T. Nuovo

Livorno. T. Avvalorati
Lisbon. T. Sdo Carlos
Cremona

Varese

St. Petersburg

Pisa. T. Prini

T Appendix 3 contains details of the contents of libretti and scores, together with tables of singers by
production, for both La ballering amante and ! baccantitbaccanali di Roma.
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1797 Autumn
1798 Autumn
1798 Autumn
1798 23 Nov
1799 Fair
1804

1811

The premiere

In the premiere production the names of the characters are:

Madama Rubiconda Zampetti detta Scassateatri

Ortenzia
Betia

Turin. T. Carignano
Milan. T. alla Scala
Reggio nell'Emilia
Flarence. Cocomero
Alessandria

Naples. T. de' Fiorentini
Naples, T. de’ Fiorentini

D. Totomagho

D. Petronio Pappa e Nonna
Mazzacogna

Monst Franchiglione

It Cavalier Bireno

The role of Betta is consistently in Neapolitan dialect, while that of Don Totomaglio 1s

a mixture of Neapolitan, standard Italian and garbled Latin. The orignal Don

Petronio, Francesco Marchesi, was later closely associated with this opera, singing the

role of Don Totomaglio (in standard Italian) in a number of subsequent productions,

including that at Lisbon.

The opera consisted of three acts, divided into 16, 13 and 2 scenes respectively. The

original numbers (recitatives, arias, duets, choruses ensembles) were as follows?:

Act ]

1i
i
i
W
2i
i
3i
i
41
ii
i

Bet'Cav/Mons/Pet: Zompa tu dall'auta banna [Introduzione - quartet]
Cav/BetMons/Pet; Ma Betta chi & quell'uomo imperunente?

Bet: erbograzia vede uscia

Mons: Se il diavolo fa che questi scopre

Tot: Eggo summo Filosofus:
Tot/Bet: Tanto é. chi legge ogn'or hibri {atini

Bet/Maz/Mad/Tot: Assettatela cca.
TotMad: 1ddo stongo! ajemme! ch'e chesso? [duet]

Mens/Pet: Ma se dico. ho parlato
Pev: Ha un visin si caro, ¢ bello
Mons/Cav: Ed ecco il Cavalier.

2 Arias. duets. ensembles and choruses are printed in italics. recitativo accompagnato in small
capitals. recitativo secco 1n normal lower case.
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Tot/Mad: In somma lei Signora

Mad/Tot/Cav/Ort: Ah mio bene di vita mi privi [quartet]
+ Ma gia ognun sta qui perplesso!

Ort/Pet: O Che Inglese birbon!

Maz/Mad/Tot: Ma dite che diavolo vi avenne?
Maz: Se gioco alla gran torra

Tot/Mad/Bet: Oh che forca a treangole
Tot: Statti adaggio...aspetia un poco.

Mad/Mons/Pet: Nella rete il faggiano
Mons: Dal primier fatale isiante

Ort: Or si che ho fatto un colpo

Mad: Tu qui resta a far l'amore

Tot: Oh Diabolorum! vi che que pro ette [just 2 lines]
Maz: (Qibo oibo. per donne

TotCav: Oh che odoriferi (Finale I begins here]
Mad/Maz/Tot/Cav: Ma dimmi poltrone

OrvCaviMadMons/Tot; Cavalier mio bene amato

Scena Ultima [16]

Maz//Pet/BetMad/Tot/Cav/Ort: Dammi Petronio

Mad/Maz/Bet: Gli amici ballerint

TotMad/Bet: Il mio babbo tenea no gran naso [trio}
Mad: Signor D. Totomaglio. che? In vederci
Bet/TouMad: M 'anno ditto ca l'ammore [trio]

Orv/Tot/Cav/Mons/Pet: Signor D. Totomaglio. per carita salvatemi.

Cav: Placido. e lento il rio
Mons; Non far ch'esci di la la Canterina [just 3 lines]

Ort/Tot/Pet: Signor D. Totomaglio. Tot: Signer fistolo.
Tot: Di questi Ciarleri

Mons/Mad: Dov'¢ il galesso?
Mons: Menire adaggio alla torbida sponda
Mad: Se morto ¢ il caro ben. numi tiranni [just 2 lines]

Maz/Bet/Cav/Petr: Or che il tutto han disposto

Pev/Ort: Monsieur le tempeston [duet]

Pet/OruCayv: (Ortenzia sappi fingere

Pet/Maz/Bet/Tov/Ort: Ecco vedete Madama Cocola [quintet|
Ort/Pet/Tot: Si. son partiti

Tot/Mad/Maz: Tutte sti guaje le passo
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g1 Maz/Mad: Madama cosa fu? chi vi trapazza.
i Mad: Mentre sola a passo a passo

9i Maz/Tot'Mons/Bet: Dimmi bestia Birbona,
il Tot: NEL SECOLO IN CUI SIAMO
in  Tot: lo i lascio, ¢ figha amata

10 Cav/Ort/Mons/Tot: Soddisfatto gia son delle tue scuse

11 Pet/Maz/Coro/Tot/Mons/Cav: Or che risuonano lla sit nell'etere [Finaie II begins
here]

12 Mad/Tot/PetMaz: Ecco scherzosa, e placida

13 Ort/Bet/TotMad/PetMaz/Mons/Cav: Ah meschino, che diamine hai fatto

Act 11

11i Cav/Ort/Mons/Pet: Si cari. vi prometto
it Ort: Se a me fido il caro bene

Scena Ultima [2)
] Tot/Mad: Giacche lo vetturine m'ha lassato
i Mad/Tot: Cara sposa a primma doglia

The mainly autograph manuscript score Rari I-I-18/19 at /-Nc follows this version
closely, though Totomaglio's recitative and aria in Act Il scene 9 and Ortenzia's aria in
Act I11 scene 1 are missing. The manuscript score in B-Br (Inv. II 4011/Catalogue n°
F 2583, Format C) and two of those in F-Pn (Vm 4.628 and D 2074/2075) also follow
this version closely, though only F-Prn (Vm 4.628) includes the recitatives.

Productions during 1783

Already in 1783, the following year, there were four new productions of the opera:
during the Carnival season at the Teatro Pallacorda, Rome, during the Spring season at
the Teatro Pergola, Florence, and during the Autumn season at the Teatro alla Scala,
Milan, and the Teatro Sant'Agostino, Genoa. The libretti printed for the last two are
identical. Otherwise all differ from each other and from the Neapolitan original.

The libretto for the Rome production was substantially revised by the theatre's poet,
Abbé Cesare Augusto Casini. He slightly altered the names of the characters, Betta
becoming Bettina and Don Petronio becoming Pappennonna instead of Pappa e
Nonna.

As for the text itself, the /ntroduzione begins with the words Presto corri in quella
parte instead of Zompa tu dall’auta banna and the ana for Betta (now called 'Bettina’),
is replaced by another, Se si mira in sul teatro. The third scene opens with
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Appoggiatela qua and the following duet with Dove son? Aimé, che caso. At the
beginning of Scene 5 there is a change of scenery, missing at Napies. Don
Totomaglio's aria in Scene 9 begins here Non partire...aspetta un poco instead of Stanti
adaggio...aspetta un poco. 1n Act I1 the trio Il mio babbo tenea no gran naso now
has the opening words /! mio babbo avea un grosso harbozzo. In Scene 9, although
the recitative accompagnato beginning Nel seculo in cui siamo is retained, Don
Totomaglio's aria properly speaking is Oimé...la morte di gia s'affreita instead of /o i
lascio o figlia amata. Act 11l remains as in the original.

Expressed in tabular form the principal differences are:

Naples, Fiorentini: 2nd opera 1782 Rome, Pallacorda: Carnival 1783
Act]
11 Zompa tu dall'auta banna Presto corri in quella parte (Ir. v *)
1iii  Betta: Verbograzia vede uscia Bettina: Se si mira in sul teatro (substitution
31 Assettatela cca Appogiatela qua (ir. v.)
ii .1ddo stongo! ajemmé! ch'é chesso? Dove son? dimé, che caso. (Ir. ¥.)
3 - (Scene change)
21 Statti adaggio...aspelia un poco Non partire...aspetta un poco (Ir. v.)
Act I
21 [l mio babbo tenea no gran naso Il mio babbo avea un grosso barbozzo (. v.)
91 lo 1i lascio o figlia amata Oimé...la morte di gia s'affretta {substitution’

*1r v = ranslation variant

The manuscripts scores at D-Dib (Mus. 3556-F-6 and Mus. 3556-F-504) and P-La
(44-1V-66/67) follow this version closely, the latter being a Portuguese copy probably
in the hand of the Lisbon copyist Joaquim Casimiro. Pietro Guariglia, later associated
closely with this opera, including the Lisbon production, sang the role of Monsu
Franchiglione for the first time at Rome. All of the female roles were sung by casirati,
women at this period being prohibited from singing at theatres m the Papal States.

Comparable alterations were made anonymously for the Florence production. Don
Petronio is re-nicknamed "Mangia, e dormi", Mazzacogna is now Masaccio, Ortenzia
is given the variant spelling Ortensia and Monsu Franchiglione is Gallicised as
"Monsieur", albeit misspelt "Mosieur”. As at Rome, the Neapolitan dialect is
translated, but differently.
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The mam alterations to the text of this version occur in Act I Scene 1 begmns Corri tu
dali'a.2 banda instead of Zompa {u dall'auta banna, and Betta's aria Verbograzia
vede u:c:a is replaced by Aura soave rende. Scene 3 begins Fatela seder qua and in
Scenz 4 Don Petronio sings Vederete che gran figlia instead of Ha un visin si caro. e
beilo. The original quartet in Scene 6 is cut. Here, Scene 6 (originally Scene 7) begins
O che mgiese volubile instead of O che inglese birbon and Masaccio's aria in Scene 7
(origmz. Scene 8) begins Se giuoco alla bambara in place of Se gioco alla gran torra,
th fr- of a bewildering range of variants to the opening words of this aria in different
producmons. In Scene 8 (original Scene 9) Don Totomaglio's aria no longer opens
Siar: 2aggio...aspetta un poco but rather Sta qui ferma...aspetta un poco. In Scene
10 (or-zzal scene 11) Madama Rubiconda's aria is replaced. In Act II, Scene 15 an
additic = znd there are important changes to the recitatives in Scenes 7 to 11. The
thirc z¢: of the original version is cut completely. Expressed in tabular form:

Naples, Fiorentini: 2nd opera 1782 Florence, Pergola: Spring 1783
Act]
i ~mpa tu dall'auta banna Corri tu dall'altra banda (. v )
T "zrhograzia vede uscia Aura soave rende (substitution)
3 ~:is2ttatela cca Fatela seder qua (ir. v.}
< 52 un visin si caro, e bello 'ederete che gran figlia (substitution)
> swariet -
- - zhe inglese birbon 6 0O che inglese volubile
s L7 gioco alla gran torra 71 Se gioco alla bambara
s Siami adaggio...aspetta un poco gii Sta qui ferma...aspetia un poco
L T sui resta a far l'amore 1041 Domna sono, e invan si crede
(substitution}
Actll

5 Additional scene

7-11 Recitatives substantiallv modified

Act 111

Cut completely

The —:z=uscript score in /-F¢ (FPT 71) follows this version. The libretto for the
Floren:z production does not name the cast, but the company is given in Formenti's
Ind:cs Zar 1783/84. Tt included, among others, Gennaro Luzio (the original D.
Totomaglio), Serafino Blasi and Orsola Mattel.
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These same three singers sang the roles of D. Totomaglio, D. Petronio and Bettina,
respectively, at Milan, but not at Genoa. We may reasonably conclude, therefore, that
one or other of them, most probably Gennaro Luzio, brought a score to Milan
(confirmed by some of the variants in the Milanese version) and that either the same
score or one copied directly from it, then went on (very quickly) to Genoa. The names
of three characters at Milan/Genoa are as at Florence - D. Petronio, M. Franchiglione
and Ortensia - while Masaccio reverts back to the original Mazzacogna. This is
already suggestive that we are dealing with an amalgam of the Florentine and original

Neapolitan versions,

This picture is confirmed systematically in the course of the libretto text. The words
that open Act I are as at Florence, as is the substitution in Act [ Scene 4. (The other
two substituted Act I arias at Florence have been cut here, so we can conclude nothing
beyond the fact that these continued to be points of 'instability’ in the text.) On the
other hand, the translation of the sections in Neapolitan dialect is so close to the
original that a copy of the Naples version must also have been to hand. Cimarosa was
in Milan during the Carnival season 1783 for the premiere of La Circe at La Scala, so
it is conceivable that he had also brought a score of La ballerina amante with him.
The Milan version. then, is clearly a hybrid composed from two separate sources, one

from Florence, the other of Neapolitan origin.

There are, however, other new changes to the text. Betta has the additional aria Mie
signor. se ve ne andate n Act I Scene 9, there is an additional scene at Act IT Scene 3.
including an aria for D. Petronio, Favorisca. mio padrone, and there is a substituted
aria for D. Totomaglio in Act II Scene 10, Per amor io vado a morte. Again the third

act is cut. In tabular form:

Naples, Fiorentini: 2nd opera 1782 Milan, Scala: Autumn 1783
Actl
li Zompa tu dall'auta banna Corri tu dall'alira banda* (ir. v.)
1 i Verbograzia vede uscia -
3i Assettatela cca Adagiatela qui** (ir. v.)
ii Addo stongo! ajemmé! ch'é chesso? Dove sono? Chimeé ch'é questo?** (ir.v)
4n Ha un visin si caro, e bello Vederete che gran figlia* (substitutton)
9 (in the middle of i) - Betta: \fio signor, se ve ne andate (addition)

* A5 at Florence

*+# A5 at Naples but in a new Italian version
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Naples, Fiorentini: 2nd opera 1782 Milan, Scala: Autumn 1783

Act I
- 5 Additional scene (but different from Florence)
91 NEL SECOLO IN CUT SIAMO Andar a morte? (substitution)
m  loti lascio, o figlia amata Per amor io vado a morte. (substitution)

Act II1

Cut completely

The manuscript F-Pn 10325 (1-4), a much thumbed and altered manuscript, must
originally have been used at Milan. It contains the addition in Act II Scene 5,
apparently autograph and attributed to one Isidoro Piantanida®, and there are
indications that there was an aria for Betta in Act I Scene 9, now missing, as is the aria

for D. Totomaglio in Act II Scene 10.

We possess, then, up to this point four distinct versions of the opera, even though two
of the altered texts (Florence and Milan) have elements in common. These laiter two
can be shown to be connected through singers, but for the remainder we can only
suppose links through the copy houses that enabled scores of operas to be reproduced
and sent to other theatres. Up to this point, then, the stemma for the opera's
transmission is thus*:

Naples. Fiorentini: 1782 2nd opera

Rome. Pallacorda: 1783 Carnival
Florence. Pergola: 1783 Spring
~
Milan, Scala: 1783 Autumn

|
Genoa. S. Agostino: 1783 Autumn

It is against this backcloth that we have to view the versions of all subsequent
productions, for each of these four versions generated its own family of related
productions. We shall now examine these families, one by one, discussing them
roughly chronclogically within each. In this way we will be able to follow the
systematic variants through time and place, suggesting, where possible, explanations

for similarities.

3Possibly a brother of the pianist and composer Gactano B. Piantanida (Bologna 1768-Milan 18331,
son of the violinist and composer Giovanni Piantanida (Florence 1703-Bologna 1782).
#The full stemma derived from all of the libretto sources examined appears on p. 136.
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Productions that broadly follow the original Neapolitan version

The libretti of only two of the later productions broadly follow the Neapolitan original,
namely those for 1791 Naples, T. Nuovo and 1804 Naples, Teatro de' Fiorentini. The
changes for the 1791 production are mostly in the form of cuts. The additions and
substitutions are all idosyncratic. Act 111 is a substitution, indicated, in any case, in the
libretto as being cut. The 1804 production again contains a lot of cuts and a number of
idiosyncratic additions and substitutions. The role of Betta is translated into Itakian,
while that of D. Totomaglio, sung by the famous Neapolitan buffo Carlo Casaccia,
remains in Neapolitan dialect. Act 111, reduced to just its second (final) scene, replaces
the original second act finale. (There is therefore no Act II1)

Since the autograph manuscript also makes reference to an 1811 Naples, Teatro de
Fiorentini production, for which we have no libretto, we may reasonably suppose it
was used for this production too. Whatever changes may have been made, it must

have remained essentially the original version.

The stemma for the Naples family, then, reflects direct links with a common ancestor:

Naples. Fiorentini: 1782 2nd opera
N
Naples. Nuovo: 1792 Ind opera ~
Naples. Fiorentini: 1304 N

Naples. Fiorentini: 1311
The only clear connection between these productions is purely geographical. It does
seem. however, that if the autograph score, with due modification, was not used for all
productions in Naples, then closely related locally-produced copies were.

Productions that broadly follow the Rome version

The Rome family is the largest, but breaks down into two distinct groups: the Rome
family proper and a subgroup, derived from it, established first at Bologna in 1789.

i The Rome family proper

Three productions fall into this group: those at Prague in 1785, Dresden the following
year and the Teatro de los Cafios del Peral, Madrid in Autumn 1787.
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The Prague and Dresden productions form a pair, the Dresden libretto differing from
that at Prague only in being bilingual Italian-German and in cutting Act III, which is
present at Prague in a form that clearly derives from the Rome production. Both
productions rename Mazzacogna as "Sgranerino”. Apart from following the Rome
variants in general, Prague and Dresden share three additions; Ortenzia has the aria,
Quel rio dal mar si parte, in Act I Scene 7, Sgranerino has one, Non son cosi stolto, in
Act I Scene 12 and Ortenzia has a further one, [nfelice sventurata, in Act Il Scene 4
(the last of these repeated subsequently at Crema in a different position, apparently by
coincidence). We do not know who the singers were in either production but since the
impresario at both was Pasquale Bondini, the singers are also likely to have been the

same or nearly so.

The Madrid production is alone in cutting a character, the role of Mazzacogna being
partially reallocated to other characters, particularly Betta, and partially cut. A note
on page 9 of the bilingual Italian-Spanish libretto apologises for the poor translation,
putting it down to a combination of haste and "the many variations that appeared in the
original"’. The available manuscript evidently had alternative texts in places, which
squares with a tendency in the libretto to switch almost arbitrarily at various points
between the Rome and Naples versions. Curiously, in Act [ Scene 4 the substituted
aria Vederete che gran figlia for D. Petronio is identical to that found in the same
position in the Florence production. All other variants are idiosyncratic.

The manuscript score used at Madrid probably came through an agent from a copy-
house in Rome, the copyist also having access, however, to the substituted aria from
Florence, if not to the whole score. There are no singer connections between the

Madrid production and any other we know of.
ii The Bologna sub-group

While the underlying version remained that of the Rome production, a new series of
variants, principally affecting the second act, was established at the Teatro Zagnoni,
Bologna, in the Spring season of 1789. Of these the most important are in Act I Scene
4, where D. Petronio’s aria Ha un visin si caro e bello is replaced by one beginning
Enira in scena la mia figlia, Act Il Scene 2, which is an addition, Act IT Scene 3,
where D. Totomaglio’s Naples aria D1 questi ciarleri is replaced by one for D. Petronio
beginning Capitan di due sciabecchi (at Rome there was no aria in this position), in

Act IT Scene 4, where Monsi Franchiglione's aria Mentre adaggio alla torbida sponda

3" .]as muchas variaciones que han ocurrido in ¢l original..."
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is replaced by one beginning Pensa che son tradito and in Act IT Scene 8 where D.
Totomaglio's recitativo accompagnato and aria Nel secolo in cui siamo...lo ti lascio. 0

figlia amata are replaced by the aria Lascio in primis & ante omnia with the preceding

recitative lengthened. Expressed in tabular form:

Naples, Fiorentini: 2nd opera 1782 Bologna, Zagneni: Spring 1789
Act ]
Li Zompa tu dall'auta banna Presto corri in guella parte*
1111 Betta: Verbograzia vede uscia Beittina: Se si mira in sul teatro*
31 Assettatela ccd Presto. acqua. aceto [=Rome but beginning 12]*
it Addo stongo! ajemme! ch'é chesso? Dove son? dimé, che caso*
41ii Ha un visin si caro e bello Entra in scena la mia figlia {substiwution
3 - (Scene change)*
91 Statti adaggio...aspetia un poco Nown partire...aspeita un poco*
Actll

(original scenes | & 2 are cut)
- 2 Additional scene
4l Tot: Di questi ciarleri 3 ii Pet: Capitan di due sciabecchi (substitution)
3 Mentre adaggio alla torbida spondo 4 11 Pensa che son tradito (substitution)
9u NEL SECOLO iN CUI SIAMO -

11 e ti lascio o figlia amata 8 Lascio in primis & ante omnia (substitution)

*Drawn from the Rome 1783 version.

The Act I Scene 4 substitution also appears in the Turin 1787 production, though in
Act 11 Scene 3. This difference of position would normally lead me to dismiss this
shared variant as probably coincidence, but in this instance the productions have two
singers in common, Cleotilde Cioffi (Madama Rubiconda) and her husband Luigi
Bonfanti (Mazzacogna at Turin, D. Petronio at Bologna). Although Bonfanti changed
roles, he was probably responsible for transmitting this aria from the one production to
the other.

To a greater or lesser extent seven productions have variants in common with
Bologna: the Teatro Condomini, Senigallia, at the July Fair of 1789, Rimini that
Summer, Ferrara that Autumn and Rovigo at the October Fair that year, the Teatro
Ducale, Parma, during the Carnival season 1790, the Teatro Avvalorati, Livorno,
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during Carnival 1792 and the inaugural production at the Teatro de Sdo Carlos,
Lisbon, on 30th June 1793.

The Senigallia and Rimini libretti, from the Summer of 1789, are identical. Underlying
the version is the Rome text sometimes exactly, sometimes as varied at Bologna. The
Bologna variants in Act I Scene 4 and Act II Scenes 2 to 4 recur, but Act [} Scene 8
has the idiosyncratic substitution S¢ bella la moglie, found uniquely at Senigalhia and
Rimini. The impresario for both productions was Giovannt Janni and the casts were
identical, including Cioffi and Bonfanti, who provide a direct link with Bologna. As
well as the idiosyncratic substitution in Act I Scene 8, D. Totomaghio has the
substituted aria Ho girato mezzo Mondo in Act I Scene 9, thus establishing an
important precedent. The singer of this role here was Francesco Marchesi, who, as we
have seen, had sung D. Petronio in the Neapolitan premiere.

The Ferrara and Rovigo libretti, both from the Autumn of 1789, likewise form a patr,
with the alternative title L'‘amante ridicolo. Again the underlying version is a
Rome/Bologna mix, with the Bologna arias from Act I Scene 4, here in Scene 6
(owing to different scene divisions and an addition) and from Act I1 Scene 4, i the
same position here. The Senigallia/Rimini Act I Scene 9 aria recurs, here in Scene 11.
We do not know who the impresario was for these two productions but the singers
were identical, four of them also being the same as at Senigallia and Rimini: Cleotilde
Cioffi (M. Rubiconda), Antonina (the more familiar "Tonina" at Ferrara and Rovigo)
Mei (Betta), Francesco Marchesi (D. Totomaglio) and Luig Bonfantt (D. Petronio).
Given the association that may be observed between this opera and the singers Cioffi
and Bonfanti, we may assume that they owned a copy of La ballerina amante, made n
Bologna, and that the transmission of the Bologna variants are best explained in this
way. Pietro Guariglia. who had sung the role of Monsu Franchiglione at Rome and

went on to sing it in Lisbon, also sang it in these two productions.

The production at the Teatro Ducale, Parma the following Carnival season again
broadly follows Bologna. Of the Bologna substitute arias, that from Act I Scene 4
appears in a comparable position in Act IT Scene 3. However, Petronto's aria Capitan
di due sciabecchi (Act 11 Scene 3 at Bologna) appears here in Act [ Scene 4. that 1s to
say in a new position, substituting what at Bologna was already a substitution. There
is also an important link with Rimini and Senigallia in that the aria Ho girato mezzo
mondo, sung by Francesco Marchesi as D. Totomaglio in those two productions in
Act I Scene 9, reappears here as an aria for D. Petronio in Act Il Scene 2. M archesi
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sang D. Totomaglio again at Parma and this was presumably an aria di baule that he

carried with him.

The version preserved in the Livorno libretto is a complex hybrid of material best
thought of as originating from Rome (including original Neapolitan material), Bologna
and Milan/Genoa (including the Florence Act I Scene 4). A number of Rome variants
found here that do not actually appear in the Bologna libretto, could easily have been
present in Bolognese copies retaining a "purer" version than that used for performance
at Bologna itself We do, however, have to assume that there were at least two
separate scores available at Livorno: one from Bologna and another from Milan or

Genoa.

As well as several idiosyncratic added arias, there is an important substitution in Act I
Scene 10, the aria for M. Franchillon Sono alfiere. son soldato. Pietro Guariglia was
the singer of the role here (as at Ferrara and Rovigo). This substituted aria provides a
good example of a borrowing from another opera the singer had recently taken part in
and which, presumably, had gone down well - it is taken from Act II of Anfossi's
L'avaro, which Guariglia had sung at the T. Balbi. Venice, the previous Autumn.

The Lisbon 1793 libretto compounds the complexity of Livorno still further. Apart
from an unusually large number of idiosyncratic additions and a fairly standard number
of idiosyncratic substitutions, not surprising given that this production was
inaugurating a new theatre and thus presenting a company for the first time, the Lisbon
version has distinctive features of both the Bologna and the Liverno versions, being at
all points compatible with one or other if we allow for manuscripts transmitting slightly
“purer” versions than the libretti from the same place. To give concrete examples, the
aria for D. Petronio Capitan di due sciabecchi (Act IT Scene 3 at Bologna, but missing
at Livorno) appears here in Act II Scene 5 (the equivalent position) and in Act I Scene
10 we find the otherwise idiosyncratic aria from Livorno, Sono alfiere. son soldato.
Given the particular combination of variants and the history of connection with this
opera that Francesco Marchesi and Pietro Guariglia had, we may be sure that each
brought a copy of the opera with him. Marchesi, who was born in Bologna and
maintained contacts with it®, may have obtained a copy from that city or had a copy
made from the copy that I suggested above Cioffi and Bonfanti are likely to have

6A report in the Aligemeine Musikalische Zeitung, Vol. 2. 12 Februrary 1800, statcs that Marchesi
was back in Bologna. where he was born. Baptismal records of his children (sce his entry in
Appendix 2). indicate that he was both born and married in Bologna. He sang there several times in
the early vears of his career: 1769. 1772, 1776. That the AMZ should have mentioned his visit
suggests thal he had probably been away for a good many years.
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possessed. Guariglia's copy, on the other hand, given the idiosyncracy of the variants

transmitted to Lisbon, must have been made in Livorno.

The stemma for the Rome/Bologna family thus looks like this:

Rome. Pallacorda: 1783 Spring
(Florence, Pergola: 1783 Spring) ~ o (Milan, Scala. 1783 Autumn)
Y e

\ Prague: 1785 Spring ~
N
. Dresden: 1736
\

Madrid. Cafios del Peral: 1787 Autumn (Turin. Carignano

L

Bologna, Zagnoni: 1789 Spring

Senigalha. Condomini: 1789 Fair
Rimini: 1789 Summer

Ferrara: 1789 Autumn {as L'amante ridicolo)
Rovigo: 1789 Fair (as L'amante ridicolo)

Parma, Ducale: 1790 Carnival

Livotno. Avvaloratt: 1792 Carnival

Lisbon. 8. Carlos: 1793 Summer

Productions that broadly follow the Florence version

The libretti of five productions broadly follow the Florence version: those for the
Teatro Obizzi, Padua. in the Autumn of 1784, the Teatro Cesareo Regio, Trieste, in
the Carnival season of 17857, the Teatro Nuovo, Vicenza, in the Carnival season of
1786. Udine in the Summer of 1790 and the Teatro Prini, Pisa, in the Carnival season
of 1797,

At Vicenza, Udine and Pisa Mazzacogna is called Mosaccio, as at Florence, while at
Padua and Trieste he is called the almost identical 'Masacco' and "Mosacco’,
respectively. None of these forms is used in any production outside this family and
thus constitutes an instant means of identification.

Of the Florence familv the closest to the 1783 Florence version is the last (Pisa),
which, with one exception, differs only in idiosyncratic additions and substitutions.
The exception is the substituted aria for Madama Rubiconda in Act II Scene 8, Da

TThe libretto frontispiece actually gives the season as Carnival 1784, but this is evidently a misprint.
See the corresponding entry in Appendix [IL.
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guel primiero istante, which is also found in Act I Scene 12 of the Cremona
production (Carnival 1795). We do not know who the singers at Pisa were and cannot
therefore rule out a link through Teresa Lucchi, who sang this role at Cremona. The
altered position within the opera, however, suggests that there is no connection and
that their substitution in common is the result of coincidence. There is nothing to link
the Pisa production with those at Padua, Trieste and Vicenza, nor, beyond the text

itself, to the Florence production.

The productions at Padua, Trieste and Vicenza, on the other hand, form a closely-knit
group. Although the underlying version in all three is that of Florence, there are also

variants from Milan and new variants that they share.

In all three productions the Milanese version appears in the opening words of the duet
in Act I Scene 3 and the substituted aria found in Milan Act IT Scene 10. Act [ Scenes
5 and 6 in both the Trieste and Vicenza libretti follow a slightly modified wording
found at Milan, but at Padua these scenes have their own idiosyncratic form.

As for the new, shared variants, in Act [ Scene 7 there is an additional aria for
Ortensia, Nel gran mondo gia sapete, in Act I Scene 11 a substituted aria for Madama
Rubiconda, Come mai sperar poss'io, and in Act I1 Scene 9 a substituted aria with
preceding recitative, Son gua, son qua signora...Crude stelle e quando mai, once
again for Madama Rubiconda. All three productions also contain idiosyncratic

variants.

The cast at Padua and Trieste was identical except for Monsu Franchiglione, sung by
Vincenzo Fineschi at Padua and Vincenzo Calvesi (possibly a misprint for Fineschi) at
Trieste. Fineschi repeated this role at Vicenza, where the cast was otherwise different.
Antonio Zardon was impresario for the Trieste and Vicenza productions and probably
also for the Padua production®. To judge from this group of productions, it would
seemn, then, that individual singers (Fineschi), troupes (Trieste and Padua) and
impresarios (Trieste and Vicenza, at least) might be involved in the transmission of a

particular version.

The version performed at Udine is idiosyncratic in that while largely based on the
Florence text, it also has variants in common with Rome (Scenes 1, 3, 5 and 6 of Act
1) and Bologna (Act II Scene 4 and Finale). This probably has to do with the singers

8The Trieste libretto names Zardon as impresario. Rosselli (n.d.) indicates that Zardon was
impresario at Vicenza at the time of the production of La ballerina amante. Rosselli also cites various
Paduan theatres where Zardon was impresaric at various Lmes.
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Cleotilde Cioffi (Madama Rubiconda) and her husband Luigi Bonfanti (Don Petronio),
who, as we have already seen, sang in several productions of La ballerina amante
belonging to the Rome/Bologna family as well as at Udine (see above and the st of
singers by production in Appendix I},

The stemma for the Florence family is best regarded as being thus:

{Rome. Pallacorda: 1783 Carnival)
Florence. Pergola: 1783 Spring
(Milan. Scala: 1783 Autumn) /

Padua, Obizz1: 1784 Autumn
Trieste. Cesarea Regio: 1785 Carmival

Vicenza, Nuovo: 1786 Carmval

(Bologna. Zagnoni: 178% Spring)

Udine: 1790 Summer

Pisa. Prini- 1797 Carnival

Productions ihat broadly follow the Milan version

The Milanese version underlies eight productions: at Eszterhaza in 1786, the Teatro
Carignano, Turin, in the Autumn of 1787, the Teatro Erranti, Brescia, in the Spring
season 1789, Crema in the Carnival season of 1790, Cremona in the Carnival season of
1795, Varese in Autumn 1795, the Teatro Carignano, Turin, in Autumn 1797 and the
Teatro alla Scala, Milan, in the Autumn of 1798.

In general the productions in this family have few systematic variants other than those
that all or most share, derived from Milan.

A connection between Milan and Eszterhaza is scarcely surprising at this period, given
that Emperor Leopold of Austria (i.e. the Austro-Hungarian Empire) was also
Archduke of Milan. The Eszterhaza production was directed by Joseph Haydn and the
manuscript score H-Bn (call mark MS. MUS. OE-54), used for this production,
contains alterations in his hand, The score and libretto follow the Milanese version
closely with just a few minor alterations, in some cases reverting to the original
Neapolitan version. This is easily explained by the fact that the score in many places
retains the original wording of the Neapolitan version, including dialect, but crossed
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out with or without the Milanese rewording written above. The additional Act II

Scene 5 at Milan 1s cut.

The 1787 Turin production introduces three systematic variants: a new opening
wording for Mazzacogna's Se gioco.. aria in Act I Scene 8, which here begins Se gioco
alla primiera, an additional aria for Monsieur Franchiglione, Cara madama amabile,
in Act I Scene 11 (which represents a substitution when compared with the Neapolitan
version) and a substituted aria for D. Petronio in Act Il Scene 3, Entra in scena la mia
figlia, which replaces the aria in Act II Scene 5 at Milan. All recur in the 1797 Turin
production but not elsewhere. Presumably the same score was used for both

productions.

The Brescia production follows Milan closely, departing only in three idiosyncratic
variants and the cutting of Milan's Act I Scene 5. Two of the singers in this
production, Francesco Bertocci (D. Totomaglio) and Paolo Mandini (M.
Franchiglione) had sung identical roles at Turin. It is doubtful, however, that the score
used at Brescia came from Turin since the aria Mandini had added there in Act T Scene
I1 is missing from the Brescia libretto. We may, nevertheless, suppose that the
presence of these two singers, already familiar with La ballerina amante, may have
encouraged the impresario's selection of the opera.

The Crema and Cremona productions both follow Milan in general, while each has
idiosyneratic variants. They are curious in that each contains an aria associated with
productions in the Rome family: in Act I Scene 10 at Crema the recitative and aria for

D. Totomaglio La mia forte maligna...Lascio in primis & ante omnia, found in the

equivalent position in the Bologna 1789 production, is introduced as a substitution for
Per amor io vado a morte;, in Act I Scene 10 at Cremona the aria Ho girato mezzo
mondo for D. Totomaglio. first found at Senigallia n 1789 (and subsequently in this
position at Rimini, Ferrara and Rovigo) replaces Statti adaggio...aspetia un poco.
There is no obvious link beyond the textual between Crema and Bologna, on the one
hand, and Cremona and Senigallia (or followers), on the other. These coinciding
variants must be regarded as anomalous. The Crema libretto also contains the aria
Infelice sventurata for Ortenzia in Act 1 Scene 7, found at Prague and Dresden in Act
If Scene 4. Unlike the two cases just mentioned, the position of the aria is different,
which suggests that this is likely to be a chance coincidence.
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At Cremona the Milan Act IT Scene 5 is retained. This version also establishes an
important variant in Act I Scene 9, namely an additional aria for Betta, fo voglio un

sposino, with the preceding recitative modified.

The Varese prbduction in 1795 has a number of idiosyncratic variants but also has two
important features in common with Cremona: the Milan Act II Scene 5 is present - 1t
otherwise only appears at Milan (1783 only) and Genoa - and the modified recitative of
Act I Scene 9 also recurs, though the aria that conditioned this modification at
Cremona is cut. There seems to be some connection. However, the productions have
no singers in common and the impresarios {Antonio Maraffi at Cremona and Gaetano
Bellone at Varese) also differ. Although Giuseppe Naldi and Michele Vaccani, D.
Totomagtio and D. Petronio respectively at Varese, repeated these roles at Turm two
years later, while their coming together again may have contributed to the selection of
this opera there, they took no Varese variants with them.

The 1798 production at La Scala Milan differs from that of 1783 only in detail. Act Il
Scene 5 is among the cuts, though the libretto in its scene numbering for Act II jumps

directly from 4 to 6, as if Scene 5 were still present.

The stemma for the Milan family looks like this:

Milan. Scala: 1783 Autumn

: ”
Genoa. §. Agostino: 1783 Autumn / /

Eszierhaza: 1786
Turin, Carignano' 1737 Autumn

Brescia. Erranti: 1789 Spring

Crema: 1790 Carnival

Cremona: 1793 Carnival
I

Varese: 1795 Autumn

Turin. Carignano: 1797 Autumn

Milan. Scala: 1798 Autumn
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Naples. Nuovo: 1792 2Znd opera

l

Naples. Fiorentine 1804 l

|
Naples. Fiorenting 1811

e Naples, Frorentn: 1782 2nd opera

TRome. Pallacorda: 1783 Carnival

e

Florence, Pergola: 1783 Spring

- B
\ Al

an. Scala: 1783 Autumn

enoa. S Agostino: 1783 Autumn —
Padua, Obizzi: 1784 Autumn

Tricste. Cesarea Regio: 1785 Carnival
Prague: 1785 Spring

Vicenza, Nuovo: 1786 Carmival
Dresden: 1786

Esrzterhaza: 1786
NMadrid, Cafos del Peral: 1787 Autumn

Turin, Cartgnano: 1787 Autumn
Bologna, Zagnoni: 1789 Spring

Brescia. Erranti: 1789 H;;rmg
Senigallin, Condomini: 1789 Fair

Rimini; 1789 Summer

Ferrara: 1789 Autumn (as [ amante redicolo)
Rovigo: 1789 Faw tas Lamante ridicolo)

Panma. Ducale: 1790 Camival Crema: 1790 Carnival
Udine: 1790 Summer
Livorno. Avvaloratic 1792 Carnival

Lisbon, 8. Carlos: 1793 Summer

Cremona: 1795 Carmival
|

Varese: 1795 Autlumn

IMisa. Print. 1797 Carnnal

l'urin. Carignano 1797 Autumn
Milan. Scalas 1798 Autumn

Stemma for Cimarosa's [.a hallerina amante



2 I baccantitbaccanali di Roma - a transmission model for the years 1816-1832

Turning to our second model, Pietro Generali composed / baccanti di Roma 10 a
libretto by Gaetano Rossi for performance at the Teatro La Fenice, Venice in the
Carnival season of 1816. The plot is based on the story of the expulsion of the
Bacchantes from Rome in 186 B.C., described in Livy Book XXXIX, chapters 8 to 17,
and dramatised by Giovanni Pindemonte in his 5-act tragedy / baccanali di Roma (first
performance at the Teatro San Giovanni Grisostomo, Venice, in 1788). The music, of
a consistently high standard, was understandably popular - it begs for modern revival
and a place beside some of Rossini's operas of this period. From Venice the opera
spread rapidly throughout Italy, including the south and Sicily, and beyond, as far
afield as Corfu, Budapest, Prague, Darmstadt, Barcelona, Lisbon and Havana, where
the last known production took place in 1840. I have traced almost sixty productions,

listed chronologically below.

Date Theatre

1816 Carnival  Venice. T. La Fenice

1816 Spring Trieste, T. Nuovo

1817 23 March  Munich

1817 Summer  Vicenza, T. Eretenio

|817-18 Palermo. T. Carolino

1818 Lent Florence, T. Pergola

1818 Fiera Reggio nell'Emilia. T. della Comunita
1818 Fiera Senigallia. T. della Comunita

1818 235 August Darmstadt
1818 9 September Naples. T. San Carlo

1819 Carnival  Florence. T. Pergola

1819 Lent Livorno. T. Avvalorau
1819 Spring Bologna. T. del Corso
1819 Summer  Modena. T. della Comunita
1819 Autumn  Venice. T. San Samuele
1820 12 June Vienna. Th. an der Wien

1820 Summer
1820 Summer
1820 Autumn

Milan. T. Carcano
Siena. T. Ravvivali
Lucca. T. Giglio

1822 1 Mav Cassel

1822 Autumn  Florence, T. Infuocati
1822 Autumn  Trieste. T. Grande
1823 20 June  Budapest

1823 Autumn  Florence. T. Infuocat:
1823 December Lisbon. T. $do0 Carlos
1824 7 June Oporto. T. S3o Jodo
i®24 7Autumn  Rovigo

1825 Carnival  Mitan, T. alla Scala
1825 Lent Messina. T. Munizione
1825 *Carnival Rimim

1825 Spring Milan. T. alla Scala

1823 Spring
1826 Carnival
1826 Fiera
1826 7 Autumn
1826 TAutumn

Parma. T. Ducale
Mantua, T. Nuovo
Padua. T. Nuove
Ancona

Cremona, T. Concordia

3%



1827 Carnival  Corfa

1827 12 July  Praguc

1827 Fiera Bergamo, T. Riccardi

1827 10 Nov.  Barcelona

1828 Summer  Siena, T. Rinnovati

1828 Autumn  Florence. T. Borgognissanti
1829 Carnival ~ Fuligno. T. Apollo

1829 Carnival  Piacenza. T. Comunale
1829 Lent Pisa, T. Ravvivati

1829 Spring Livorno. T. Avvalorati
1829 Fiera Reggio, T. delta Comunita
1829 Fiera Senigallia. T. della Comunita
1830 Carnival  Pavia, T. Compadroni

1830 Spring Venice, T. San Benedetto
1830 Fiera Ceneda, T. della Societd
1831 ?Camival  Venice. T. San Samuele
1832 Summer  Milan. T. R¢

1832 Graz

1833 Carmival  Pesaro

1835 Carnmival  Livorno

1836 Lent Florence. Chiesa di San Giovanni (as the oratorio Ozia)
1840 Havana. T. Italiano
The premiere

The premiere production, with the title / baccanti di Roma, consisted of two acts,
divided into 10 and 13 scenes respectively. The names of the characters were:

Splurio] Postumio Albino
Sempronio

Minio Cerinio

Pub[lio] Ebuzio

Fecenia

[ppia
Lentulo
Augure Sommo!

None of the manuscripts of this opera examined in the course of this study follow the
original Venice version.

The Trieste revisions
The second production of the opera took place at the Teatro Nuovo, Trieste, the

following Spring. The composer was present? and made a number of changes: the

opera was given a revised title: / baccanali di Roma, the character Spurio Postumio

IThe original names as given by Livy are Spurius Postumius Albinus. Titus Sempronius Rutilus.
Minius Cerrinius. Publius Ebutius and Faecenia Hispala. Lentulo and Ippia are additional characters
created by Pindemonte.

21MZ 23 October 1816. cols. 738-9. quoting the Milanese Corriere delle dame, describes the delirious
reception of the opera and of the composer at the end of the performance.
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Albino dropped the "Spurio” and there were alterations to text and music, particularly
in Act I The Venice and Trieste versions are compared in the table that follows:

1 BACCANTI DI ROMA I BACCANALI DI ROMA
Venice, Fenice: Carnival 1816 Trieste, Nuovo: Spring 1816
Actl ‘

1 Coro/Pos/Sem /Fec/Aug: Odi gran nume 1V [i.e. as Venice]
ii Aug: O Romani, i piu neri

2 Sem: Quai detti’ - gual minaccia! 2V

3i Coro: Evoé! - Bacco, Evoé! 3V
i Ebw/Coro: Ove son io?
>3 Eb/Coro: Non lemete: | sommi Dei
> Nume perdonami

4 Min: [te acostau 4V but partially revised by shortening
5 Fec: Ippia fedel rimanut 5 Fec: Oimeé' sichiuso ¢ gid I'infame tempio
Gi Fec: Ei forse in questo istante! 6i Ebu: Chril mio nome!. .chi vedo?

i Fec/Ebu: [0 SOL PER TE PAVENTO i Voii

> Ah! §'e ver che m'ami ancora

7i Sem: Fecenia' Ebuzio! 7i Min: Fecenia ell'¢...non m'ingannai
i Sem: NOL SO. RICERCOIN VANO i V7it
> Senti, gran Dio Tebano

8 Min: Ombra vagante alla sua tomba 8 Min. [o non comprendo
intorno.
91 Coro Della patria alla gloria 9i Vo
H Sem: Qui il console itV 9ii with revisions
111 Sem: fo tremar? iV 9 iii with minor revisions

> Sem/Pos: Pensa ch'io serbo in pelio
[= beginning of Finale I}
iv Pos: Né Ebuzic ancor v VoI

101 Ebu/Fec/Pos/Len/Coro: Che veggo? i0 vio
it EbwFec/Sem/Pos: Oh qual contrasio
i Tutti: Nembo s'addensa orribile

Act I

11 Sem: Vedesti? Ebu: Vidi. cul
i Ebw/Sem: Di Fecenia? - oh dio!
> E come mai potrei
> In tanti contrasti

2 Min: Baccanti. al Marzio Campo cut
3i Coro. S'abolisca - si punisca 1i V3ii
ii Pos: Si. Romani. fia questo ii Pos; Romani. i sensi miei [= V 3 1i revised]

iii Pos: Gia del ciel la voce udiste

2 Len: Console. i Senatori [addition]

3The svmbel >, here and elsewhere, indicates "leading to”.
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41
ii

71
i

10

11

121
iii

Ulti

Sem: Che sento? - Ah? troppo ¢ ver
Sem/Fec: Tu qui? - Spergiura!
> Miralo spoglia esague

Len: Voi. di Postumio ai cenni
Ipp: Fra queste - funeste

Ebu: Oh. quale stato & il mio!

Min: Che fai? Ebu: Sorte crudel!
Fec: Ecco il sen ferisci omia
> Per te gradita

Sem: A che tardar? - ardente sete. il sal
Min: LE SACRE TROMBE? Sem: GH CIEL!

Coro: S'odon voci - funeste, feroci...
Sem/Cora: Quale consiglio
> [ sacri acciar brandite

Ipp: Troppo. Lentulo. inoltri. - Perigliosi
questi sentier...

Ebu: Ora di morte, affretiati

Coro: Le faci dell'Euminidi

Ebu: Oh mostri! - Fec: Ebuzio!

> Ebu (with Min/Coro): La riviva il
nostro amore

Min: S1. - cadrete. E Sempronio!

Sem: Che miro” - ¢ vivi ancora’
Fec/Coro/Sem/Pos/Ebu/Tpp:

Eeco if felice istante

> Coro: Brilla ancor sereno il cielo

31 Fec: Ora che induggio
ii V 7ii but with chorus

4 Pos: Duci, Tribuno, alfine

5 Ebu: Oh Ciel! qual turbamento
> QH CIELO' GENTE S’ APPRESSA. ANDIAM
(This scene = V 6 revised]

61 Min: FERMA. Sem: Insano! Cox
QUESTO BRANDO...

i EbwFec/Sem: Empio assassino, trema
> Della vendetta all'ara

71 Ipp: Troppo. Lentulo. inoltri: questi sentier
[notiq. V 10]
i V3ii
81 Sem: Il sacrifizio loro [= V 8 i revised]
ii Sem: OHCIEL' LE SACRE TROMBE... [= V 8 i1
slightly revised]
Gi-ii V9
iii Min: Fidi Ministri. ¢ vot

cut

10 V11

11i- V12 -

~

il Min: Ministri. il sacro ferro [= V 121
revised]

Ulti ¥V Ultiwith minor revisions
i VUItibut ..

. gia for ancor in first line of chorus

As we can see above, in Act I the alterations to text indicated in the libretto only affect

the recitatives in Scenes 4 to 9, and tiny changes to the duet in Scene 9. In Act II the

opening 2 scenes were cut completely - a clear dramatic improvement - as was the

original Scene 10, but the addition of two new scenes - 2 (recitative) and 6 (recitative

and the trio Empio assassino, trema) - brought the total number of scenes up to 12.

Two of the original arias were put in new positions: Fecenia's aria Ecco il sen ferisci

omai (I 7 ii in Venice) was brought forward to Scene 3 (to replace the duet i II 4, the
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equivalent position in the Venice version), while Ippia's aria di sorbetto* Fra queste -
funeste (I1 5 in Venice) moved back to Scene 7. Most of the recitatives also
underwent revision and the first line of the final chorus was slightly reworded.
Although Act IT was thus thoroughly overhauled, the only major new item was the trio

in Scene 6.

The Trieste production had two singers in common with the premiere, namely Marietta
Castiglione (Ippia) and Francesco Desiro (Minio at Venice, Augure Sommo at
Trieste). Both, however, occupied secondary roles, and, knowing as we do, of the
composer's presence and involvement in the production, we may assume that he alone
was responsible for taking the opera to Trieste.

All subsequent productions derive essentially from the Venice and Trieste versions.
Productions that broadly follow the Venetian premiere version

The first production in 1817 took place at the Bavarian capital, Munich, on 23 March.
Allowing for free translation into German, the libretto is identical to that of the
Venetian premiere. Although the libretto does not name the cast, we know from the
review in AMZ5 that Elena Harlas sang the role of Fecenia, just as she did in Venice,
where the libretto describes her as currently in the service of H. M. the King of
Bavaria®. She must certainly have taken a copy (if not the original autograph) of the

score with her.

Apart from small changes to the names of the characters (largely a Latinisation of
them) and minor spelling variants, the libretto for the 1818 Darmstadt production is
identical to that for Munich. Clearly the score for this production was obtamned from
Munich. The undated vocal score printed by Simrock m Bonn/Cologne, plate number
1584, follows the Darmstadt version exactly, and we must suppose that the score used
for this production served as the basis for the printed edition. In the absence of any
manuscript scores of the original Venice version, it is only through the Simrock
edition, that we can see the musical changes Generali made for the Trieste version
(assuming, that is, that there were no significant musical changes made for the Munich
and Darmstadt productions).

1An aria di sorbetto ('sherbert aria”) was an aria for a minor character, often. as in this case. simple
and conservative in stvle. Traditionally the audience would take refreshments during it (hence the
name). It was commen sumply to cut it.

34MZ 20 January 1819, col. 45.

8 ail'attuale servizio di S. M. il Re di Baviera”
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It has proved impossible to trace the libretti of the remaining productions given in the
German-speaking world but the productions at Vienna in 1820, Cassel in 1822,
Budapest in 1823 (given by a Viennese company) and possibly Prague in 1827, all
apparently performed in German, are likely, to a lesser or greater extent, to have

followed the Munich version, with or without the Darmstadt microvariants.

Among Italian productions, that given at the Teatro Eretenio, Vicenza, in the Summer
of 1817 is unique in following the Venetian version, differing only in minor cuts and a
substituted aria in Act Il Scene 7. It had no singers in common with the premiere

The stemma for productions derived from the original Venice version is thus quite
straightforward:

/Venice. Fenice: Carnival 181

Munich: 23 March 1817

Trieste. Nuovo: Spring 1816

Vicenza. Eretenio: Summer 1817

Darmstadt: 1818
Patterns among productions derived from the revised Trieste version

The libretti of all other productions follow the revised Trieste version more or less
closely. However, a number of important patterns are established among those of late
1817 and early 1818.

The libretto for the production at the Teatro Carolina, Palermo, signed by Gaetano
Zanardi and dated 27 December 1817, contains three additions and a transposition of
scene - Act IT Scene 7 of the Trieste version occurs as Scene 9. after Trieste Il 8 and
9, which appear as II 7 and 8, respectively. These changes are idiosyncratic, finding no
direct imitators, and this production is to be considered the first of a small group at
only one remove from Trieste.

Exclusively idiosyncratic variants are otherwise only to be found at the Teatro
Rinnovati, Siena, in Summer 1820 and 1828 (both productions are idiosyncratic), the
Teatro Munizione, Messina, in Lent 1825 (though the positioning of the variants does
suggest a possible connection with Palermo) and the identically idiosyncratic pair, the
Teatro S. Benedetto, Venice, in Spring 1830 and the Teatro Societa, Ceneda, m the
Fair that year. The only production to follow the Trieste version exactly is that at the
Teatro Grande, Trieste, in Autumn 1822, the connection clearly being geographical.
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The production at the Teatro della Pergola, Florence, in Lent 1818 established an
important series of variants, which in due course became linked directly or indirectly
with other systematic variants. In Act I, Scene 2 has an extended recitative with the
additional aria for Fecenia A/ che non serve il piangere and Scene 6 has a substituted
duet for Fecenia and Ebuzio, A1 perché serbai finora leading to Chi mai vide pii
funesto. In Act I1, the recitativo accompagnato opening Eccoti il sen: fi trattien?
followed by the aria for Fecenia Ah se pur l'‘amato bene leading to Cara immagine
gradita replace the regular Ecco il sen ferisci omai in Scene 3; there is an additional
aria for Ebuzio in Scene 10 and a substituted scene for Ebuzio and chorus in Scene 11.

The other production at this time that establishes important precedents is that at the
Teatro della Comunita, Reggio, given during the May Fair of 1818. In Act I Scene |
lines 9-16 are cut and there is an additional section of recitative at the scene end, while
Scene 2 is substituted. In Act II the opening chorus of Scene 1 has the microvariant
wording "S'avilisca” instead of “S'abolisca”.

Productions linked to the 1818 Florence production

The distinctive features of the 1818 Florence production mentioned above may be
expressed in tabular form as follows:

Trieste, Nuovo: Spring 1816 Florence, Pergola: Lent 1818
Act]
2 V2 i V2 (recitative) is extended

Fec: Ah che non serve il piangere (addition’

61 Voiui Fec/Tbu: 4k perche serbai finora
> Chi mai vide pin funesto (substitution)
Act II
3n Fec: Ecco il sen ferisci omai ii Fec: ECCOTIIL $EN; T1 TRATTIEN
> Per te gradita (= V 7 1) > 4h se pur lamato bene
> Cara immagine gradita (substitution)
101 - Ebu: Speranze lusinghiere (addition)
111 VI12i i Coro: Fieni Ebuzio: é sorto il di
it V12ii 11 Ebu: Il genitore estinto! ...
i Min. Mimstri il sacro ferro ili Ebu: Ombra adorata placati (substituted

scene)
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The production at the Teatro Avvalorati, Livorno, in Lent 1819 follows the Florence
production closely, introducing the same variants in Act I Scenes 2 and 6, and Act II
Scene 3. However, Act II Scenes 10 and 11 are substituted by a new scene complex
(Scene 10), consisting of a recitativo accompagnato opening E questo dungue il loco
leading to an aria section for Ebuzio and chorus Se a/ caro bene vicino almeno, then a
second recitativo accompagnato opening Fecenia sventurata leading to a second aria
section for Ebuzio and chorus Alla fua quest'alma unita with the final section /n
questo barbaro fatale istante. This new Scene 10 sets a new precedent, sometimes
associated with the Florence variants but more often not. It should be noted that the
variants established at Florence and repeated at Livorno all involve the role of Fecenia,
sung on both occasions by Teresa Bertinotti. Adelaide Malanotti, who sang Ebuzio in
both productions, must have been responsible for inserting the new Act II Scene 10 at

Livorno.

The manuscript GB-Lb! Add. 31,777-8 is identical to the Livorno production, to which
it makes reference by giving the cast list’, except only that Ippia’s aria (T 11 7 i) and
the recitative T II 11 iii, which are cut in the Livorno libretto, are present in the
manuscript, and that II 3 begins with the words "Ippia vien meco" instead of "Ora che
induggio”, a difference of greater importance than might at first sight appear.

The production at the Teatro della Pergola in Carnival 1819, for which we do not
possess the libretto, also involved Bertinotti and Malanotti (as well as Vincenzo
Botticelli as Postumio, who played this role at Trieste in 1816 and Florence in 1818
though not at Livorno in 1819). The version sung was almost certainly identical to the

Florence 1818 or Livorno 1819 version.

Three other productions include one or more of the variants established at Florence m
1818, namely those at the Teatro Giglio, Lucca, in Autumn 1820, and the two at the
Teatro deglTnfuocati, Florence, in Autumn 1822 and Autumn 1823, while the Teatro
d'Apollo, Fuligno, in Camnival 1829, has variants in common with Livorno, Lucca and
the 1823 Infuocati production.

The Lucca libretto includes the Florence 1818 Act I Scene 6 duet and the Livorno
1819 Act II Scene 10, divided between its Scenes 12 and 13. Ippia's aria di sorbetio
Fra queste - funeste (T 11 7 i) and the recitative T 11 iii, both cut at Livomno, are
restored, as in the GB-Lb! manuscript. In Act II Scene 1 the final six lines are cut. a
feature that will recur. Vincenzo Botticelli once again sang Postumio, thus creating a

TGB-Lbl. Add. 31.777.f36r
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link with Florence, though not with Livorno. The cast also included Claudio Bonoldi
as Sempronio, a role he had played at Reggio and Senigallia in 1818, but there are no

textual links with those two productions.

The production at the Teatro degi'Infuocati, Florence, in 1822 contains the Florence
1818 Act I Scene 2 aria for Fecenia and the shortened Act II Scene 1 as at Lucca.
There are no singer connections, since all the roles were being sung for the first time
by their respective interpreters. The only apparent link is geographical

As for the 1823 production at the same theatre, Act I is identical to the version used at
Florence in 1818, containing the Scene 6 duet as well as the Scene 2 aria for Fecenia.
In Act II the shortened Lucca Scene 1 recurs, the missing final 6 lines formng nstead
the opening of Scene 2, while Scene 11 consists of a shortened version of the Trieste
I1 11 iii and the Ultima Scena begins at line 8 of Trieste Il Ult i. Act I Scene 3 begins
"Ippia vien meco", as in the GB-LbI manuscript, a recurring variant in the wording that
will be discussed below. Caterina Lipparini, who sang Fecenia in this production, also
sang the role in the 1822 Florence production, while Eliodoro Bianchi had sung
Sempronio in the 1818 Florence production, thus adding further Florentine tradition to
this production. On the other hand, Ebuzio was sung by Rosa Mariani, who had sung
the role in the very pure Trieste 1822 production, failing, however, to transmit any
purification to Florence!

The last production in the Florentine group, strictly speaking, is that at the Teatro
d'Apollo, Fuligno, in 1829. Although it contains none of the Florence 1818 variants, it
has to be considered a member of this group because of its proxiumity to the 1823
Infuocati production in Act I (Scene | as at Lucca, Scene 2 with the missing 6 lines of
Scene 1 at the beginning, Scene 3 opening "Ippia vien meco”, Scene 11 and Ultima
Scena reduced, all as in the 1823 Infuocati production) and because of the inclusion of
the Livomo Act II Scene 10, divided up into two scenes as at Lucca. None of the

singers of this production is known to have sung in any other production.

A further four productions include the Livorno Act I Scene 10 but without any other
connections with the previous group, namely those at the Teatro del Corso, Bologna,
i Spring 1819, the Teatro San Samuele, Venice, in Autumn 1819, the Teatro
Principal, Barcelona, in 1827 and the Teatro Comunale, Piacenza, in Carnival 1829,

The Bologna production follows Trieste closely, differing only in replacing Act II
Scenes 10 and 11 with the Livorno Scene 10 and cutting Ippia's aria di sorbetto in Act
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II Scene 7, as at Livomno. Adelaide Malanotti was once again Ebuzio (and certainly
responsible for transmission of the Livorno variant) and Vincenzo Botticelli played

Postumio.

Malanotti sang Ebuzio again at Venice, once more introducing the Livorno Act 11
Scene 10. Also in Act I we find the first appearance of another important substitution
involving Fecenia: Scene 3 contains the aria Trema spietato, invano with a new
preceding recitative. The singer on this occasion was Carolina Pellegrini, who did not
play the role again before or after.

The Livorno substitution reappears somewhat later, at Barcelona in 1827, in a shightly
shortened form. This production alse shows a possible connection with the Bergamo
production given at the August Fair 1827 in making minor alterations to the Finale of
Act 11 These alterations may well reflect a performance practice already established
for some time, but which was only included in the printed libretti at a later stage. None

of the Barcelona performers is known to have sung in the opera before.

The last appearance of the Livorno substitution was at Piacenza in 1829, in a slightly
revised form, and in a production which otherwise only preserves new variants. The
only major singer to have performed in the opera before was Gaetaro Crivelli, who
had already sung the role of Sempronio at Siena, the previous year.

Lastly, we should at this point mention the production at the Teatro de' Ravvivati,
Pisa, in Lent 1829, not because of any connection with the Florentine productions or
even the Livorno substitution, but because it included two substitutions otherwise
found only at Piacenza. Both of these involve Fecenia, namely the duet with Ebuzio m
Act I Scene 6 and the aria with chorus in Act Il Scene 3. Fecenia was sung on both
occasions, but only on these two occasions, by Teres(in}a Casanova. The Pisa
production may also be connected with the Reggio group in that lines 9-16 of Act 1

Scene | are cut, but as there are no other connections, this may just be coincidence.
The Barcelona, Piacenza and Pisa productions all begin Act IT Scene 3 with the
wording "Ippia vien meco", which tends to be the more common opening among the

later productions.

The stemma for the productions connected with the 1818 Florence production may
thus be regarded as follows:
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Florence. Pergola: Lent 1818
Livorno, Avvalorati: Lent 1819

!
Bologna. Corso: Spring 1819

Venice, S. Samu\ele: Autumn 1819
Lucca. Giglio: Autumn 1320

lience. Infuocati; Autumn 1822
Florence. Infuocati; Autumn 1823

Fuligno, Apollo: Carnival 1829

Bergamo.qR:ccardi: Fauwr 1827
s
Barcelona. Principal: 10 Nov 1327

Piacenza. Comunale: Carnival 1829

t
Pisa. Ravvivati: Lent 1829
Productions linked to the Reggio 1818 production
As we observed above, the characteristics of the Reggio version are:

Actl
1i V 1 i but lines 9-16 are cut
it Viu
iii  Pos: Quale in que’ detti asconde orrido arcano! (addition)
21 Sem/Fec: Agli sdegni. all'ire insane

i Sem. E pur. Fecenia. ancora (substituted scene)

Act 1l

11 Tneste 1 i but with the wording "s'avilisca” instead of "s'abolisca”

Seven further productions share characteristics first encountered at Reggio, namely
those at the Teatro della Comunita, Senigallia, for the July Fair 1818, the Teatro della
Comunita, Modena, in Summer 1819, the Teatro Carcano, Milano, m Summer 1820,
the Teatro alla Scala, Milan, in Carnival 1825, the Teatro della Comunita, Reggio
nell'Emilia, for the May Fair 1829, the Teatro della Comunita, Senigallia, for the July
Fair 1829 and the Teatro Ré, Milan, in Summer 1832 (with the title / baccanali

aboliti), the last production for which it has been possible to trace a libretto.

The 1818 Senigallia libretto is identical to that for Reggio, as is the cast and
impresario, Osea Francia.
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All of the variants introduced at Reggio are also present at Modena (though with the
Act 1 Scene 3 wording variant spelt differently: "avvilisca"). As well as unimportant
idiosyncratic alterations (a section cut in II 3 ii and a substituted aria in II 7), in ActII
Scene 3, for the first time in a libretto, we meet the opening words "Ippia vien meco”,
a wording variant which we have already encountered.

From this point on, the "Ippia vien meco” wording becomes increasingly frequent in
libretti, being found, apparently indiscriminately, in all groups of productions derived
ultimately from the Trieste version. Particularly curious, as we have already observed,
this variant appears in the GB-Lb! manuscript Add. 31,778, though not in the Livorno
1819 libretto, with which (and only with which) it is in all other respects compatible. It
should be added that "Ippia vien meco" is also the form of the opening of Act H Scene
3 in the manuscripts at £-Pn (Fonds du Conservatoire D 4404) and GB-Lem (MS
Parry 206), both of which in every other respect follow the Trieste version exactly.
What seems to have been the case is that the manuscripts consistentlv transmitted the
words "Ippia vien meco”, while, prior to the Modena production, libretti transmitted
"Ora che induggio” and continued to do so in many cases afterwards. Clearly there
were two parallel, and partially independent, transmission systems in operatton -
through kibretti and through manuscript scores®. Initially, the "Ippia vien meco” variant
was transmitted solelv through the scores, gradually infiltrating the libretto
transmission system at a later stage. We should therefore regard this wording as a free
variant, appearmg in some libretti but not in others, not as a criterion for grouping
productions, though it 1s worth remarking that hereafter all members of the Reggio
group do begin Act II Scene 3 in this way.

The first Milanese production took place at the Teatro Re in 1820. It follows Reggio
in Act [ Scene 1 and the "avilisca” wording variant of Act II Scene 1. Interestingly,
three of the singers had taken part in the Trieste production (Vincenzo Botticelli as
Postumio, Nicola Tacchinardi as Sempronio and Elisabetta Pinotti as Fecenia). In
terms of the text, however, there is no reason to suppose that any of them transmitted
the opera, and it 1s more likely that the chance coming together of these three singers
and the availability of a score originating at Reggio, Senigallia or Modena made the
impresario's choice of the opera obvious.

The 1825 La Scala production, on the other hand, inciudes the Reggio Act I Scene 2.
with its substituted duet for Sempronio and Fecenia as its Act I Scene 3 - in the

8Scores rarely give any stage directions but these appear consistently in libretti and must have passed
directly from libretio to libretto. while the music, as is self-evident. passed from score to score.
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T. Carcano production it was cut. It also includes, as a separate Scene 2, the
additional recitative section that immediately precedes it at Reggio (II 1 ii1). TItis
certainly significant that the Sempronio and Fecenia on this occasion were Claudio
Bonoldi and Carolina Contini, respectively, who had sung the same roles at Reggio
and Senigallia. With the exception of the "Ippia vien meco" free variant, a substituted
Act IT Scene 11 and other insignificant details, this version otherwise follows Trieste.

The productions at Reggio nel'Emilia and Senigallia for the Fiera seasons of 1829
once again form a pair, differing only in the cutting of a scene at Senigallia. There are
4 substitutions and an addition, none of them being found in any other production.
The link with the 1818 Reggio/Senigallia version is only in Act I Scene 1, where as
well as cutting lines 9-16 of the original opening, we find the additional final section.
The cast was identical, including Gaetano Crivelli, who had sung Sempronio already at
Siena in 1828 and Piacenza in Carnival 1829, going on to sing it in at least three more
productions over the next two years, and Marietta Bramati as Ippia, who accompanied
him in many of these. Nicola Orsini, who signed the dedication in the Reggio libretto,
was presumably the impresario for both productions. A note in the Reggio libretto -
and repeated in that for Senigallia - acknowledges that the score used had been
obtained from the Bolognese dealer Agostino Marchesi. However, there is nothing to
connect it with the 1819 Bologna production. Might Marchesi have obtained the scoie
directly or indirectly from the estate of Osea Francia (the impresario of the 1818
Reggio and Senigallia productions), who had meanwhile died, leaving debts®? Or did
his copy perhaps have links with Milan®?

It is once again in Milan, at the Teatro Ré in 1832, that we find the only other
production in the present group. As well as idiosyncratic variants (two additions and
three substitutions) we find the Reggio Act I Scenes 1 and 2, divided into 3 scenes, the
final addition to Reggio Scene 1 (Reggio I'1 tit) forming Scene 2. Eliodoro Bianchi,
who had sung the role of Sempronio in at least seven previous productions {including
those in Florence in 1818 and 1823) did not bring any of the earlier variants with him.

?0n Qsea Francia's career in Central Italyv. see Rosselli (1984), pp.13-15. He died at Modena in
March 1824 while preparing the season there.
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The connections among this group, then, appear as follows:
Reggio, Comunitd: Fair 1818
Senigallia. Comunild: Fair 1818
Modena. Comunitd: Summer 1819
MﬂaL. Ré: Summer 1820

Milan. Scala: Carnival 1825
Reggto. Comunita: Fair 1829
Senigallia. Comunia: Fair 1829

Milan. Re: Summer 1832
The productions at Parma. Mantua, Padua, Bergamo and Pavia

This group is best understood in relation to the production at the Teatro Riccardi,
Bergamo, for the August Fair of 1827. This version includes variants drawn from the
Teatro Ducale, Parma, in Spring 1825, from the Teatro Nuovo, Mantua, in Carnival
1826 and the Teatro Nuovo, Padua, in Spring 182619, all of which are in turn derived
essentially from Trieste 1816.

In the Bergamo production Act I Scene | contains what amounts to an additional aria
for Sempronio with chorus, otherwise found only at Parma, while Act 1 Scene 5 opens
with an additional aria for Fecenia and chorus, otherwise found only at Padua. In both
cases the respective singers must have been responsible for transmitting the addition.
Sempronio was played at Parma and Bergamo by Nicola Tacchinardi, who had also
sung the role at Bologna and both Trieste productions. Fecenia was sung at Parma
and Bergamo by Brigida Lorenzani, who is not otherwise known to have sung the role.
Without any such singer connection there are two new pieces in Act Il which first
appear at Mantua: Fecenia's great arta in Scene 3 is substituted by another with very
similar wording but different metre, Ecco il mio sen ferite!!, and there is a substituted
aria for Postumio in Scene 6, replacing Ippia's aria di sorbetto - at Mantua this aria
had appeared as an additton in Scene 4, leaving Ippia's aria intact.

1 According to The Harmonicon. which reviewed the Parma production in its January 1826 edition.
the opera had been greatly improved by the composer since its first presentation and had been
"augmented by seven new pieces” (col. 19). In this production there are indeed seven new pieces, two
additions and five substitutions. but there 15 no reason to suppose that Generali had anvthing 10 do
with them. As we saw above. the only new piece he composed far the revised Trigste version (apart
from recitatives) was the trio in Act I Scene 6.

1iThis aria is probably a contrafactum. The singer at Mantua, Mme. Sedlaczek. probably wanted to
sing an aria she had with her that better showed off her voice. but which had unsuitable words. The
local theatre's poet would have taken the original words and redrafied them to fit the metrical needs of
the 'new music,
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The production at the Teatro Cavalieri Compadroni, Pavia, in Carnival 1830 brings
together features from a still wider range of earlier productions. There is a new added
aria for Postumio and chorus in Act I Scene I but since it appears in the same position
as the added aria for Sempronio and chorus at Parma and Bergamo, it may actually be
a substitution for the latter rather than a true addition. The notion of a connection with
the present group is strengthened by the inclusion in Act II Scene 3 of the aria Fcco i/
mio sen ferite, found at Mantua and Bergamo - as at Mantua, but not Bergamo, this
aria included the chorus. On the other hand the duet for Fecenia and Ebuzio in Act |
Scene 6 includes material otherwise found only at Piacenza in Carnival 1829. Yet
again, Act I Scene 2 is made up of the added final recitative section of the Reggio
1818 Act I Scene 1, which we have already seen forming a separate Scene 2 at La
Scala, Milan, in 1825. None of the Pavia singers is known to have sung in the opera
before. Wherever the score used was compiled, the copyist must have had access to
material originating from a range of theatres in northern Italy.

The stemma for this group is best seen as being built around a double centre (Bergamo

and Pavia):

Milan. Scala: Carnival 1825
j Parma. Ducale: Spring 1323

Mantua. Nuove: Carnival 1826

Padua. Nuovo: Spring 1826

Bergamo. Riccardi: Fair 1827

Piacenza. Comunale: Camnival 1829

N
Pavia. Compadroni: Carnival 1830
The 1823 Lisbon and 1824 Oporto productions

We come finally to the production at the Teatro de Sdo Carlos, Lisbon, in 1823, Like
the Pavia production, this betrays muitiple origins, while giving no direct clues as to
their transmission. On the one hand, Act I Scene 2 is agam the additional final
recitative of Act I Scene 1 at Reggio 1818, found otherwise as Scene 2 only in
subsequent productions in Milan (La Scala 1825, R¢ 1832) and Pavia (1830). On the
other, Act IT Scene 3 opens as at the Teatro San Samuele, Venice (1819), with the end
cut and merging into the standard Trieste Scene 3. There are no new substitutions and
there is only one addition, involving just the chorus, in the Finale of Act II. Since none
of the singers at Lisbon had sung in the opera before and since the text itself mvolves
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material that must have come from at least two sources, one stemming from the
Reggio 1818 family, the other from Venice, we cannot draw any firm conclusion as to
where the score used came from. Though Milan is clearly a possibility, it is by no
means the only one. Furthermore, it may be that two scores reached Lisbon and that

the mix as we have it is a local one.

For the Teatro de S3o Jodo, Oporto, production in June 1824 we have no libretto, only
an argomento, from which we cannot draw any clear conclusions regarding the text.
Two singers had been involved in the Lisbon production: Adelaide Varese as Ebuzio
and Giuseppa Secchioni as Ippia. On the other hand, the opera was being performed
for the benefit of the singer Giuseppe Lombardi, who took the role of Sempronio,
having previously sung the minor role of Lentulo at Trieste in 1822, Given that
Lombardi was the beneficiary and had a previous, albeit minor, involvement, it would
be a mistake, without more concrete evidence, to link this production with that in
Lisbon.12

Gaps in the model

Even more than with La ballerina amante there are gaps in the distribution model of

{ baccanali di Roma. To some extent this is a consequence of our knowledge,
through newspaper reports, of far more productions of / baccanali di Roma than was
the case with La ballerina amante. 1t is also a consequence of the historical period
involved - until recently 19th-century musicology tended to be frowned upon, with the
result that vital bibliographical tools, such as Sartori (n.d./1990-), stop at 1800, making
the sheer job of locating sources far more difficult. It is also the author's view that in a
larger number of cases the libretto was simply not printed, particularly in the German-
speaking world and in [taly towards the end of the period.

Prior to the productions in Lisbon and Oporto and apart from those in the German-
speaking world (Vienna 1820, Cassel 1822, Budapest 1823), we lack libretti for only
two, namely those at Naples, S. Carlo 1818 and Florence, Pergola 1819. Bearing their
casts in mind, these two productions are almost certain to have followed the 1818
Florence, Pergola production. At any rate, neither of these productions is likely 1o

P21t is worth drawing attention to the genre given in the libretto in each case: Drama sério at Lisbon.
Drama heroico at Oporto. A glance at the frontispieces cited in Appendix 3 shows that prior to the
Portuguese productions the work was always described as a Melodramma eroico ¢xcept in two cases:
the productions belonging to the Florence/Livorno group, where it is systematicallv described as
Melodramma serio, and the 1822 Trieste production, where the latter term is also used. While the
Trieste 1822 libretto. belonging as it does. squarely in the Trieste 1816 central group, is the proof that
we cannot place too much reliance on this difference, the tendency for different genres to indicate
different paths of transmission is. up to this stage of the opera’s historv, extremely clear.
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have had a significant effect on the opera's stemma and it is highly improbable that they
would shed any light on the curious mix of variants at Lisbon.

After the Portuguese productions we lack the libretti from Rovigo in 1824, Rimini and
Milan in 1825 (the latter for the production in Spring, which, with a partially different
cast, may or may not have been the same as in Carnival), Ancona and Cremona,
Concordia in 1826, Corfu and Prague in 1827, Florence, Borgognissanti in 1828,
Livorno, Avvalorati in 1829, Ceneda in 1830, Venice, S. Samuele in 1831, Grétz in
1832, Pesaro in 1833, Livorno in 1835, the oratorio form Ozia given in Florence in

1836 and the last known production, at Havana in 1840.

It has also been impossible t0 take into account the manuscripts in /-F¢ and /-Rsc, my

awareness of their existence coming too late in the day for me to examine them.

In spite of these lacunae in the stemma clear patterns emerge and the absence of these
links in the chain would be unlikely to alter our understanding of the systems at work,
only the details of how it was realised in practice.

Conclusions regarding the transmission of I baccanti/baccanali di Roma

In this instance we have direct evidence for the composer’s involvement in
transmission. He was present at the Trieste production, where he made substantial
revisions, and is likely to have been responsible for the opera's reaching there in the
first place.

The impresario (Osea Francia) and casts were identical at Reggio nellEmilia and
Senigallia in 1818. In 1829 the cast at both cities was the same, makng it likely that
Nicola Orsini, who we know to have been the impresario at Reggio, was probably also
impresario at Senigallia. The versions performed were identical or nearly so, but we
cannot really say whether it was the impresario as such who was the agent of
transmission or the troupes.

We also find identical versions associated with near-identical troupes for the Venice, T.

San Benedetto and T. Societa, Ceneda productions in 1830. In neither case do we
know the identity of the impresario.
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A glance at the table of singers!? by production is striking for the repetition of names in
the same role. Leaving apart the cases just mentioned where identical or near-identical
troupes repeated the opera at a new location, and taking just the four principal roles of
Ebuzio, Fecenia, Sempronio and Postumio, Ebuzio was sung by Adelaide Malanotti 6
times, Elisabetta Pinotti 3 times, Rosa Mariani, Brigida Lorenzani, Fanny Eckerlin and
Adelaide Varese twice and Carolina Contini once in addition to the twice as part of a
troupe (Reggio/Senigallia 1818), Fecenia by Teresa Bertinotti 3 times, Elena Harlas,
Caterina Lipparini, Carolina Passerini, Teresa Casanova and Siga. Sedlaczek twice,
Sempronio by Eliodoro Bianchi 9 times, Nicola Tacchinardi 6 times, Gaetano Crivelli 3
times in addition to 4 in troupes (Reggio/ Senigallia 1829, Venice/Ceneda 1330),
Claudio Bonoldi twice in addition to 2 in troupes (Reggio/Senigallia 1818), Zennone
Cazzioletti and Giovanni Battista Verger twice, and Postumio by Vincenzo Botticelli 7
times, Felice Botelli and Emilio Serda twice.

For various reasons, however, it is much more difficult to interpret this information
than with La ballerina amante. While certain variants do seem to follow particular
singers around, e.g. those associated with Adelaide Malanotti, it is also striking how
many of the singers with a history of involvement in productions of / baccanali di
Roma, particularly the leading male singers, sang more or less indiscriminately in
versions that not only differed but also, in some cases, included differences involving
their own parts. Vincenzo Botticelli, for example, though involved in 7 productions,
seems almost certain not to have possessed a score, judging from the variety of
versions he sang in. Even in the case of Malanotti, with a significant, if brief,
association with the opera, knowing, as we do, of the existence of an extant score that
contains the variants she sang (GB-Lbl Add. 31,777-8), we do not need to assume that
she herself possessed a copy of the whole score, though she may well have done, but
only of the material she herself introduced. (With La ballerina amante, on the other
hand, there is a greater tendency for whole versions to follow singers around, affecting
not only their own role but other characters.) Indeed, with the exception of Elena
Harlas, who must certainly have taken a score of the original version to Munich, we
cannot be sure whether any singer possessed a complete manuscript, as distinct from a
series of potential inserts. All we can say is that, just as with La ballerina amante,
certain singers seem to have had associations with the opera, making the choice of

[ baccanti-baccanali an obvious one for the impresario concerned, particularly when

two or more such singers coincided.

13 A1 the end of Appendix 3.
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With [ baccanti/baccanali we cannot speak of centres of distribution as we could with

La ballerina amante. Copies seem to have had their origins in many different places.

There clearly are, once again, a number of geographical patterns in the distribution of
versions. This is most noticeable among the small group of German versions we have,
which follow the original Venetian production, via Munich. There are, however, two
other geographical groups. Irrespective of Malanotti's involvement, there are a
number of associated productions in the central area, centred on Florence, namely
Florence 1818, Florence 1819, Livorno 1819, Lucca 1820, Florence 1822 and 1823,
and Fuligno 1829. The productions stemming from the Reggio 1818 version also form
a tight group geographically, all falling along a narrow strip from Milan to Senigallia.
A looser connection both textually and geographically may be observed among the
productions at Parma, Mantua, Padua, Bergamo and Pavia.

With the exception of the two Trieste productions (1816 and 1822), which are
identical, later productions at the same theatre introduce more radical changes than

was the case with La ballerina amanie.

It is unclear exactly how the opera reached the Teatro de Sao Carlos, Lisbon, and the
Teatro de Sio Jodo, Oporto, or whether the material used in Lishon was subsequently
used in Oporto. There is no connection between the Lisbon and Barcelona

productions.

The full stemma for / haccanti baccanali di Roma follows on the next page.
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L

Milan, Ré:

Siena. Rinnovili Summer 1828

Venree. 5. Benedello Spring 1830
Cenedu. Societa Fan 1830

Frieste, Gramde' Auvtumn 1822

Milan, Scalis Carnival 1828

Messtng, Mumswone Lent 1823

Palerme. Caroling: 27 December 1817

Vlorence. Pergola: Lent 1818

Vivenz, Pretenio: Sumimer 1817

Venice. Fenice: Caimval 1816
_______,____.-‘I aeste, Numo Spring 1816 — \
\ Munich, 23 Mareh 1817

Danmstadl: 1818

Reggio, Comumta: Fan 181%
Sensgullia, Comunita: Fawr (81X

Lavorne, Avvalorate Lent 1819
Balogna. Corso. Spring 1819

Modena, Comumita Summar 1R1Y

/

Suminer 1820

Venice, S, Samuele Avtumn 1319
Stend. Rinmmovan Sumimen 1820

AN

I r~xbsn, 8 Cindos Decembes 18210

Tacea, Gighoo Autamn HR20

Parnz Docale Spring 1823

Mantua, Nuwove Caonoal P826

Padua, Nuovae: Spring 1826
N

NHergamo, Riceardi: Fan 1827
T

Barcelona, Principal: 10 Nov 1827

THacenza, Comunale: Canvval 1829
/

sy, Rassvale Lent 1829

Regato, Comunna Fune 1829
Semgallia, Comota Fan 1829
Pavia. Compadrom: Cacgval Tt

Ailan, Ko Suwmier 1842

Stemmua for Generali's [ haccantt baccanalt di Roma (Principal connections)

Flotence, Infuocaty: Aatnnn 1822

Flosence. [nfuocan, Aatumnp 1821

lFuligno. Apolln Camival 1829



Conclusions from the transmission models
a In general terms

{ Transmission may take place through the composer, who may undertake revisions in

subsequent productions where he is present.

2 Impresarios and troupes may transmit operas, but in no case in our two models do
we know for certain that they did so independently of each other.

3 Individual singers can be shown to have been agents of transmission. This is
particularly clear in the earlier model. In the later model there is less direct evidence
that singers transmitted whole operas as distinct from a set of numbers for msertion.
Throughout the period, leading singers certainly influenced the choice of opera, several
showing association with a particular opera even though they were almost certainly not
responsible for actually transmitting it.

4 Operas performed at the same theatre, particularly in the early part of the period,
tend to follow the same or compatible versions, irrespective of the impresario running

the theatre.

5 Geographical proximity may affect transmission, theatres within the same city and
theatres in cities close to each other in many cases preserving related versions. There

are many exceptions, however.
b Of specific relevance to Portuguese productions

7 In the models there is no incontestable evidence for transmission between theatres in
the Iberian peninsula. There is strong evidence that Spanish theatres obtamned scores
from Italy independently of Portuguese theatres.

8 The Teatro de Sdo Carlos, Lisbon, did not use the score of La ballerina amante
from the royal library at the Ajuda Palace.

We shall now examine a series of individual cases of operas performed i Portugal
during our period, in order to confirm that the transmission processes observed above
apply to the repertoire given at Portuguese theatres and in order to seck an answer to
the questions raised in the introduction to Part 1.
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Chapter 8
Cuase studies

The following case studies have been selected on the basis of their ability to
demonstrate aspects of the transmission patterns observed in the models above, insofar
as they are applicable to the Portuguese context, particularly that of the Teatro de S.
Carlos, Lisbon, as the principal functioning opera house in Portugal in the period
defined. They also serve to suggest answers to the specific questions raised above.
Unlike the models, these operas are not used to show the detailed transmission pattern
of each work throughout its history but to focus, rather, on elements of specific
pertmence to the spread of opera to, within and from Portugal. Wherever relevant,
reference is made to other operas that serve to confirm or contrast with the case
studies.

T'he early years of the Teatro de S. Carlos (1793-98)

In this section our focus is on establishing in general the extent to which the patterns
observed in the transmission models are applicable to the early years of the Teatro de
S. Carlos and on the potential connections between the Teatro de S. Carlos, on thz one
hand, and the theatres that preceded it, both the Teatro da Rua dos Condes and the
royal theatres, on the other. As a further focus we shall investigate how the
manuscript scores chiefly at the library of the Paldcio da Ajuda, Lisbon (P-La), are
related to this scheme of things.

o Cimarosa Chi dell'altrui si veste presto si spoglia

This opera was performed at the Teatro de S. Carlos in the inaugural 1793 season.
Like a number of other operas produced at the S. Carlos during the opening vears, it
had already been performed at the Teatro da Rua dos Condes (Carnival 1792). Itis
the only one of these operas, however, for which the libretto underwent a new edition,
enabling us thus to compare the version performed in both productions.

Chi dell'altrui si veste presto si spoglia was first performed at the Teatro de'
Fiorentini, Naples, as the third opera of 1783 in a 3-act version. Among the original
cast was Giovannt Morelli as Martuffo. He repeated this role at the Teatro alla Scala,

ILibreuti consulted for productions at: Naples. Fiorentini: 3rd opera 1783 Milan. Scala: Autumn
1784. Genoa. Falcone: Autumn 1785 Naples. Fiorentini: 2nd opera 1787, Barcelona. Princtpal 1789:
Crema: Fair 1790: Salerno. S. Agostino: 4th opera 1790: Lisbon, Condes: Carnival 1792 Lisbon. S.
Carlos. Autumn 1793
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Milan, in Autumn the following year and there is a strong possibility that he was
responsible for transmitting it there. For this production the opera underwent
thorough revision, including reduction to two acts, simply by eliminating the original
Act TIL. Cimarosa was working at La Scala at this time - the premiere of / due
supposti conti took place there on 10 October - so it is also possible that he was
involved in conveying Chi dell’altrui si veste and was responsible for the revisions to

the opera, though we have no definite proof of this.

Of the nine libretto editions of this opera that it has been possible to examine, two
(Naples 1787 and Salerno 1790) broadly follow the original Neapolitan version, the
1787 Naples production having the role of Martuffo translated into Neapolitan dialect
- it was sung by Antonio Casaccia, one of a dynasty of Neapolitan bassi buffi spanning
several generations. The remainder broadly follow the Milanese version. Of these,
however, the Lisbon productions, which preserve identical texts, are alone in being
fully compatible with the Milanese version, differing from it only in cuts to Act [ Scene
2 and Act I Scene 7. It is highly likely therefore that the score used at the Teatro da
Rua dos Condes in 1792 was a copy of Milanese origin. There can be little doubt,
either, that the same score was then used at the Teatro de Sdo Carlos the following
year. Although the productions had no singers in common, the impresario at the
Teatro da Rua dos Condes was Francisco Anténio Lodi, who became joint impresario
of the Teatro de Sio Carlos when it opened. The score must have belonged to him.

It should be noted that the Barcelona production, though derived from the Milanese
version, is not readily compatible with the Lisbon version.

The manuscript full scores preserved at the Palacio Ducal, Vila Vicosa (P-}T7 (Act [
MS G57) and the Ajuda Palace Library, Lisbon, (P-La) (Act II 47-H1-2) are two parts
of the same source. the paper, binding and copyist being the same. Again, though
broadly following the Milanese version. there are differences from the version found
the Lisbon productions that make any direct connection highly unlikely. There are no
indications in the P-F1" P-La scores that they were ever used for performance.

« P. A Guglielmi La virtuosa in Mergellina?

Likewise performed at the Teatro de Sao Carlos during the maugural season, this
opera had already been given at the royal palace at Salvaterra during Carnival 1790.

2Libretti consulted for productions at: Naples. Nuovo: 2nd opera 1785: Salvaterra: Carnival. 1790:
Livorno. Avvalorati: Carnival 1793: Lisbon. S. Carlos: 17 December 1793.
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La virtuosa in Mergellina, in two acts from the very outset, was first performed at the
T. Nuovo, Naples, as the 2nd opera of the 1785 season. The role of D. Mercurio,
sung by Genaro Luzio, was originally in Neapolitan dialect. Also among the original

cast was Francesco Marchesi as D. Ercolino.

Allowing for translation of the dialect sections into Italian, the Salvaterra libretto

production follows the original closely. There is a manuscript score of the opera in
P-La (44-1X-19/20). Ignoring the missing finales, it preserves an identical version,
Either this score or one directly related to it must have been used for the Salvaterra

production.

Just as with La ballerina amante, where Francesco Marchesi sang the Primo buffo
foscano tole in the premiére, but subsequently took on that of the Primo buffo
napolitano, translated into standard Italian, so in this case he switched from the role of
D. Ercolino to that of D. Mercurio for the production at the T. Avvalorati, Livorno, in
Carnival 1793. This production, shortly before Marchesi's departure for Lisbon, also
featured Paolo Boscoli as D. Ercolino. The version used on this occasion is a very
impure one, including, among other 'foreign’ material, the aria "Trenta cose a dirsi
bella”, with which Marchesi substituted the original Act I Scene 6 aria. He was to re-

use it in La ballerina amante Act I Scen- 9 for the maugural production at the Teatro
de S. Carlos.

Though the S. Carlos production of La virtuosa in Mergellina included Marchesi and
Boscoli in the same roles as at Livorno, the version used is incompatible with the
Livorno libretto, being generally much closer to the Neapolitan original. We must
suppose therefore, that although Marchesi and Boscoli may well have been
instrumental in the choice of the opera, they were not directly responsible for its
transmission. On the other hand, various features of the Salvaterra/P-La MS version
are ncompatible with the S. Carlos libretto, ¢ g. the omission of material in Act II
Scenes 2 and 3 in Salvaterra/P-La MS, present in the S. Carlos libretto, which thus
follows the Neapolitan original at this point. We may conclude, therefore, that the
score used for the Teatro de S. Carlos production did not come with Marchesi and
Boscoli, nor from P-La, but from a third, presumably Italian, source that was in large
part faithful to the Neapolitan original.

Neither Marachesi nor Boscoli sang in this opera again after the S. Carlos production.
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« Cimarosa /! convito®

This opera was performed at the Teatro de S. Carlos in 1796. Although there is a
manuscript score at P-La (44-V-4/5), the work was not performed at any of the court

theatres.

The first performance took place at the T. San Samuele, Venice, in 1782 and spread
extremely rapidly. However, of the eight subsequent libretto editions it has been
possible to examine, the Teatro de S. Carlos edition is alone in preserving exactly the
original Venice version. There are a number of variants in the P-La manuscript which
fink it to other productions but which make it incompatible with the S. Carlos libretto.
The score used at the Teatro de S. Carlos is almost certain to have come from Venice.

« Dalayrac Raollo signore di Crequi®

This opera was first performed at the Teatro de S. Carlos on 17 December 1795, 1
celebration of Queen Maria I's birthday, and subsequently revived in 1800. There is no
evidence that the libretto was reprinted for the 1800 production, our source of
information being Ruders {1805-09).

Originally a French opéra comique, Raoul Sire de Créqui was first performed at the
Comedie Italienne, Paris, on 31 October 1789. It was evidently a popular work,
reaching Vienna in 1793, where it was given at the suburban Theater in der
Leopoldstadt on 10 September’, and Stockholm, where Ruders had heard it prior to
his departure for Lisbon in 17986, It was translated into Italian by the francophile
Giuseppe Carpani for production at the Milanese (Habsburg) court theatre at Monza in
Autumn 1791. The libretto for the 1795 S. Carlos production states that the Italian
translation used was by Carpani and the Monza libretto is fully compatible with it.
Since there were apparently no other productions of this Italian version in Italy or

elsewhere, we must conclude that the score used in Lisbon came from Monza.

3Libretti consulted for productions at: Venice. S. Samuele: Carnival 1782; Reggio nellEmilia.
Pubblico: Fair 1782: Bologna. Zagnoni: Carnival 1783; Nizza, Maccarani: Carnival 1783; Novara.
Nuovo Carnival 1783: Pavia. Nuovo: Spring 1783 Dresden: 1783: Vicenza. Nuovo: Carnival 1783,
Lisbon. S, Carlos: Autumn 1796.

+Libretti consulted for productions at: Monza: Autumn 1791 Lisbon. S. Carlos. 17 December 1796,
SKirk (1988). p.25.

6Ruders (1805-09). Letter of 29 March 1300.



Neither the S. Carlos nor Monza libretto cites the cast. There is, however, a pencil
jotting in the Monza libretto preserved in the Carvalhaes collection in [-Rsc, indicating
that the role of Landri was sung by Giuseppe Tavani, who was probably present in
Lishon at the time of the S. Carlos production and very likely repeated the role there’.
He was not, however, a leading singer and is most unlikely to have possessed the score
himself. More likely, an agent in nearby Milan forwarded a copy of the score.

Among the other singers likely to have taken part in the 1795 Lisbon production was
Gaetano Neri. As noted above, in the Introduction to Part 2, he took a copy of the
score from Lisbon to Madrid, though there is no record of Raollo signor di (requi

subsequently being performed there.
« P.C. Guglelmi Dorval e Virginia

Apart from the new operas composed for the S. Carlos by its maestro, Anténio Leal
Moreira, the only opera to be performed there during this period in the composer's
presence was P. C. Guglielmi's Dorval e Virginia, given to celebrate the birthday of
Prince Jodo on 13th May 1795, during a brief visit by the young composer.

The opera had first been performed at the Teatro ¢2 Los Cailos del Peral in January
that year. Given that the S. Carlos production had no singers in common with the
premiere and given the extreme rapidity with which the opera reached Lisbon, there

can be little doubt that the composer was responsible for transmission.

There was also a production at Barcelona on 8 January 1796. However, Guglielmi
cannot have been present, since he was already back in Italy by the end of 1795 for the
production of his new opera La Griselda at the T. Pergola, Florence, on 27 December.

He might, however, have visited Barcelona en route and left a copy.

So far, then, we may conclude that while some operas did come from Milan, e.g. Chi
dell'altrui si veste presto si spoglia (via the T. da Rua dos Condes, Lisbon), or

possibly through Milan, e.g. Raollo signore di Crequi, others did not. The source of
La virtuosa in Mergellina is uncertain, but there is no hint of a Milanese connection.

/1 convito must have come from Venice. In another instance, Trenio's La finta

7 according to S. Carlos libretti. Tavani was present in Summer 1795 and Spring 1796. Most of the
intervening libretti. however. as in the present case. do not name the cast, so we do not have absolute
proof regarding the period in between.
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ammalata, there is clear evidence that the score came from Florence®. We must
therefore at this stage state that Milan had by no means an exclusive connection with
Lisbon. On the contrary, Milan was evidently only one of several sources of scores.

Secondly, we should be aware that Raollo signore di Crequi is representative of a
group of operas, all originally opéras comiques, which were only (or almost only)
performed in Italian at Monza and Lisbon, always using identical Italian translations by
Giuseppe Carpani. The original precedent was set shortly before the building of the S.
Carlos with Grétry's Riccardo cor di Leone, performed at Salvaterra during Carnival
1792. which, as we saw in Chapter 1, was the last opera to be performed at a royal
theatre. Apart from Raollo, three operas falling into this category were performed at
the S. Carlos during the eighteenth century: Dalayrac's / due ragaz=i savolardi (Monza
1791, S. Pier d'Arena 1793, Lisbon 1796), Kreutzer's Lodoiska (Monza 1793, Lisbon
1796) and Dalayrac’s Camilla (Monza 1794, Lisbon 1799).

The ‘Golden Age' of the Teatro de S. Carlos (1798-1807)

The period bounded by the arrival of Crescentini and the st French Invasion was
incomparable for the calibre of many of the singers and for the presence of two of the
teading composers of the day, Marcos Portugal and Vaientino Fioravanti. The focus
of this section is thus particularly on the role of singers and composers as agents of
transmission. Once again we shall see to what extent manuscript scores chiefly at the
Palacio da Ajuda, Lisbon, but including a small group preserved in London, principally
at the Royal College of Music (GB-Lcm), are related to performances at the Teatro de
S. Carlos.

o Salieri Axur re d'Ormus?®

Salieri's Axur was performed at the Teatro de S. Carlos in Spring 1799, having already
been put on at the Ajuda Theatre in celebration of Queen Maria I's birthday, on 17
December 1790. There are vocal and instrumental parts, but no full score, at P-F1’
(MS G33).

There are only threc known productions - Florence, Pailacorda: Spring 1793: Venice. San Cassano:
Carnival 1794 and the truncated. pastiched Lisbon. S. Carlos: 1796 production. The Lisbon version
contains none of the new material introduced at Venice, so must have come from Florence.

Libretti consulted for productions at; Vienna. Burgth.:1788: Lisbon. Ajuda: 17 December 1790:
Milan. Scala: Spring 1792. Milan. Scala: Carnival 1797. Lisbon, §. Carlos: Spring 1799: Barcelona.
Principal: 4 November 1800: Rio de Janeiro. S. Jodo: 17 December 1814
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Axur ré d'Ormus received its first performance at the Burgtheater, Vienna in 1788, It
was at this same theatre that Girolamo Crescentini first sang in the work in Apri/May
1797 We cannot be certain as to whether Crescentini acquired a score and brought it
to Lishon or whether the management of the Teatro de S. Carlos obtamned one
independently, Crescentini being merely the catalyst for its use!®. What we do know is
that the singer composed two arias for the work - "Vieni agli amplessi miei” (MS
preserved in /-Nc!!) and "Dei pietosi" (MS in GB-Lcm Parry 2258 (6) - opening page
reproduced below), of which (only) the latter appears in the S. Carlos version, in Act I
Scene 10. He probably wrote "Vieni agli amplessi miei”, therefore, for the 1797
Vienna production and "Dei pietosi” either in Vienna or Lisbon. Neither "Dei pietost”
nor other significant variants from the S. Carlos version were reused at Barcelona in
1800 or Rio de Janeiro 1814

Plate 13 Photograph of the opening of Crescentini's aria "Dei pietosi” composed for insertion in
Salieri's Axur re d'Ormus (GB-Lem MS Parry 2258 (6). £ 1v (author's photograph).

19Regrettably. I have been unable to locate a copy of the Vienna 1797 libretto, which would enable us
to establish possible connections. Probablyv 1t was not printed.
U{nformation from work list in article on Crescentini in NGO (Nicola Lucarelli).

(6%



The S. Carlos libretto is also incompatible with that for the Ajuda 1790 production.
The latter, however, coincides precisely with the material preserved at Vila Vigosa and
it will come as no surprise, therefore, to learn that the names Sigr. Reyna, Sigr.
Schettini, Sigr. Marrocchini and Sigr. Martini appear on the Vila Vigosa parts,
respectively, for Atar, Axur, Fiammetta and Urson - the singers who we know from
the 1790 libretto sang in the Ajuda production. The 1790 Ajuda libretto also coincides
exactly with that for the T. S#o Jodo, Rio de Janeiro, in 1814 (hittle more than a vear
after its opening). The absence of the full score from Vila Vigosa (and Ajuda) is

almost certainly because it was sent to Rio and re-used there.

Manuscript scores for a substantial number of operas performed in the first years of the
S. Carlos had already been acquired by the Portuguese court prior to the cessation of
court opera in 1792, Among these case studies we have now cons idered three: ('
dell'altrui si veste presto si spoglia (Act 1 at P-VV, Act 11 at P-La), La virtuosa in
Mergeliina (at P-La) and Axur re d'Ormus (vocal/orchestral parts at P-¥¥). Two
important conclusions emerge from these cases, and are confirmed by the many others,
t00 numerous to be considered here. Firstly, this repertoire as represented in the
collection at Vila Vigosa originally formed part of the royal library at Ajuda - part was
taken at some stage to Vila Vigosa. on an apparently indiscriminate basis, often leaving
one act in one place and another in the other. Secondly, while the libretti for
productions at the royal theatres prior to 1792 consistently follow the surviving scores
in these two collections, those for the S. Carlos do not. It is absolutely clear that the
roval library was not available for use by the public T. de Sao Carlos, which thus had
to obtain scores from elsewhere. This distinction of royal and public was evidently less

clear cut in Rio de Janeiro, where the royal family was living in 1814,
« Cimarosa Gli Orazi e i Curiazi'?

Cimarosa's masterpiece G/i Orazi e i Curiazi holds a prime position in bringing us to
an understanding of the repertoire at the S. Carlos at this period and the versions
performed there, particularly since it is one of the very few for which two differing
libretti were published, the first in celebration of Queen Maria I's birthday on 17

12 ybreni consulted for productions at: Venice. Fenice. Carnival 1797, Venice. Fenice: Ascension
[797: Livorno. Avvalorati: Autumn 1797: Genoa. S Agostino: Carnival 1798; Milan. Scala. Carnival
1798: Venice. Fenice: Autumn 1798, Lisbon. S. Carlos: 17 December 1798. Venice. Fenice: Carmival
1800. Bologna. [?Zagnoni]: Spring 1800: Reggio nellEmilia: Fair 1300: Verona. Accademia
Filarmonica: Summer 1800: Vicenza. Nuovo. Summer 1800: Tricste. Cesarea Regio: Autumn 1800
Florence. Pergola: Autumn, 1801 Lisbon. S Carlos: 11 November 1801; Trieste. Nuovo: Spring
1805: London, King's: 2 May 1803; Pavia. Compadroni: Spring 1807, Naples. S. Carlo: 18 November
1807. Barcelona. Principal: 1807 Florence. Pergola: Spring 1808; also Marcos Portugal's Gli Orazi e
i Curiazi- Ferrara. Nazionale: Summer 1800.
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December 1798 and the second for the restoration of friendly relations between the
Portuguese crown and Napoleon, on 11 November 1801 (though the peace treaty was

actually signed on 6 June).

The opera was first performed on 26 December 1796 at the Teatro La Fenice, Venice,
with Josephina Grassini as Orazia and Girolamo C rescentini as Curiazio. Crescentini
repeated the role of Curiazio at the Burgtheater, Vienna, in April/May of that year, at
the Teatro Avvalorati, Livorno, in Autumn and at the Teatro alla Scala, Milan, in
Carnival 1798, the last of these with Gustavo Lazzerini as Marco Orazio (and
Francesca Riccardi-Paér as Orazia). Crescentini and Lazzerini repeated these roles at
the S. Carlos in the 1798 production. We may be certain that C rescentini possessed a
copy of the score. As primo soprano, and therefore the leading member of the troupe,
the opera would have been written most of all with his voice in mind. It was entirely
usual, as we saw with Elena Harlas as primo soprano in [ baccanti di Roma, and as we
shall see with other singers, for principals to possess scores of operas written
particularly for them.

At Lisbon, as also at Livomno and Milan, a high degree of fidelity to the original
version is maintained, cuts, substitutions and additions being consistently few by the
standards we have observed in our models, the only consistent point of instability being
a substitution in Act IIT Scene 2, where the original aria for Curiazio "Resta n pace,
idolo mio". is replaced by "N, non temer mio bene" at Livorno and Milan, and by
"Deh, cessa, mio bene” at Lisbon, an indefinition resolved in the 1801 production by
the cutting of Scenes 1-3 of Act I1I entirely.

Although Crescentini was still in Lisbon for the 1801 revival of Gli Orazi e i Curiaz:,
we should be aware of a number of changes in the circumstances. For one thing, the
cast, apart from Crescentini as Curiazio and Gaetano Nert as Publio Orazio, was a
different one.

Of the principal roles, Vincenzo Praun, replacing Lazzerini as Marco Orazio, had no
previous connections with the opera, but Angelica Catalani, who sang Orazia In place
of Domenico Caporalini, had already sung in four previous productions: the T. La
Fenice, Venice, in Carnival 1800, the T. Filarmonico, Verona, and the T. Nuovo.
Vicenza, in Summer of the same year and the T. Cesarea Regio, Trieste, that Autumn.
Like Crescentini, she played the role of Curiazio in all of these productions, and it 15
indicative, on the one hand, of Crescentini's precedence, and, on the other, of the post
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she must have been contracted to fill - that of prima donna sera - that she had to

change roles and play Orazia.

Catalani made two substitutions: in Act I Scene 10 she sang the aria "A questo core
oppresso” in place of "Nacqui & ver tra grandi eroi”, and in Act Il Scene 5 a recitativo
accompagnato "L'amante forse” leading to the aria "Se la patria € mia rivale",
replacing "Se Pieta nel cor serbate” (in Scene 7 at the premiere, in Scene 6 of the 1798
Lisbon production). The Act I substitution was borrowed from Nicolini's / baccanali
di Roma Act II Scene 5, an opera written for performance at the Teatro alla Scala,
Milan. in Carnival 1801, particularty with her in mind and generally considered her first

great triumph.

In other respects the 1801 S. Carlos libretto follows the version used at the theatre m
1798 very closely: in Act I by cutting the opening of Scene 9 and substituting the last
part of the finale, and in Act IT by including the same substitute duet for Curiazio and
Orazia in Scene 3, by the combining of the original Scenes 4 and 5 to make a single
Scene 4, by maintaining a substitute aria for Marco Orazio in Scene 8 and by the
cutting of the original Scene 10. All of these are specifically Lisbon variants, so that
we may be certain that the 1801 version is a direct descendent of the 1798 version.

If Crescentini was the catalyst for the 1798 production, what then about 18017 1
would suggest that the choice of this opera for revival, unlike anything we saw in the
model operas, was the consequence of a political decision taken by Pina Manique. The
plot of the opera is centred on conflict between warring sides and the deaths of the
bride and bridegroom to be, Curiazio and Orazia. According to the 1798 libretto. the
performance on the actual occasion of the Queen's birthday ends not in the tragedy of
Orazia's death, as in Sografi's libretto, but rather, in a specially composed ending, n
the prevention of the tragedy by a spirt, who then leads all present in a eulogy of the
Queen. Corresponding to this, for the performance on 11 November 1801, given in
the presence of the Royal Family and following which Pina Manique had laid on a
banquet for the guests, a spirit once more intervenes, urging Marco Orazio to put an
end to bloodshed. The scene changes magically to a temple interior, with a portrait of
the Prince Regent as a backcloth. Curiazio is restored to life and with Orazia he sings
in praise of peace and the peace-bringer, the Prince Regent. The symbolism in the

context of the celebration of peace between the Portuguese and French is obvious'?.

BFor 1 study of the role of polilics in determining alterations to libretto texts. specifically Sografi's
libretto La morte di Cleopatra. see Nocciolini (1994).
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It remains to be stated that Crescentini went on to repeat Gli Orazi e i Curiazi at
Piacenza in 1804 and Vienna, in 1805, as did Lazzerini at Bologna and Reggio
nel'Emilia in 1800, and Catalani at Paris in 1816'*. The production at the T. Principal,
Barcelona, given in 1807, did not include any of the Lisbon variants observed above

and is clearly unrelated.

We have now seen Crescentini centrally involved in determining the performance of
two operas. He may have brought the score of Axur re d'Ormus and certainly brought
that of Gli Orazi e i Curiazi to Lisbon. To these we must add Sarti's Giulio Sabino
(he sang the title role at Civita Vecchia in 1790, Genoa and Brescia in 1793, Brescia
again in 1794 and Lisbon in 1798), Cimarosa's L 'olimpiade (he sang the role of
Megacle at Genoa in 1791 and Lisbon in 1798), Zingarelli's Giulietia e Romeo
(composed for him at Milan in 1796, he sang the role of Romeo there, at Venice,
Reggio nell'Emilia and Modena the same year, Vienna in 1797, Lisbon in 1798-99,
Milan and Vienna in 1804, Paris in 1809) and Paisiello's / giuochi d'Agrigento (he sang
the role of Alceo at Venice in 1794, Verona in 1795 and Lisbon in 1799). He certanly
brought with him the scores of all or most of these.

As for Catalani, she brought not merely the one aria from Nicolini's / baccanali di
Roma. She clearly possessed the score, singing Fecennia [sic] not only at the Milancse
premiere but also at Genoa in Spring 1801 and at Lisbon in 1804. She 1s likely also to
have brought two other operas: Curcio's [figenia in Aulide - she sang the role of
protagonist at both the Florence premiere in 1799 and the 1802 Lisbon production -
and Mayr's Gli Sciti - she sang at the Venice premiere in 1800 as well as the 1803
Lisbon production'.

+ Portugal Fernando nei Messico'®

Fernando nel Messico was performed at the T. de S. Carlos in Summer 18035 in a
version revised by the composer. The original premiere took place at the T. San
Benedetto, Venice, in Carnival 1798. Although the role of the protagonist was plaved
by the castrato Filippo Martinelli, the opera was above all composed as a display piece

HFor gase of reading. in this and similar lists with other simgers [ have omitted the name of the
theatre and the season. 1f needed. these can be found in the corresponding entry in Appendix 2
{Singers).

15She originally sang the primo uomo role of Altamaro but since Cresentini was the primo uonto at
the § Carlos. she had to switch to the prima donna role of Obeida. a phenomenon we have already
observed with Gli Orazi e { Curiazi.

161 ibretti consulted for productions at: Venice. S. Benedetto: Carnival 1798; London. King's: n.d.
[1803]; Lisbon, S. Carlos: Summer 1305.
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for the English prima donna Elisabeth Billington, in the role of Zulmira. Also in the

cast was Domenico Mombelli as Zorambo.

Other than at Lisbon there were subsequent productions at the T. Nuovo, Padua, n
Summer 1798, at the T. Cesarea Regio, Trieste, in Autumn 1799 and at the King's
Theatre, London, in 1803. Mrs. Billington sang the role of Zulmira in all of these. She
evidently possessed the autograph manuscript score, which now resides, in a somewhat
altered state, in GB-Lbl (Add. MS. 16,112).

The cast of the Lisbon production included Catalani as Zulmira, Mombelli as Zorambo
and Ludovico Olivieri as Fernando. The score underwent thorough revision, the
changes to the libretto being made by the theatre's poet Giuseppe Caravita and to the
music by the composer. As well as the alterations to suit Catalani's voice, the role of

Fernando had to be reconceived for a bass.

Though Mombelli may well have contributed to the idea of staging Fernando nel
Messico at the S. Carlos, it is most improbable that he possessed a copy - he did not
sing the opera between Venice and Lisbon. We must assume, therefore, that the
composer had retained one and was responsible for its transmission to Lisbon.

The MS full scores preserved in Portuguese libraries - Act I n P-La (48-11-24) and Act
11 in P-IF (MS G 41) - though different in their paper, binding and copyists, probably
originally belong together. They follow the Lisbon version and were almost certainly
copies for presentation to the Prince Regent.

Fernando nel Messico was one of three opere serie that Portugal wrote while in [taly
and revised for performance at the S. Carlos, the other two being L'Argenide o sia 1!
ritorne di Serse (Florence, Pallacorda: April 1797; revised Lisbon, S. Carlos: 13 May
1804) and Demofoonte (Milan, Scala: 8 February 1794, revised Lisbon, S. Carlos: 15
August 1808). While in the latter case we may again assume that the composer was
responsible for transmission, we cannot do so with L'Argenide. Mombelli was again
among the premiere cast (as Serse) and he evidently possessed a score (quite possibly
the autograph), for he appeared again as Serse at Venice in 1798 and Verona in 1799
as well as at Lisbon in 1804. He is. in actual fact, more likely than the composer to
have been the transmitter.

Mombelli and/or Olivieri, with whom Mombelli and his family travelled from Naples in
1803 and who became effectively a member of the family until 1813, was also probably

{62



responsible for bringing two other operas to Lisbon: Tritto's Gli americani (they sang
the roles of Cabana Cacico and Arias Davila, respectively, at the Naples premiere in
1802, at Lisbon in 1803 and at Padua in 1809 - the only three known productions of
the opera) and P. C. Guglielmi's La distruzione di Gerusalemme (although they were
not involved in the premiere, at the S. Carlo, Naples, in Lent 1803, both singers were
probably still in Naples at the time and may well have acquired the score then, singing
the roles of Sedecia and Geremia respectively at Lisbon in 1805 and Parma in 1810,

Mombelli going on to sing it at Milan i 1815).
o Portugal La morte di Semiramide!’

Marcos Portugal composed La morte di Semiramide for the occasion of Angelica
Catalani's Benefit in 1801, taking as his text a libretto by Antonio Sografi, which had
already been set by Nasolini and Borghi, and which was modified for the the purpose
by Giuseppe Caravita. It received its premiere at the T. de S. Carlos, Lisbon, on 23
December, with Catalani in the title role and Crescentini as Arsace.

Of the subsequent productions three involved Catalani: at the King’s Theatre, London,
from 13 December 1806 (with the title simply as Semiramide - repeated in 1807, 1808,
1811, 1812 and 1813), at the Crow Street Theatre, Dublin, from 20 August 1808
(though scenes from the opera had been sung there by her the previous year) and the
Th. Itatien, Paris, from 16 September 1817. She must have possessed a score (a copy,
since the autograph, which, as we saw in Chapter 2. Crescentini had stolen and been
forced to return, still resides in Lisbon, at the Biblioteca Nacional'*), and she was
certainly the agent of transmission for these productions.

From her time in London on, Catalani often included two arias from La morte di
Semiramide in concerts. The first and particularly celebrated was "Son regina”,
originally the Act I finale. Portugal revised the aria for La Sofonisba in 1803 and 1t
was further altered in London. The other aria, "Frenar vorrei le lagrime”, had a more
complex history. Originally composed by Portugal for his setting of G/i Orazi e |
Curiazi for the inauguration of the Teatro Nazionale, Ferrara, in Summer 1798, it was

adopted, along with another aria, by Josephina Grassini for substitution in Cimarosa's

17 ibreuti consulted for productions at: Lisbon. S. Carlos: Winter 1801: London. King's: 1807,
London. King's: 1812.

18Call-mark. MM 4816 A 1-2. The score includes an autograph substitute aria by Portugal [or Semira
in P C. Guglielmi's La disiruzione di Gerusalemme. Owing 10 the orthographic similanty between
this character and the protagonist of Portugal's opera. the aria was erroneously bound inte this
volume. The opening page of this aria is reproduced in Seabra (1993), p 74. in the mistaken behiel
that 1t is from La morte di Semiramide.

(o



opera. It rapidly became a favourite among other singers. Catalani must first have met
it when she sang at Verona or Vicenza in Summer 1800 alongside Luigia Calderini,
who included this aria as a substitution. This would have been reinforced by Anna
Morichelli Bosello who sang it at T.rieste that Autumn, when Catalani was again in the
cast. Indeed, probably the only reason the latter did not sing it in the 1801 Lisbon
production of G/i Orazi e i Curiazi was her wish to show off the aria that Nicolini had
composed for her. Marcos Portugal did, however, include "Frenar vorrei le lagrime” in
his revised version of La Zaira in Summer 1804. When Catalani reached London, she
introduced the aria into Act 2 in the 1806/07 production of La morte di Semiramide.

As well as La morte di Semiramide, Catalani took at least two other scores by
Portugal on from Lisbon: L'Argenide, which she sang at London in 1807, and La
morte di Mitridate, the last opera the composer wrote for her, premiered at Lisbon m
1806 and repeated by her at London in 1807 and Dublin n 1808.

« Portugal L'oro non compra amore and Fioravanti Camilla'®

Both L 'oro non compra amore and Camilla received their premieres at the T. de S.
Carlos in 1804, being directed by their respective composers, and both included,
among others in the cast, Elisabetta Gafforini (i the roles of Lisetta/Camilla) and
Giuseppe Naldi (as Giorgio/Duca Alberto). L'oro non compra amore was given for
Gafforini's Benefit.

If we look first at subsequent productions of L'oro non compra amore, we find that
Gafforini repeated the role of Lisetta at Milan in 1808, Turin in 1809, Naples, m 1812
and Vicenza in 1815 The proximity of the Milan libretto to the original version 1s
very noticeable, particularly when compared with the other editions it has been
possible to examine - cuts and additions/substitutions are few and none involve
Lisetta's role. This, combined, firstly, with the fact that the opera was written for her
Benefit and. secondly, with the number of times she subsequently repeated the role,
make it almost certain that she possessed the score and was the agent of the opera’s

transmission.

190 sbrettt consulted for productions of L'oro non contpra amore at: Lisbon, S. Carlos: Winter 1804.
Milan. Scala: ‘Autunnino' 1808: Forence. Pergola: Spring 1811 Milan. Canobbiana; Summer 1811
Libretti consulted for productions of Camilla at. Lisbon. S. Carlos: 1804: Milan, Scala: Autumn 1310.
Chieti: Carnival 1815: Rome. Valle: Autumn 1817.

20Carvalhaes (1910). pp. 164-175.
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L'oro non compra amore was again performed at the S. Carlos on 5 January 1810
under the composer's direction and for the Benefit of Marianna Scaramelli, who must
have sung Lisetta. This combination of composer and leading singer was repeated at
the court theatre, Rio de Janeiro, the following year, on 17 December, Queen Maria I's
birthday. Presumably Marcos Portugal took the score with him to Brazil,

Turning to the subsequent productions of C amilla, of the four it has been possible to
trace, two involve singers from the original Lisbon production, namely at London in
1806, where Naldi sang the role of Cola, and at Milan in 1810, where Gafforini once
more took the title role. In the London production, the libretto is identical to the
original in Acts I and I1, and Act IIT Scene 1, but there is a completely new Finale.
Given that the opera was being given for Josephina Grassini's Benefit and that Nald)
was not singing the role originally composed for him (Duca Alberto), we should make
no assumptions as to his involvement either in the choice or transmission of the opera.
The Milan production, a single performance on 7 November?!, which, 1 would suggest,
may well have been a Benefit performance, also followed the original version very
closely, differing only in substituting Duca Alberto's aria in Act I Scene 8 and
accommodating the preceding recitative to fit it. Gafforini may well have chosen the

opera and been the agent of its transmission??.

As we have seen, Gafforini certainly took a score of L'oro non compra amore with her
from Lisbon and probably one of Camilla. She was also very important in bringing
operas o Lisbon, certainly being responsible for transmitting Fioravanti's La
capricciosa pentita (as "L'orgoglio awvilito™)B, Giuseppe Mosca's I/ sedicente filosofo
and La fortunata combinazione, and Orlandi's ! podesia di Chioggia, having taken
part in the premieres of all four at La Scala, Milan, in 1801 or 1802 and repeating them
at Lisbon in 1803 or 1804. She probably also brought with her a score of Portugal's
Le donne cambiate, in which she had sung the role of Contessa Emesta at Livorno in
1798. Trieste in 1799, Turin in 1800 and Milan in 1801, prior to singing it at Lisbon in
1804 on the occasion of the Benefit of Antonio Palmini?!. The latter may also have
possessed a score, having previously sung the role of Biagio at Florence in 1798 and
Genoa in 1801, While Naldi was clearly less central as an agent of transmission, he

gecording to the chronology in Gatti (1964).

*2The fibreui for the productions Chieti and Rome are both very impure. The former gives the
librewust as Toltela. which suggests that Totlola may at some point have revised the libretto (originally
bv Caravita. based on Carpani's text for Pacr's opera of the same name).

23For more details of this opera. see below in the section regarding the T. de Sdo Jodo. Oporto.

1Ay Lisbon the second aria for Contessa Ernesta and Carlotta were cul. and Portuga! composed a new
duet for the Conte and Contessa This follows very much the pattern at Milan. where both the two
\rias and the duet were cut. Gafforini must certainly have been centrally involved in the pattern that
the Lisbon production took.
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probably did acquire a score of Trento's (i assassini while in Lisbon, for, having
played the part of Roberto at Lisbon in 1804, he repeated the role at the King's
Theatre, London, in 1807 when the opera was given the revised title, focusing on his

role, Roberto l'assassino.

At the Royal College of Music, London, there are manuscript scores of both Camilla
(GB-Lcm MS Parry 196) and L'oro non compra amore (GB-Lcm MS Parry 514),
which are to all intents and purposes identical to the respective S. Carlos libretti. The
score for L'oro non compra amore is a particularly remarkable manuscript for two
reasons: firstly, it is copied with most exceptional care and clarity, with tempo
indications and dynamics highlighted by being in red ink, in contrast to the black of the
rest; secondly, it informs us of the identity of the copyist, stating on the frontispiece
"Copio dall'originale Joag. Casimiro”. Very clearly, this was intended as a presentation
copy, though there is no indication as to who it was intended for. In addition, the
indication of the copyist here provides us with a key to the understanding of a whole
series of manuscripts of operas by Marcos Portugal and Fioravanti located in libraries
in Portugal and London. Joaquim Casimiro is known to have been a copyist at the T.
de S. Carlos. With his hand identifiable through this manuscript, it has been possible to
identify other manuscripts to which he contributed, and to associate a series of other
copyists with him and therefore with the copying system at tic 8. C arlos. We may
add_ furthermore, from the enormous quantity and, in certain cases, the type of things
he copied (this outstanding presentation copy, in some manuscripts just the arias but
not the recitatives, which were left for others), that he must have been the chief
copyist®. The Camilla manuscript also contains sections copied by Casimiro. thus
linking it too to the S. Carlos copisteria.

The pair of manuscript scores of L 'oro non compra amore made up of the
Overture/Act | at P-Lan (Fundo Casa da Fronteira, MS 73) and Act Il at P-I'V" (Mus.
MS G39) was copied by four copyists, including Casimiro. This again is certainly a
product of the S. Carlos copisteria. as are the scores of Fioravanti's La dama soldato
and Portugal's Argenide, Fernando nel Messico (Act Il only®), La Merope, La morte
di Mitridate, La morte di Semiramide and La Zaira, variously at P-La and P-}"V. and
Demofoonte (Act I only) at P-Ln.

25For a discussion of the corpus of manuscripts involved, sec Cranmer (1988).
26The P-La Act | is of less certain origin.
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o Portugal Artaserse and Mozart La clemenza di Tito?

In Autumn and Winter 1806 there were two Benefit productions which particularly
warrant our attention, respectively Arfaserse, composed by Marcos Portugal for the
Benefit of Eufemia Eckart, and Mozart's La clemenza di Tito, for the Benefit of

Marianna Sessi.

At the premiere production of Artaserse at the T. de S. Carlos the title role was
played by Ludovico Olivieri, with Eckart as Arbace, Sessi as Mandane and Domenico
Mombelli as Artabano. Only three subsequent productions of the opera are known: at
the T. Pergola, Florence, in Lent 1810 and the T. Ducale, Parma, in Carnival 1817,
both with Eckart? as Arbace. and at the Court Theatre, Rio de Janeiro, on Queen
Maria's birthday, 17 December, 1812, directed by the composer.

The Florence libretto differs from that for Lisbon only in cutting the closing duet of
Act I Scene 1 and the whole of Act I Scene 12, and in substituting the two arias for
Mandane. Although further alterations were made at Parma, the version there still
remains fundamentally similar to the original. Given that Eckart sang at both Florence
Parma productions, and given how close these two versions are to the original, there
can be little doubt that she was responsible for the choice and transmission of the

opera.

The Rio de Janeiro libretto, however, differs still less from the Lisbon libretto, merely
cutting the original Act [ Scene 5 aria "Per pieta, bell'idol mio" and the following
recitative. As in the case of .'oro non compra amore, it is likely that the composer

took the score with him and was the agent of transmission.

The Royal College of Music, London, also possesses a score of Arfaserse (GB-Lem
MS Parry 512), apparently the only extant copy. Once more it is demonstrably a
product of the S. Carlos copisteria, containing four hands including Casimiro's, and

apart from two cuts it gives an identical version to the 1806 S. Carlos libretto.

7Libretii consulted for produgtions of Artaserse at: Lisbon. S. Carlos: Autumn 1806: Florence.
Pergola: Lent 1810: Rio de Janeiro. Court: 17 December 1812 Parna. Ducale: Carnivai 1817
Libretti consulted for productions of La clemenza di Tito: Prague. National: 6 September 1791
Lisbon. §. Carlos: Winter 1806; Naples, S. Carlo: 14 Muy 1809. London. King's. 27 March 1806
Related libretti also consulted: 'Portogallo’ Tito F'espasiano - Livorno. Carlo Lodovico: Spring 1307,
"Portogailo’ Barsene regina di Lidia - London, King's: 3 June 1815.

3Eyfemia Eckart married Gaetano Neri at the Igreja dos Martires. Lisbon, on 23 Oclober 1806. The
Lisbon libretto for 4 rtaserse has the original form of her name. while at Florence and Parma her
surname is given as Eckart Neri.

34



La clemenza di Tito also has a story of connection with the beneficiary, this time
principally, though not wholly, prior to its performance in Lisbon. Marianna Sessi first
sang in the opera (as Sesto) at the Burgtheater, Vienna, in 1804, repeating the role n
the production at Munich the following year, the Tito in both cases being the baritone
Antonio Brizzi. Although neither libretto seems to have been printed, we know
something about the versions used from the Allgemeine M. usikalische Zeitung®, which
tells us that it was necessary at Vienna to make two substitutions to accommodate
Brizzi's voice, since he was not a true tenor, one being by J ohann Simon Mayr, the
other specially composed by the maestro for the Vienna production, Joseph Weigl
From the Lisbon libretto it is plain which arias are being referred to, since Domenico
Mombelli, the Lisbon Tito, in spite of being a true tenor, repeated the same
substitutions. In Act I Scene 4 "Splenda di Roma il fato”, the specially-composed
Weigl substitution, effectively replaces "Del pit sublime soglio”, in Scene 7; in Act Il
Scene 6 "Non tradirmi in quest’ istante”, borrowed from Mayr's [ misteri eleusini (first
performed at the T. alla Scala, Milan, 6 January 1302) is added at the end of Tit0's
recitativo accompagnato "Che orror! che tradimento", while the original Mozart aria
"Se allimpero, amici Dei!" is cut from the end of Scene 10. At Munich, at Brizzi's
instigation and not at all involving Sessi, there were eight changes, with music by
Winter and Cannabich being introduced as well as material by Weigl and Mayr. The
Lisbon version, remarkably pure by the standards of the time, apparently reverts to
what was performed at Vienna, though possibly with more cuts. Plainly, Sessi was not
only responsible for the choice of opera, but brought the score containing the Weigl
and Mayr substitutions with her from Vienna to Munich (where the score, at any rate,
did not apparently suffer any changes, even if the production did) and on to Lisbon.

The story is far from complete, however. There exists a curious libretto of an opera
entitled Tito Vespasiano, performed at the T. Carlo Lodovico, Livorno, in Spring
1807, and attributed there to ‘Marco Portogallo'. Marcos Portugal was, of course, at
this time in Lisbon. but, as it happens, the cast for the production included Marianna
Sessi As well as the libretto itself we are singularly fortunate in possessing an almost
identical manuscript entitled La clemenza di Tito, also attributed to Marco Portogallo’,
at the Conservatorio Arrigo Boito, Parma (/-P4c MS SL 256-57)3°. An analysis of the
contents of libretto and score make it quickly apparent that the work is a pastiche,

29 437 V1. N® 30. 25 April 1804, cols. 504-6. VII 46. 14 August 1803, cols. 741-3.

HThe differences found in the manuscript are as follows: in Act T Scene 2 Vitellia's aria begins "Ecco
a1e mi guida amore”. continuing from line 2 as in the libretto; in ActI Scene 7 Servilia's aria is
substituted by one beginning "All'idea di tal periglio™, in Act [ Scene 8 the aria "Torbido mar che
freme” is assigned 1o Annio instead of Publio: in Act [l Scene 3 there is an additional chorus "Calma
I'affanno” and aria for Tito "Sommi e clementi dei”, in effect replacing the corresponding chorus and
aria for Tito in Act I1 Scene 4 of the libretto.
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including, among much else, sections drawn from Mozart's La clemenza di Tito
(including the overture), an Introduzione from Farinelli's / riti d'Efeso and two arias
from Portugal's Artaserse ("Frenar non posso il pianto” from Act [ Scene 6 and
"Sospirando, afflitto ¢ mesto", a slight rewording of "Palpitando, afflitta ¢ sola” from
Act TI Scene 13), all operas associated with Sessi.3!

Sessi also took part in the production of La clemenza di Tito at the T. S. Carlo,
Naples, on 13 May 1809. Much of the 7ito Vespasiano material reappears i this
libretto (leaving little by Mozart), though not the Artaserse arias - Sessi had, after all,
already used "Sospirando, afflitto e mesto" as a substitution in Zingarelli's Giulietta e
Romeo there, one that she went on to repeat in the production of Zingarelli's opera at
the Th. de L'Impératrice, Paris, on 16 December 181232 "Sospirando, afflitto ¢
mesto" also found its way into Barsene regina di Lidia, performed at the King's
Theatre, London, in 1813, where it appears in Act Il Scene 10. This was another
pastiche concocted by Sessi, for her Benefit night, once more attributed to ‘Marco
Portogallo’

That Sessi carried scores about with her is extremely clear. Not only did she bring La
clemenza di Tito to Lisbon but she must also have possessed Farinelli's / riti d’Efeso -
she had sung Aspasia at +'ienna in 1805, repeating the role in Lisbon in 1806, Rome,
Reggio nell'Emilia and Parma in 1811, and Turin in 1812, also, as we have seen,
including material from the opera in Tito Vespasiano. Whether she owned a score of
the whole of Artaserse as distinct from her two arias is far from proven. It 1s perhaps
significant in this respect that whenever Eufemia Eckart Neri repeated Arfaserse, the
arias for Mandane (Marianna Sessi) were always replaced. Maybe they were simply

missing from her copy of the score as Sessi had taken them with her®3,

The choice of operas we have examined for the period 1798-1807 emphasises the role
of singers as carriers, both to and from Lisbon. This is by far the most striking feature
among the modes of transmission during these years. We should be aware that this
was partly because of the sheer calibre of singers such as Crescentini, Catalani,
Mombelli, Gafforini, Naldi, Eckart Neri and Sessi, lesser singers being not only less

3 For 2 detailed account of the contents and origins of the productions of La clemenza di Tito in
London and Lisbon (1806). Naples (1809). Paris (1816) and Milan (1818), as well as Tito Fespasiano
n Livorno (1807), see Collins & Cranmer (forthcoming).

32The manuscript used for the Naples production still exists at the Conservatorio there {/-Vec Rari
5.5.33-34). the first volume entitled "Il Tito Vespasiano”. and attributed to Marco Portogalio. the
second entitled "La clemenza di Tito" and attributed to Mozart.

31t is perhaps ironic that the sole surviving autograph material from Artaserse is the aria
*Palpitando, afflitta e sola”. preserved in the Biblioteca Nacional. Lisbon (call-mark: MM 434).
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influential in the choice of productions but less likely to possess their own copies of
scores. We should also remember that it was not the only mode, with scores
continuing to be received through agents in Italy. The opéras comiques reaching
Lisbon from Monza, probably via Milan, have already mentioned. Among other
aperas not reaching Lisbon through singers, specific reference should be made to
Gneceo's Filandro e Carolina, performed at the S. Carlos in Spring 1807, since all the
evidence points to its having come from Rome, thus widening the range of Italian cities

that supplied Lisbon with scores®*.
Invasion and doldrums at the Teatro de S. Carlos (1807-18)

The period bound by the 1st French Invasion (1807-8) and the resumption of regular
seasons, really and truly only from late 1818, may be broken down into three distinct
phases: the invasion itself, when business continued as normally as possible, 1ts
aftermath, when opera performances seem to have been irregular, the repertoire
decidedly backward-looking and the printing of libretti, with only one or two
exceptions, discontinued (from late 1808), and the period of attempted re-
establishment of regular opera (from late 1812), when the repertoire was of mostly

recent works but libretti were still not, as a rule, printed.

In the first and third of these phases, we have cases of composer involvement in
transmission and actual composition. P. C. Guglielmi is likely have brought a score of
his opera La fiera, given with the new title L'amante di rutte. fedele a nessuna at
Lisbon in late 1807 Marcos Portugal revised his Demofoonte for a production in
celebration of Napoleon's birthday on 15 August 1808, presumably adapting a score he
had brought with him from Italy eight years earlier, Prospero Pedrazzi's new opera
Amor senza interesse was put on probably in late 1808 or early 1809%, while Trento
composed Tutto per inganno for the Lisbon theatre in 1816.

One new opera does stand out at this time, namely Luigi Gianella's [figena in Aulide
on 16 January 1808. The composer and, possibly, his librettist Stefano Vestris, came
to Lisbon from Paris in the immediate wake of the French invasion. To judge from
Vestris' announcement in the printed libretto (cited in Chapter 3), this opera was

34Libretti consulted for productions at: Rome. Valle: Autumn 1804: Bologna. Comunale: Spring
1805: Lisbon. S. Carlos: Spring 1807: productions with the title Carolina e Filandro: Fiume.
Adamich: Autumn 1805 Florence. Pallacorda: Spring 1806. Livorno. Accademici Floridi: Spring
1808.

358ee Chapter 3 and Appendix | (Chronology) for my dating of this opera.
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intended as some kind of attempt at reform, part of a programme of cultural

propaganda from the invading power.

With the French duly removed and the British installed in their place later in 1308, the
Paris-Lisbon axis was replaced by a close link between London and Lisbon. Initially,
opera in Lisbon suffered from something of a vacuum. Cultural propaganda formed no
part of the British brief and the sporadic productions of opera must have been
dependent, to judge from the repertoire, on old favourites and whatever else happened
to be available. Nevertheless, it was from London that the first company aimed at re-

establishing opera at Lisbon came (in late 1812).

The lack of printed libretti for the S. Carlos at this time makes it impossible to give
properly founded statements about which operas came from where or how. However,
two operas at least are suggestive that the singers did bring scores with them, namely
Pucitta's La caccia di Enrico IV, premiered at the King's Theatre in 1809 and
performed at the S. Carlos in 1814, and Portugal's Le donne cambiate, which
Giuseppe Bertini had sung in at the Pantheon, London, in 1812 before singing it for his
Benefit at the S. Carlos also in 181436, For reasons already explained in Chapter 3 and
to which we shall return later in this chapter, I also believe that this troupe possessed a
score of Mozart's Cosi fan tutte and almost certainly sang it in Lisbon between late
1812 and 1814.

To judge from the 4MZ correspondent cited in the Introduction to Part 2, the new
company that began singing at the S. Carlos at some point in 1815 had been contracted
in Milan and scores were also acquired there at that time. The S. Carlos libretti we
possess from 1816 and 1817, however, are too few and limited in scope for us to

confirm the origin of the scores used then.
Re-establishment and continuation at the Teatro de §. Carlos (1818-28)

In late 1818, following various attempts over the previous six years, opera was finally
re-established on a longer-lasting, regular basis. In this section, then, our chief task is
1o confirm that the transmission patterns we observed prior to the French mvasions

resumed in the aftermath of this trauma. It has to be stated. however, from the outset

36We must remember that the S, Carlos throughout our period had no library or other repository for
scores used at the theatre. The scores were the individual property of the impresarios. composers,
singers. etc.. so that the fact that Le donne cambiate was by Marcos Portugal or that it had already
been performed at the theatre did not mean that there was necessanly a score available locally that
could be used.
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that the repertoire itself shows fewer idiosyncracies than before. Relatively few operas
from the final ten years of our period were not also performed in Madrid and
Barcelona, for example, and the corpus of Rossini operas, in particular, formed a sine
qua non of the repertoire everywhere, a phenomenon not observed to the same degree
previously with any other composer. It has also to be added that the tendency in the
music towards reducing the sharp division between recitative and aria, and the greater
integration of music and drama, especially in the melodramme that were developing
from the increasingly antiquated opere serie, made the cuts, substitutions and additions
that were part and parcel of earlier practice gradually more difficult and less desirable.
This in turn makes the versions of the libretto for each production increasingly similar
and a stemma correspondingly more difficult to construct. For the end of this period
we shall also focus on scores in two Lisbon libraries - the Biblioteca Nacional (#-Ln)
and the archive of the T. de Sdo Carlos (P-Lt) - of operas performed at the S. Carlos at

that time and the extent to which these actually relate to performances at the theatre.
» Coccia Clotilde’

Clotilde was first performed at the T. de S. Carlos in 1818, being repeated there in
1821 and 1828. It was also given at the T de S. Jodo, Oporto, in 1820, one of the few
productions there at this period for which we possess a full libretto.

The premiere took place at the T. San Benedetto, Venice, in Spring 1815, rapidly
becoming a considerable success. Among the early subsequent productions are two of
particular relevance to Portuguese productions, since the libretti include variants found
also in Lisbon and/or Oporto, namely at the T. San Benedetto, Venice, in Spring 1816
and at the T. Ré, Milan, in Spring 1817

Although the cast for the 1816 S. Benedetto production was totally different from the
premiere there a vear earlier, the libretto text differs m only a few instances, the
principal changes being: in Act [ Scene 4 there is an additional ara for Clotilde; in Act
IT Scene 1 there is a new aria for Clotilde, which also shortens the scene, in Scene 9 an
aria for Isabella replacing a chorus and in Scene 13 a revised ensemble involving
Jacopone, Emerico, Clotilde, Isabella and Tartuffo. The Milan production follows
these alterations in Act I Scene 4 and Act II Scene 1, but also substitutes Act II Scene
14 and all but the final Tuiti of the Scena Ultima, which foliows 1t.

37Libretti consulted for productions at. Venice. S. Benedetto: Spring 1815. ibid . Spring 1816 Milan,
Ré: Spring 1817, Verona. Morando: Lent 1818; Florence. Pergola. Summer 1818. Lisbon, S. Carlos:
1818: Florence. Spring 1819; Barcelona. Principal: 1819: Oporto. S. Jodo: 13 May 1820 Palma
[Majorca], 1826.
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The S. Carlos 1818 and $. Jodo 1820 productions share much with each other and
certain features with the Milan production:

Lisbon, 8. Carlos: 1818 Oporto, 8. Joido: 1820
Actl
4 Clotilde's additional (Milan) aria and surrounding  The additional (Mi!aﬁ) aria is replaced
recitatives are replaced (differently) but the recitatives remain
intact
7 Recitative begins at line 7 of the original Likewise
Act Il
] Revised Venice 1816 format: Likewise:
Clotilde's aria replaced by one for Agata Clotilde's aria replaced by another for
Cloulde
6 Dugct for Tarfuffo and Clotilde replaced by Likewise - the replacement is the same

recitative and aria for Tartuffo

11 Opening of Scena Ultima as at Milan. Scena Ultima - Opening as at Milan:
additional aria for Clotilde otherwise an 1diosyncratic finale

In Act T Scene 4 they both replace the addition made at Milan, the §. Carlos
production also replacing the recitatives on either side; Scene 7 in both places begins at
line 7 of the original. In Act II Scene I both follow the shorter Venice 1816 format,
but replace the new aria, at the S. Carlos with one for Agata, at the S. Jodo with
another for Clotilde; in Scene 6 both substitute the duet for Tartuffo and Clotilde,
replacing it by an identical recitative and aria for Tartuffo; both use the opening of the
Milan Scena Ultima, at the S. Carlos in Scene 11 (in this version, the last scene before
the Scena (/ltima) to precede an additional aria for Clotilde, at the S. Jodo to open the
Scena Ultima, which is otherwise entirely new.

The versions we find in these two hbretti are close and fully compatible, all differences
involving cuts or simple substitutions, We may reasonably suppose, therefore, that the
score used for the Oporto production, in all probability, came from Lisbon®®. The two
productions also broadly follow the Milan version and are compatible with it.

38 According to the Oporto libretto. Act I Scene 1 was entirely new. having been recomposed by the
composer. who was currendy maestro at the T. de S. Carlos. Lisbon  The libretlo text, however, 15
identical to other editions. Assuming that Coccia did indeed write something new for the Oporto
production. either il was just the music to this scene. the words remaining the same. or, more likely in
the present author's view. the reference is 1o some other scene, e.g. one of the substituted arias for
Cloulde {Act I Scene 4 and Act II Scene 1) or Isabella (Act II Scene 8), or, less likely, the Finale of
Act 11 At any rate. it would add weight to the idea of a direct link between the S. Carlos and S. Jodo
productions.
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Sadly no libretto was published for the 1820 T. del Principe, Madrid, production, an
argomento being printed instead. We do, however, possess libretti for the 1819
Barcelona and 1826 Palma (Majorca) productions, These two are strikingly similar to
each other: both follow the 1816 S. Benedetto production in Act I Scene 4, in most of
the final scene of Act [, both having the same new opéning, in Act IT Scenes | and
what in the 1816 S. Benedetto version was Scene 13 (11 and 10 at Barcelona and
Palma, respectively); both have the Milan Act I Scene 14 and Scena Ultima opening,
though at Palma the rest of the scene is substituted. Without doubt the Palma score
came from Barcelona, Although the Barcelona production included in its cast two of
the singers from the Venetian premiere, Domenico Vaccani as Tartuffo and Martanna
Rossi as [sabella, they seem not to have had any influence on the version performed

and not, therefore, to have possessed a copy of the score.

While the connection between Barcelona and Palma is extremely clear and that
between Lisbon and Oporto highly suggestive, we cannot ignore certain broad
similarities between these Spanish and Portuguese versions, particularly since the
patterns are different from those observable in other Italian libretti (namely at Verona
in 1818 and Florence in 1818 and 1819). While the similarities are not so great as to
make direct transmission between the two countries probable - though this cannot be
absolutely ruled out - they are such as to make it likely that the scores used in both

countries came from the same Milanese copisteria.

We may propose, therefore, the following stemma for the productions of Clotilde
exammed here:

Venice. S. Benedetto Spring 1813

chce S Bencdeuo Sprmg 1816
Milan. Re: Sprmo 131
/ Verona. \/Iorando Lent 1818

Lisbon. 8. Carlos: 1818 Florence. Pergola Summer 1818
Barcelona Prmc:1pal 1819 Florence. Pcrgola Spring 1819
Oporto. 5. Jodg: 1820
Palma. 1826
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s Rossini Otelio’?

Otello received its first Iberian performance at the T. de S. Carlos, in 1820. Within our
period there were subsequent productions in the peninsula at Barcelona, in 1821 and
1827, Madrid in 1822 and 1827, Cadiz in 1826, Seville and Palma (Majorca) in 1828,
for all of which libretti are available, and at Oporto in 1824 and Lisbon in 1825, for
which an argomento was printed. Ofello provides us, therefore, with an unusual

opportunity to assess how operas may have spread from Lisbon to the rest of Iberia.

In general terms, the variants depart little from the premiere production at the T. del
Fondo, Naples, during the Winter season of 1816. It is noticeable, however, that
whereas the Spanish productions retain the original three-act format, in all three
Portuguese productions the three acts were reduced to two, the original Act II Finale

being substituted to smooth the transition.

Let us consider first the two-act Portuguese versions. Although we only possess an
argomento for the 1824 Oporto and 1825 Lisbon productions, it is clear from the
version of the plot not only that the opera was given in two acts but that the version
was as performed at Lisbon in 1820. The Oporto argomento, by way of justification
of the two-act format, goes so far as to provide a footnote saying, "To understand the
development of the piece it is important to know that it was originally written in three
acts, which were only sung intact in the early performances in Italy, and which were
afterwards reduced to the two acts in which we find it, which is how it is performed
now everywhere..."#0 This was not, however, true. The only precedents at this time
were Lisbon (1820) and London (1822). That being so, we must suppose, firstly, that
Carlo Coccia, the then maestro at the §. Carlos, was responsible for the adaptation
and, secondly, that the score used at Oporto came from Lisbon. As regards the
situation mn Italy, it has only been possible to trace six two-act productions during the
1820s, namely at Parma in 1825, Turin in 1826, Milan and Brescia in 1827, Mantua in
1828 and Pavia in 1829. In four of these, Luigi Mari, the 1820 S. Carlos Otello,
repeated this role - at Turin, Milan, Brescia and Mantua. He must have possessed a
copy of the Act II finale substitution if not the whole score?!.

39 ibretti consulted for productions at: Naples. Fondo: Winter 1816: Lisbon. S. Carlos: 1820
Barcelona, Principal. 1821. Madrid. Principal: 1822; Cadiz. Principal: 1826 Barcclona. Principal:
1827. Madrid. Cruz: 1828: Palma: 1828; Seville: 1828.

40" onvem saber. para intelligencia do desenvolvimento da Pega - que clla foi escripta em tres Actos.
que s6 nas primeiras representagdes em Italia se cantou inteira. e que depois foi reduzida aos dous
Actos em que se acha. como agora em toda a parte se executa...” {rgomento. p. 14. 1t goes on 10
recount the plot as in the original. so that the audience would understand how it had been aliered.

417 am indebted to Michael Collins for supplving me with information on the two-act productions (fax
of 11 November 1996). he in turn having received much of it from Philip Gossett.
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Though great in its extent, the replacement of the original Act I finale should not be
regarded as any different from any other substitution, only circumstantially removing
this version from the original at this point, and not necessarily preventing the

transmission of the originai version.

Apart from the reduction to two acts, the 1820 Lishon version only contains two
variants compared with the original: an altered wording in Act I Scene 9 and an
addition in Act II Scene 6 revolving around the character Lucio. Both of these are
also to be found in the /822 Madrid libretto, which, apart from the retention of the
three acts and a few insignificant cuts, follows Lisbon exactly. The Otello at Madrid
was once again Luigi Mari, alongside Natale Veglia as Elmiro and Giovanni Maria De
Capitani as Rodrigo, both of whom had sung these roles with him at Lisbon. Although
Otello was a generally popular opera and is likely to have reached Madrid through
other channels by 1822, given what we already know about Mari, we must suppose
that, as well as the Act II finale replacement, he possessed the whole score, with the
original Act II finale, taking it with him from Lisbon to Madrid**,

The remaining Spanish productions may be divided into two groups: those at Cadiz,
Madrid 1827 and Seville, on the one hand, the two at Barcelona and that at Palma, on
the other. The Cadiz libretto contains no material not found at Madrid or, apart from
the Act II finale, at Lisbon. Thus the score could have come from either*.

The Madrid 1827 production is also similar to the Madrid 1822 production, though in
Act I Scene 4 we find an additional recitative and aria for Desdemona - an expanded
variant of "Mura felice>Oh quante lagrime" from Rossini's La donna del lago. In Act
IT the first three scenes are cut and what is called Scene 3 is an extension of Scene 2,

not the Lucio scene in the equivalent position in Lisbon and Madrid 1822

At Seville m 1828, where the Otello was once again Luig: Mari, there were a number
of cuts, including the first three scenes of Act 11, a feature also found at Cadiz, and
some substituted or variant recitatives. This version remains, however, compatible
with the others so far described, being closest to the 1822 Madrid and Cadiz
productions. Mari was probably the agent of transmission agam.

21t is worth mentioning that Mari took the role of Otello very much to heart, unlike Aureliano in
Adureliano in Palmira. where he was the original protagonist. He had. of course. taken on the role of
Aureliano at a lale stage. to substitute Giovanni David. [t remains. however. ironic that Aureliano
received its Lisbon premicre only some time after Mari had left.

+3There is a further Lisbon connection. namely with the later 1825 S. Carlos production. the role of
Otello being sung at Cadiz bv Alessandro Mombelli. who had sung lago at Lisbon and that of [ago
being plaved at Cadiz by Paolo Lembi. who had played Rodrigo at Lisbon. This. however. while
interesting and possibly raising the likelihood of Lisbon as the source. does not alter the optiens.
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The 1821 Barcelona version, on the other hand, though similar to the Lisbon-Madrid-
Cadiz-Seville group, shows important differences. Among these are: in Act [ the duet
for Rodrigo and lago "No, non temer: serena” (end of Scene 3 at Lisbon) is cut and
Scene 4 opens with an additional recitative section; in Act 11 Scenes 1 and 2 there is a
substitution involving Rodrigo and Desdemona, and the original Naples Scene 4
recitative is found here as Scene 3. The nature and scale of these differences indicate a
different origin from the versions found in the group we have just considered.

The 1827 Barcelona production follows that of 1821 in all but a few pomts and this

production evidently used the same score as in 1821.

The 1828 Palma libretto shares certain features with the 1821 Barcelona production,
though in others respects reverts to the Neapolitan premiere version. Either the same
score was used for both productions with most of the Barcelona changes removed and
the original put back or, more likely, a copy keeping closer to the original but
incorporating some variants found at Barcelona was used. In either case, as with

Clotilde, the score is likely to have come from Barcelona.
The stemma for the Iberian productions of Otello thus looks like this:

:\’aples Fondo: Winier 1816

Lisbon. S. Carlos 1820 \

/ Barcelona. Principal: 1821

a0

Madrid. Prmmpe 132
Oporto S Jodo: 1824
LlabOI’l S. Carios: 1825
Cadlz Prmc:pal 1826
Madnd. Cruz: 1827 Barcelona. Principal 1827

Seville: 1828 = = — ~ - Palma: 1828

If Mari was responsible for transmitting Otello from Lisbon to Madrid, other singers
seem certain to have taken Coccia's La festa della rosa along the same route. The
premiere took place at the S. Carlos on 13 August 1821 for the Benefit of Giuditta
Favini. Also in the cast were Domenico Vaccani, Paolo Rosich and Giovanni Maria
De Capitani. All three of these took part in the production at the T. del Principe,
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Madrid, on 20 December 1822%. We are probably dealing here with a case
comparable to that of Gazzaniga's /! disertore francese, some twenty-five years before:
a copy was made in Lisbon for the Madrid impresario, one or other of Vaccani, Rosich

(the most likely) and De Capitani acting merely as transporter.

On a different tack, it is worth just mentioning that the only trace of Favini it has been
possible to find after she left Lisbon, late in 1821, is in a production of La festa della
rosa at the T. Compadroni, Pavia, in Carnival 1825. Presumably she possessed the

Score.
« Morlacchi Tebaldo e Isolina*’

Tebaldo e Isolina was first performed at the T. de S. Carlos on 6 October 1824, with
Giuseppa Julien as Tebaldo, Luigia Valsovani Spada as Isolina and Alessandro
Mombelli as Boemondo. Of these, Alessandro Mombelli had already taken part in the
premiere at the T. Fenice, Venice, in Carnival 1822, though in the minor role of
Geroldo, while Luigia Valsovani Spada had already sung Isolina at the T. Ducale,
Parma, in Spring 1822 and at Reggio nellEmilia in the May Fair that year*®. As we
shall see, there is no reason to suppose that either was responsible for transmitting the
opera to Lisbon, though Valsovani Spada, in particular, may well have been behind the

choice for performance.

The particular interest of Tebaldo e [solina in the present study is the existence at the
Biblioteca Nacional, Lisbon, of 2 manuscript score (P-Ln MM 195) known to be a

H Although the libretto for the Madrid production has proved impossible to locate. it would in any
case actually be irrelevant. since the Lisbon production was the premiere and all subsequent versions
must stem from it.

+SLibrelti consulted for productions at; Venice. Fenice: Carnival 1822: Reggio. Comunitd: May 1822:
Verona. Filarmonico: Autumn 1822; Florence, Pergola: Spring 1823 Padua, Nuove: Fair (June}
1823 Livorno. Carlo Lodovico: Summer [823; Barcelona. Principal: 1824: Lisbon. S. Carlos: 1824:
Bologna. Comunale: Carnival 1825: Venice. 5. Benedetto: Spring 1825; London. King's: 25 February
1826: Ravenna, Comunale: May 1827: Madrid. Cruz: 1827: Seville: 1828 Barcelona. Principal:
1829.

+1n both instances with Giambattista Velluti and Gaetano Crivelli. the original Tebaldo and
Boemondo. respectively, both of whom appeared in many of the early productions of the opera. As
well as the Venetian premiere, Parma and Reggio, they both sang at the T. Eretenio. Vicenza. in
Summer 1822 and the T. Filarmonico, Verona that Autumn. Velluti went on to sing in the opera at
least at the T. Pergola. Florence. in Spring 1823, the T. Carlo Ludovico. Livorno, in Summer 1823.
and the King's Theatre. London. in 1826, while Crivelli took part in the productions at the T. Nuovo.
Padua. during the June Fair 1822 the T. Comunale. Bologna, in Carnival 1825. the T. Verzaro.
Perugia. in Spring that vear. the T. Comunale. Ravenna, during the May Fair 1827 and the T.
Rinnovati. Siena, in Summer 1828,
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Bolognese copy made at the copisteria of Bonoris Zappi'’. If we could prove a direct
connection between this manuscript and the S. Carlos production, it would not only be
one of a handful of cases where this is possible, but the only one in which the source

gives an unequivocal indication of its origin.
Let us examine the . Carlos version and establish the precedents for its main features:

Venice, Fenice: 1822 Lisbon, S. Carlos: 1824 Precedents (and other relevant productions)

Act]

6 Cut (Bologna 1823)

Actl

3 Iselina's arta cut Florence 1823, Livorno 1823. (Bologna 1825)*

4 Cut Florence 1823, Livorno 1823. {Bologna 1823}

11 Clemenza's aria di cut at Verona 1822: substituted at Livorno 1823:
sorbetto cut {Barcelona 1824 & Bologna 1825 share a

substitute aria Jdi sorberto but for Ermano)

12 Cut after opening Cavatina -

I3 Cut Florence 1823. Livorno 1823, (Bologna 1823)
id Cut Florence 1823, Livorno 1823, (Bologna 1823
13 Cut {Barcelona 1824), (Bologna 1825)

*The Padua 1823 edition also lacks an aria for Isolina, but in the context of the preceding chorus
being substituted.

As we can see, the Lisbon production included nothing that was not present in the
original, the only alterations being cuts. In its cuts there is a noticeable tendency to
follow traditions established at the T. Pergola, Florence, in Spring 1823 and maintained
at the T. Carlo Lodovico, Livorno, that Summer, when the identical casts included
Giambattista Velluti as Tebaldo, Giovanna Gnon Teghil as [solina and Berardo Winter
as Boemondo. All of these cuts, along with two others found at Lisbon, are also to be
found in the hibretto edition for the production at the T. Comunale, Bologna, in
Carnival 1825. While cuts in common cannot be regarded as such strong proof of
connection as additions and substitutions in common, since they can always be put
down to coincidence, in this instance they are more than usually suggestive. It is a
pity, from our point of view, that Clemenza's aria di sorbeito in Act Il Scene 11 was
cut at Lisbon, for, had it not been, we might have had clearer evidence of connection

+10n the frontispiece of the second volume of this two-volume manuscript, from the Vieira collection.
we read "Tebaido e [solina / Del M.T® Morlacchi / Atto Secondo / Archivio di Bonoris Zappi in
Bologna®.
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with one or other specific production. For the time being, we must be content with
suggesting possible connections with any of the productions cited in the table,
together, in theory at least, with the Venetian premiere and the production at Reggio

nellEmilia in 1822, which leaves the original version intact*®.

It is against this background that we have to view the P-Ln manuscript. From the
outset it must be stated that not only does it contain no extraneous material, but that
although it does not preserve the original version intact, the missing sections are all
among those cut in the S. Carlos production, namely Act II Scenes 3 (Isolina's aria), 4,
13 and 14. Secondly, there are numerous indications in the score that it was used for

actual performance, though no indication of where and when,

In the first Act the original Scene 6, cut at the S. Carlos, is present in the manuscript.
There are no indications in the score that this was cut in performance. In the second
Act the original Scene 11 is intact, with the Venice aria di sorbetto, and the only cut
indicated at this point is of the recitative preceding the aria. This contradicts the 1824
S. Carlos libretto text, which, as we have seen, retains the recitative but cuts the ara.
On the other hand, the one apparently idiosyncratic feature of the Lisbon version, the
cutting of the second half of Act IT Scene 12, is clearly indicated m this score. On the
page where the cut was made, there is a segno and a diagonal mark across the bottom
right-hand comer, showing that this corner was at one time folded back. The original
Act II Scene 15, cut at the S. Carlos, is present in the manuscript but agan there are
vestiges of folding to the pages, clearly indicative that this scene was cut.

So where does this seemingly contradictory evidence leave us? The fact that
everything that appears in the Lisbon libretto is present in the score and that the
seemingly idiosyncratic cut in Act II Scene 12 is so unequivocally indicated mean that
this score could have been used for the Lisbon production and it is the present author's
view that this was the case. The markings that seem to militate against this are merely
evidence that the score was used again in slightly modified form, most likely relating to
the 1828 S. Carlos production, for which we do not possess the hibretto. Bologna,
should thus be added to the list of Italian cities from which the 8. Carlos obtamed
scores.

There remains one point to clarify - the relationship between the P-/.n score, copied in
Bologna, and the 1825 Bologna production. With one exception, the Act Il aria di

HThe 1822 Parma production is also likelv to follow the original version, since its cast was identical
10 that at Reggio.
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sorbetto, they are fully compatible. Of the versions examined, the aria found at
Bologna, which does not simply replace the original but alters the character singing at
this point, first appears at Barcelona in 1824, where the opera was performed on 28
September, eight days before the Lisbon opening. Whether transmitted as a single aria
or incorporated in scores of the whole opera, it is doubtful if it originated in Barcelona
but more likely had a precedent in Italy. At any rate, we have to suppose either that
the aria was substituted locally at Bologna into a score identical to or closely
compatible with that in P-Lr or that the Bologna theatre obtained a score already
containing the new aria, probably from a different copisteria and not necessarily in

Bologna'’.
s Meyerbeer // crociato in Egitto®®

Il crociato in Egitto holds a position of central importance in the present study, since it
is not only one of the few operas for which a full libretto was printed for the
production at the T. de S. Jodo, Oporto, but the sole one of an opera performed in
Oporto before Lisbon; furthermore, it is one of the few operas for which a
contemporary manuscript survives in the S. Carlos archives (P-Lt).

Unfortunately, establishing the origin of the variants at Lisbon and Oporto is far from
simple. As Steven Huebner, in a very Anglo-Saxon understatement, tells us in his
NGO article on Meyerbeer's opera, "The source history of // crociato is complicated.”
Or as Philip Gossett (1979) more forthrightly puts it in his introduction to the Garland
facsimile edition, "It poses more textual problems than practically any other opera of
the early nineteenth century." The twenty-two libretto editions examined for the
present study confirm this. Indeed, it has not been fully possible to unravel all of the
connections among these different versions other than by supposing missing links and

9The Barcelona libretto also contains other variants which separate it clearly from the Lisbon
version. including 2 new Scena ultima in ActII. This new finale also appears at Madrid in 1827,
though not at Seville in 1828 nor the revival at Barcelona 1n 1829. There is nothing to link the
Spanish productions to those in Lisbon.

S0Libretti consulted for productions at: Venice. Fenice: Carnival 1824: Florence. Pergola: Spring
1824 Triesie. Grande: Autumn, 1824: Parma, Ducale: Spring 1825 Padua, Nuovo: Fair 1825:
London. King's: 30 June 1823: Barcelona. Principal: 1825, Genoa. 8. Apostino: Carnival 1826:
Milan. Scala: Lent 1326 Reggio nellEmilia, Comunita: [May] Fair 1826: Brescia. Grande: [August]
Fair 1826. Bologna. Comunale: Autumn 1826 Naples. 8. Carlo: Autumn 1826; Oporto. S. Jodo 24
November 1826; Cadiz, Principal: 1826. Turin. Regio: Carnival 1827, Venice, Fenice: Carmival 1827:
Lucca. Giglio: Summer 827, Madrid, Principal: 1827. Cadiz, Principal: 1827: Seville: 1828. Lisbon.
S. Carlos: 25 April 1828. The copy of the 1824 Trieste edition a1 GB-Lb! (905.¢.6) contains detailed
manuscript annotations regarding the production with Giuditta Pasta at Paris on 25 September 1823,
evidently written by someone directly invelved {?Meyerbeer himself).
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scores drawing from multiple sources™. Nevertheless, clear pattemns do emerge,
sufficient for us to draw useful conclusions about Iberian productions and the P-Lr

manuscript.

Il crociato in Egr‘tro was first performed at the T. La Fenice, Venice, on 7 March
1824, with Henriette Méric-Lalande as Palmide, Gaetano Crivelli as Adriano and
Giambattista Velluti as Armando. Méric-Lalande did not sing the opera again but it
became a firm favourite of Crivelli, who repeated the role of Adriano at the T.
Sant'Agostino, Genoa, in Carnival 1825, the T. alla Scala, Milan, in Lent 1825 and the
T. La Fenice, Venice, in Carnival 1827, as well as singing Osmino at the King's
Theatre, London, in June 1825. Velluti sang in two further productions: at the T.
Pergola, Florence, in Spring 1824 and the London production the next year.

The productions that took place in 1824 and 1825 established a series of variants and
production families, which in broad terms may be identified in the followng ways.
Beginning with the remaining 1824 performances, at the T. Pergola, Florence, where
the composer oversaw the production, there were two important alterations: the
original scenes 9 and 10 of Act I were partially replaced by a 5-scene complex, taking
away, among other things, Felicia's aria "Pace io reco" and giving Armando the
additional aria "Cara mano"; and the Scena Ultima of Act II, apart from the opening.
was recomposed, replacing Armando's extended solo with a duet for Palmide and

Armando®?.

The composer was also present at the Teatro Grande, Trieste, in Autumn 1324, where
the Armando was Carolina Bassi-Manna, the Palmide Caterina Canzi and the Adriano
Nicola Tacchinardi. Again the libretto shows that he made a number of changes: the
original scenes 9 and 10 of Act I were replaced by a 3-scene complex including the aria
"Queste destre” for Adriano and the Scena Ultima was replaced by a new extended
solo for Armando. Furthermore, there is an additional scene {Act II Scene 6) and a
substitution in Act IT Scene 17 where Armando sings the aria "Oh come rapida fuggi la
speme" in place of "Il di rinascera", found in the middle of Scene 21 in the origmal
Venice version.

¥ or example. in the case of the 1825 Paris version. to judge from the annotations in the GB-Lbl
1824 Trieste libretto. three sources were used: a score brought by Pasta. one from Florence and 4 third
unidentified score. which served as the point of departure into which sections from the other two were
introduced.

52Wwith the opening words "Ravvisa qual alma”. a substitution which Steven Huebner in NGO
describes as having occurred "early on”.
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Of the early Italian productions that at the T. Ducale, Parma, in Spring 1825 seems to
have been particularly influential, if not actually establishing something approximating
a "standard" form for the opera, at least providing a point of departure for many other
versions over the next few years. Its principal characteristics in Act I are the cutting of
the original Scene 4, a new opening for Scene 6 (Scene 7 of the original), adopting the
Trieste 3-scene complex (though with a tiny reversion to the original Scene 9 at the
end of its Scene 8) and the replacement of the Tutti "Sogni ridenti” by an ensemble "Di
gioja, di pace” in the middle of the Act I Finale. In Act II the most important feature s
the inclusion of the Florence Scena Ultima, though with a slight change to the wording
of the final chorus®. This hybrid version, with chunks taken from both the Trieste and
Florence versions, as well as small changes introduced here for the first time,
occurring, as it does, at such an early stage of the opera's history, not only contributes
greatly to the difficulty in constructing a stemma for the opera among subsequent
productions, but also creates a precedent for a 'pick'n'mix’ attitude towards the opera,
going well beyond anything we found in our transmission models, other than at Lisbon!

It is against the background of the following broad stemma for these early productions

that we should view subsequent productions:

*Venice. Fenice: Carnival 1824
e
*Florence. Pergola: Spring 1824 \
\ *Trieste, Grande: Autumn 1824

Parma. Ducale: Spring 1825

*versions overseen by the composer

For the present purpose, suffice it to say that the production at the King's Theatre,
London, in 1825 is a direct descendent of the Florence version, and certanly taken
there by Velluti. Also deriving from the Florence production are those at the T.
Grande, Brescia, in the August Fair of 1826, the T. San Carlo, Naples, in Autumn
1826 and those in 1826 and 1827 at Cadiz, even if these last two productions
(especially in 1826) are rather truncated.

Apart from the production at the T. Nuovo, Padua, in the June Fair of 1825, which in
any case also contains features found at Parma (and where the composer was once
again involved), the only subsequent versions examined that are descended directly

53The apparently random distribution of the Florence and Parma versions of the final chorus suggests
that this should be regarded as a free variant. rather than an indication of connection with one
preduction or the other.
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from the Trieste production, that is to say, not via Parma, are those at the T. alla Scala,
Milan, in Lent 1826 and the T. Regio, Turin, in Camnival 1827, which also possesses
variants first introduced at Milan. It is undoubtedly significant that in all of these
productions (Padua, Milan and Turin) the Armando, as at Trieste, was Carolina Bassi-
Manna. Importantly for us, none of the Milanese variants are to be found in

Portuguese versions.

The remaining productions examined all show signs of stemming ultimately and
principally from the Parma production. Some, such as those at the T. Comunale,
Reggio nellEmilia, in the May Fair 1826 and at the T. Comunale, Bologna, in Autumn
1826 are rather idiosyncratic, the Bologna version going so far as to provide yet
another new finale. Another important group differs from the Parma version only m
the cuts made - in some cases these version themselves make further cuts, in others
they restore sections of the original that were cut at Parma. Significantly for the
present study, among this latter group are the productions at the T. Principal,
Barcelona, which opened on 22 December 1825, the T. Sant'Agostine, Genoa, n
Carnival 1826 and the T. Sdo Jodo, Oporio, which began on 24 November 1826.

The Barcelona version has one idiosyncracy which reduces the likelihood of its being
connected with the Genoa and Oporto productions. In Act IT it combines the original
Scenes 4 and 5 to make a single scene and inserts this as 'Scene 2' after Scene 1, before
the original Scene 2. which thus becomes Scene 3. At Genoa and Oporto there is no
such reordering and these two productions share a very similar overall pattern of cuts,
especially in Act . It is significant that the same singer, Luigi Rigola, sang the role of
Osmino in both productions, for although this is not a major role and aithough Rigola
almost certainly did not possess the score himself, he could easily have brought a copy
with him from Genoa to Oporto, made for the Oporto theatre and merely carried by
the singer. It is the present author's view that he did so.

The production at the T. del Principe, Madrid, from 20 December 1827 raises two
important questions. In the first place, while in general terms it again follows the
Parma version, Act I Scene 5 contains a scene for Armando which, of the versions
examined is otherwise only found at the T. Giglio, Lucca, in Summer the same year.
Given the short time span between the two productions, it is unlikely that the Madrid
score came directly from Lucca, and we must suppose, therefore that both stem from
another production, not among the libretti included in the present study. Secondly, as
at Barcelona, there is a transposition of scenes at the beginning of Act II, the original
Scene 4 (Scene 5 being cut) appearing immediately after Scene 1, and being followed
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by the original Scene 2 as Scene 3°*. The origins of this version are thus apparently
contradictory, appearing, on the one hand, to be connected, probably indirectly, with
the Lucca production, and, on the other, to that at Barcelona. Here is another clear
hybrid.

The 1828 Seville production, though once more ultimately descended from Parma has
a number of idiosyncratic variants: two substitutions (Act I Scene 6, which replaces the
original Act I Scene 7, and the main body of the Scena Ultima) and an addition (an
aria for Palmide at the end of Act I Scene 8). There is no direct and obvious

connection between this and any other of the Italian or Iberian productions examined.

Turning finally to the S. Carlos libretto and the score preserved in its archives, there
can be no doubt that this manuscript was actually used for the April 1828 Lisbon
production, for while there are cuts in the libretto not made m the score, there are no
cases of the reverse, and a number of idiosyncracies are to be found in both, the

manuscript in one case providing an answer as to where the intrusion came from.

In very broad terms the libretto and score follow the Parma version by including the
3-scene complex from Trieste in Act I and the Scena Ultima from Florence. On the
other hand, the end of the Scena Uliima is slightly different, as found in the T. San
Carlo, Naples, production of 1826. Highly idiosyncratic is a substitution for Palmide in
Act I Scene 4 of the libretto, where the aria "Gioia per me svani” replaces the original
Act I Scene 7 aria. The P-Lt score identifies the aria as coming from Meyerbeer's
Margherita d'Anjou (premiere: T. alla Scala, Milan, 14 November 1820) and 1t 1s,
indeed. to be found as an aria for Margherita in Act I Scene 5 of the premiere libretto.
Uniquely among the libretti examined, this aria is followed (in Act Il Scene 5) by the
Trieste Act 1l Scene 6, a variant also to be found in the P-Lr1 score.

The presence of the Naples ending and the Trieste Act Il Scene 6 in both libretto and
score, which otherwise, apart from the Margherita d'dnjou replacement aria, follow a
reasonably standard Parma version, is thoroughly confusing. Clearly, the §. Carlos
version or an exemplar from which it was copied derived from multiple sources,
though how this came about, whether in Lisbon or prior to its reaching there, must
remain a matter for speculation. What is important, however, it clearly has nothing to
do with the production at Oparto, even though Luigi Rigola again sang the role of
Osmino, or with any other known Iberian production.

54The production at Barcelona in 1829 also follows this pattern, likewise cutting the original Scene 3.
It also introduces minor variants of 1ts own.
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To recapitulate, below is a stemma for the Iberian productions, additionally
incorporating those from which they are derived:

Venice. Fenice: Carnival 1824

Florence, Pergola: Spring 1824\\
l

Trieste. Grande: Autumn 1824 F;arma. Ducale: Spring 1823

Barcelona, Principal: 1825 ’
Genoa. S. Agostinho: Carnival 1826
Naples. S. Carlo: Autumn 13826 !
Cadiz. Prin|cipalz 1826
Cadiz. Prinicipal: 1827

Oporto. S. Jodo: 24 November 1826

Lucca. Giglio: Summer 182\3
Madrid. Principe: 1827
Lisbon. S. Catlos: 25 April 1828 Seville: 1828

» Mercadante Gabriella di Vergy*

Gabriella di Vergy, which received its world premiere at the T. de Séo Carlos on 8
August 1828, not only provides us with an example of composer transmission (on from
Lisbon), but also serves to remind us of one of the mherent dangers in trying to
construct a performance history for an opera solely on the basis of comparing libretto
editions.

The 1828 S. Carlos libretto tells us that "The Music (except the DUET, and the
RONDO FINALE of the Second Act which are by Maestro CARAFA) was expressly
composed by the Maestro Composer, and Director of Music of this Royal Theatre
SAVERIO MERCADANTE"%. The cast included Josephmne Glossop de Méry as
Gabriella, and Giovanni Orazio Cartagenova as Fayel.

The next production was at the T. Carlo Felice, Genoa, in Spring 1832 with changes
made by the composer and with Cartagenova again amongst the cast. According to
Michael Rose in his NGO article on Mercadante, the libretto was revised for the
occasion by Giovanni Emmanuele Bidera, the Lisbon version being by Profumo, based

35Libretti consulted for productions at: Lisbon. S. Carlos: 1828; Genoa. Carlo Felice: Spring 1832
Lisbon. S. Carlos: 1841: libretti of Carafa's Gabriella di V'ergy for productions at: Naples. Fondo:
Summer 1816; Lucca. Giglio: Spring 1820.

56" A Musica (excepto 0 DUETO. e o RONDO FINAL do Segundo Acto que sad [sic] compostos pelo
Mestre CARAFA) foi expressamente composta pelo Mestre Compositor. € Director de Musica deste
Real Theatro XAVIER MERCADANTE." libretto. p.[5].
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on an earlier text by Tottola. If we compare the Genoa version with that at Lisbon, we
find substantial differences. In Act I seven largely new scenes replace the first three at
Lisbon, while in Act II, Scene 2 (including the duet) and Gabriella's final aria (the
Rondd) are replaced. That this is not just a regular case of substitution is confirmed by
the AMZ review of this production, which tells us that after the first opera of the
Spring season the public heard "Gabriella di Vergy, an opera composed by Sig.
Mercadante in Spain [sic] and reworked by the composer himself, which made a furor

and was a box-office hit.*""

To judge from these two libretti the transmission process was simple. The composer
prepared the score in Lisbon. Probably because of shortage of time, a common enough
phenomenon in the opera world of this period, he introduced two extraneous sections
from Carafa's opera of the same name (premiere: T. del Fondo, Naples, Summer

1816). He took the score with him to Cadiz and Madrid, though he did not use it
there, and then on to Genoa, where he made substantial revisions based on a revised
libretto. In this new version the opera became popular, returning to Lisbon in 1841 in
a version which, if we examine the 1841 libretto edition, was based firmly on the

Genoese production.

And we would go on thinking this were it not for the existence of a manuscript
orchestral score in the S. Carlos archives which, for two reasons, forces us to view
things rather differently - because, on the one hand, it is largely autograph and because,
on the other, it contains much that was supposed to have been introduced at Genoa.

The P-Lt manuscript is, unfortunately, incomplete in Act I, lacking the equivalent of
Scenes 4 to 7 of the 1828 S. Carlos libretto (Scenes 8 to 10 of the Genoa edition) and
what we do possess (the overture and about two-thirds of Act I and all of Act II) is
decidedly complex, containing multiple hands. We can, however, assert a number of
important facts. Firstly, the 1828 S. Carlos libretto differs substantially from the word
text of the manuscript. What was printed at Lisbon was a version of Carafa's libretto,
not the text that Mercadante was setting, which was already close to the 1832 Genoa
edition. Secondly, contrary to what the libretto tells us, Mercadante did compose the
Act II duet (see Plate 14 on the next page) and the whole Act II Finale, including the
Rondé, while in Lisbon. Thirdly, there are two features that suggest the composer was
indeed under serious time pressure: three recitative sections (in Act I, what at Genoa
formed the final section of Scene 1, plus Scenes 2 and 3, the opening of Scene 7 and.

57-Gabriella di Vergy. eine von Hrn. Mercadante in Spanien componirte und hier von ihm selbst
umgearbeitete Oper. welche Furore und Billets machte.” 43/Z XXXIV, 34, 22 August 1832.
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in Act 11, the opening of Scene 1), though apparently in an autograph hand, are in
different writing from the bulk of the manuscript, presumably being the work of a local
composer, conceivably Mercadante's assistant, Jodo Evangelista Pereira da Costa; in
many places the vocal line(s) and/or layout are in a copyist's hand, the rest in
Mercadante's, as if the composer had first produced a vocal score (so that the singers
could learn their parts), a copyist had drawn up the full score (often including the vocal

line(s)) and Mercadante had then added the orchestral parts.

None of these points alter the conclusion that the composer was responsible for
transmitting the opera from Lisbon to Genoa. They do, however, alert us to the
possibility that what was performed and transmitted could in some instances be very

different from what the corresponding libretto printed*®.
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Plate 15 Photograph of the frontispiece of the Act II duet. "Recitativo e duetto / Traditor. paventa
from the largelv autograph manuscript of Gabriella di I'ergy by Mercadante. P-Lt (no call mark).
p. 327. Note the composer's 'doodles’ on the theme "matrimonio” in the top right-hand corner
(author's photograph).

58 According to NG and NGO. the [revised] autograph manuscript of Gabriella di Vergy is to be found
at the Ricordi Archives. Milan. Regrettably. when the present author visited there in early July 1990,
he was unable to gain admittance. The opera thus needs further investigation.
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The operas selected for examination in this final period for the S. Carlos serve to
confirm, in general terms, the transmission patterns already observed. Milan again
appears as a point of transmission from Italy, as was clearly the case with Clotilde, and
which other operas not included among these case studies bear out*. At the same
time, with Tebaldo e Isolina, we have been able to add Bologna to the list of cities

from which scores came.

Relations between the Lisbon and Oporto theatres are as yet unclear. Clotilde
provides evidence for a connection, as does Otello. Il crociato in Egitto, on the other
hand, despite the potential for a singer carrying the score from Oporto to Lisbon,
supports the notion of separate existences. We shall pursue the Lisbon-Oporto axis

further in the next section.

Turning to relations with Spain, while there continue to be no links with Barcelona and
no systematic connection with Madrid (nor with Seville and Cadiz), we do again have
grounds for supposing that Madrid occasionally received scores from Lisbon through
singers. Otello is the only case we can probably put down to a singer actually
possessing a score, but La festa della rosa provides a parallel with /1 diserior francese,
at the beginning of our period, in that it was probably carried by a singer, the singer
being merely the means by which the score travelled fr.m the one theatre to the other.
Though not, strictly speaking, within the scope of this study, it is worth drawing
attention to the close ties that evidently linked Palma to Barcelona and the looser ties
between Madrid, Seville and Cadiz. Evidence for links between these two groups is
sparse.

The Teatro de Sdo Jodo. Oporto

As already observed, we are extremely limited in our ability to identify how operas
reached Oporto because libretti were printed for so few productions at the Teatro de
Sdo Jodo. To judge from what survives, prior to the 1820s libretti were published for
only four operas and even in the 1820s, with rare exceptions, the practice was to
publish an argomento, not a full libretto text. Where Oporto has featured in the cases
so far examined the evidence for connection with Lisbon is ambiguous, with two
operas suggesting a link and another an independent source. To clarify the situation
we shall examine four further cases, three involving libretto texts, the other bringing in

other evidence.

$9Rossini’s La Cenerentola and Pacini's Temistocle are among them.
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« Fioravanti .'orgoglio awvilito' (La capricciosa pentiia)®

The libretto editions entitled L 'orgoglio avvilito published in Lisbon in 1803 for the
Summer production at the T. de Sdo Carlos and in Oporto in 1806 for the production
at the T. de Sdo Jodo are not in fact of Fioravanti's opera of that name, first performed
at the T. alla Scala, Milan, in January 1803, but actually of La capricciosa pentita,
premiered at the same theatre on 2 October 1802. Among the singers in the original
cast was Elisabetta Gafforini as Lindora.

The opera reached Lisbon with unusual rapidity, brought, no doubt, by Gafforini, who
repeated the role of Lindora there. Gafforini may also have suggested the new title,
for while she had already left La Scala by the time L'orgoglio awvilito was first
performed there, she must still have been present when the latter opera was being
composed. The version performed at Lisbon differed from the original only i the title
and in cutting a number of recitative sections along with Lindora's aria "Forse per me

gia spirano” in Act II Scene 6.

As for the production at the T. de Sao Jodo three years later, we find important
changes. To begin with, the role of Nespola is suppressed, a phenomenon we also
find, for example, at the T. Carignano, Turin, in Autumn 1804. Nor is there a chorus,
as also occurs at the Th. de I'Impératrice, Paris, in early September 1805. Both of
these reductions were, no doubt, the consequence of limited resources at Oporto.

[n Act Il further connections with the Paris production are encountered. For one
thing, both there and at Oporto the original Scenes 1 and 2 are cut, and while the same
thing did occur at the T, Risoluti, Florence, in Summer 1806 and in the very late
production at the T. Ducale, Parma, in Summer 1821, it was sufficiently unusual that
we should be alert to the possibility of connection. The original Act II Scene 3 thus
constitutes Act I Scene 1 at Paris and Oporto. This is followed in both productions
by a recitative and duet for Lindora and Barone Castagna, which is a substitution for
the recitative and duet for Simone and the Baron that appears in the original Scene 4.
Of the fifteen versions examined, it is only in these two productions that this particular
substitution is to be found, though the recitative also appears at the King's Theatre,

801 1bretti consulted for productions of La capricciosa pentita. with the original title: Milan. Scala:
Autumn 1802; Turin. Carignano: Autumn 1804; Paris. Impératrice: 18 Fructidor an 13 [September
1805}; Cremona. Associazione: Carnival 1806; Milan, Carcano: Spring 1806: Florence. Risoluti:
Summer 1806; Milan. Scala: Autumn 1806: Bologna. Marsigli Rossi: Carnival 1807 Livorne.
Avvalorati: Carnival 1808; Rome. Valle: Spring 1808; London. King's: 1809. Vicenza. Eretemo.
Summer 1815: Parma. Ducale: Summer 1821; under the title L'orgoglio avvilite: Lisbon. . Carlos:
Summer {803 Oporto. S. Jodo: 1806. London, King's: 1815: also for L'orgoglio avvilito properly
speaking: Milan. Scala: Carnival 1803,
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London, in 1815 (followed by a different substitute duet), where the title L'orgoglio
awvilito was once again used. All the remaining variants at Oporto are idiosyncratic

among the editions examined.

We see, therefore, that though the title used at Oporto was L 'orgoglio awvilito, as at
Lisbon, which might initially lead us to assume a connection between the Lisbon and
Oporto productions, the libretto text suggests a very different link, namely between
Oporto and Paris. The unique case of connection we found between Lishon and Paris
necessitated a French invasion and an Italian composer physically travelling there from

the French capital. So how might we explain a connection in the present case?

In actual fact, there is indeed a link, though of a kind we have not previously
encountered. The substitution that the Paris and Oporto productions share involves
the prima donna role of Lindora. According to the libretto, this role was sung at Paris
by "Signora Ferlendis", who we also find singing in La capricciosa pentita at Vienna in
January 1811 and the King's Theatre, London, in February 1813, In this last case, as
we have already observed, the recitative of the substituted section at Paris/Oporto
again appears and the opera was once more given under the title £ ‘orgoglio avvilito,
seemingly the only production outside Portugal where this occurred. This Signora
Ferlendis was actually none other than the Camilla Berberis [or Barberi] who had sung
at the S. Carlos in 1801-02 and who, as we noted in Chapter 2, married the oboist
Alessandro Ferlendis. It happens that among the singers in the Oporto cast, in the
minor role of Giannina, was Alessandro Ferlendis’ sister, Giuseppa Zanfardmi
("Gianfardini" in the libretto), who was married to one Francesco Zanfardini®l, Given
the specific connection of the Paris/Oporto variant with Camilla Ferlendis and the close
family ties between her and Giuseppa (Ferlendis) Zanfardini, it seems likely that the
score was sent by Camilla from Paris to her sister-in-law in Qporto.

Unusual though this form of transmission would appear, it is not altogether surprising.
The T. de Sao Jodo, unlike its Lisbon counterpart, was never a major opera house,

never among the leading theatres that top singers might leave Italy, or centres such as
Paris, London or Vienna for. Its links with major theatres and mainstream distribution
systems show every sign of having been decidedly more tenuous than was the case

with the Sao Carlos. The Oporto management must have had to use every connection
at its disposal to obtain scores. We have already seen, though twenty years later, with

[l crociato in Egitto, how a relatively minor singer was almost certainly responsible for

6tNothing is known of Francesco Zanfardini except that he was an instrumentalist enrolled as a
member of the Lisbon musicians' guild. the /rmandade de Santa Cecilia. his entry being dated 22
March 1803. with a note that he was struck off on 23 November 1826,
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bringing a score to Oporto from Genoa. Camilla Ferlendis would have had easy access
to copies in Paris and could readily have obtained them for the T. de Sdo Jodo, her

sister-in-law acting as an intermediary.
o Paer La virtit al cimento o sia La Griselda®?

Known by both its first title La virtu al cimento and its altemative (La) Griselda, this
opera was first performed at the T. Ducale, Parma, in January 1798. One of Paer's
most successful and widely-performed operas, there were productions of it not only in
the usual Iberian operatic centres of Barcelona, Madrid, Lisbon and Oporto, but also in
Rio de Janeiro. Uniquely, among the cases studied it has been possible to obtain
libretti for the Oporto (1806), Lisbon (1808) and Rio de Janeiro (1815) productions.

The three libretti differ noticeably from each other. As well as actual textual
differences, at Oporto, but only there, the choruses were systematically cut, just as we
saw with 'L’orgoglio awvilito’. In addition, the Portuguese translations at Oporto and
Rio are different - at Lisbon, the libretto, unusually, has no Portuguese translation. In
short, there are no grounds for proposing a connection between any of the three
productions and we must assume different sources for the scores used at each theatre.

It should also be mentioned that though Rosa Canzoni sang the role of Lisetta at
Barcelona in 1804 and Oporto in 1806, and Michele Vaccani sang Giannuccola at
Barcelona in 1804 as well as at Rio in 1815, there are no textual connections between
the Barcelona libretto and the three we are concerned with here. We must put the
singers' repeated appearance in both cases down to chance.

Griselda is the last case we shall consider involving Rio de Janeiro. As we have
observed, operas were performed at court there to celebrate Queen Maria's birthday in
1811 and 1812, in both mstances the opera given being by Marcos Portugal (L ‘ore non
compra amore and Artaserse, respectively), the composer doubtless being responsible
for their transmission. For the corresponding occasion in 1814 Saliert's Axur re
d'Ormus was performed at the Teatro de S. Jodo, inaugurated the previous year, the
score for this opera being obtained from the royal library in Lisbon. All three thus
indicate that Lisbon was the source of scores used at Rio, Axur specifically implying a
link between court and (public) theatre completely absent at Lisbon®3. Griselda,

521 ibretti consulted for productions at: Barcelona: 1804 (La virtit al cimento), Oporto. S. Jodo: 13
May 1806 (La Griselda). Lisbon, S. Carlos: Summer 1808. Rio de Janciro. 5. Jodo: 1815.

83[n the absence of a comprehensive study of the T. de Sio Jodo. Rio de Janeiro, it would be foolish to
jump to conclusions about the relationship between court and theatre. However. this siriking
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however, indicates a different, independent source of supply. We must be open,
therefore, as at Oporto, to the notion that Lisbon was only one, albeit an extremely

important one, among several cities from which scores reached Brazil.

This picture is reinforced if we examine the repertoire of operas performed at Rio up
to 1830. Both at the S. Jodo until March 1824, when it was destroyed by fire, and
from December that year at the T. de Sdo Pedro, the vast majority received
performances only after production at Lisbon, thus, in principle at least, making a
Lisbon-Rio route feasible. In one instance, "0 Grdo Dugue de Granada" - Rossini's
dina with an alternative Portuguese title - performed at the S. Pedro, on 14 February
1828, we may be sure it reached there from Lisbon, given that its premiere was at the
S Carlos and that there are no other known performances prior to revivals in the

twentieth century.

Against these, however, we have to put a small number of operas that were performed
at Rio before Lisbon (including Mozart's Don Giovanni given in 1821, 18 years before
the Lisbon premiere) and at least four operas produced at Rio that seem never to have
been staged at the S. Carlos: Pablo Rosquellas' /1 gran califfo di Bagdad (1819)%,
which was a world premiere, Mayr's // segreto (1821), Basilij's I/ califfo e la schiava
(1827) and an opera entitled Le due gemelle (1828), perhaps P. A.. Gugliglmi's

» Mozart Cosi fan tutie

Cosi fan tutte, premiered at the Burgtheater, Vienna, on 26 January 1790, like the rest
of Mozart's operas had a very chequered early history outside the German-speaking
world. With the possible exception of La clemenza di Tito, which we have already
considered, (and, later, Don Giovanni) Cosi fan tutte faired perhaps best, with an
isolated production at the T. Principal, Barcelona, in 1798 and performances at the T.
Sociale, Varese, in Autumn 1803, the T. alla Scala, Milan, in 1807 and 1814, the
King's Theatre, London, in May 1811, Crow Street Theatre, Dublin, that August and
the T. de Sdo Jodo, Oporto, probably n 1816.

connection in the case of Lyur suggests that the $. Jodo may have functioned more as a court theatre
open to a more general public. perhaps something akin to such ltalian roval theatres as the T. Regio.
Turin. or the S. Carlo. Naples. unlike Lisbon's S. Carlos. which was essentially 2 public theatre where
the roval familv might occasionally appear.

64The libretto is to be found in the Carvalhaes collection. /-Rsc. The remaining information 1s drawn
from Andrade (1967). who additionally mentions Pavesi's Corradino on 10 Februarv 1829 However,
he also cites Rossini's Matilde di Shabran as having been performed that day. Since Corradino was
an alternative title for Matilde di Shabran. it was doubtless Rossini's opera that was staged. Andrade
simply being unaware of the alternative title and ingenuously assuming it referred to Pavesi's opera.
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Unusually, we have a reference to a score in use at the King's Theatre, for as Walsh
(1993) informs us, the composer Felice Radicati possessed one and sold a copy of it to
the ballet master Armand Vestriss5. Among the cast at London were Radicati's wife,
Teresa Bertinotti as Fiordiligi, Cario Cauvini as Ferrando, Angiolina Cauvini as
Despina and Giuseppa Collini as Dorabella. Carlo Cauvini had already sung in the
opera at Varese. Bertinotti and the Cauvinis also took part in the Dublin production.
Against this backcloth it is scarcely surprising that when the Cauvinis and Collini sang
at Oporto in 1816 they should have had recourse to Cosi fan tuite. It is also hard to
imagine that when they were in Lisbon with Radicati and Bertinotti, from late 1812 to
1814, there would not also have been a production of the opera at the S. Carlos. Very
likely Cauvini acquired the score from Radicati while in Lisbon, either the copy in the

composer's possession or a further one made from it, subsequently using it at Oporto®®.
» Rossini Mosé in Egitto®

To conclude the case studies involving Oporto and to reinforce patterns aiready
observed, let us consider another opera from the end of our period. Origmnally
composed for the T. San Carlo, Naples, and premiered there in Lent 1818, Mosé in
Egitto was revised by the composer for production at the same theatre the following
vear. The only change, in Act III, consists of the replacement of the original Scenes 1
and 2 by another single scene, which includes the celebrated Preghiera "Dal tuo

stellato soglio”. It is essentially in this revised form that the opera reached Portugal.

Its first performance at the T. de Sao Carlos, Lisbon, took place in Lent 1823. The
corresponding libretto edition differs from the 1819 Naples version only n making
minor cuts to Act I Scene 3, where, to judge from other editions, this was customary,
and in substituting the opening recitative and aria for Amaltea in Act Il Scene 2.
Although there are precedents for cufting this aria, for example at the T. Pergola,
Florence, in Lent 1821 and at the T. Aquila, Fermo, in September 1821, the

substitution found at Lisbon is idiosyncratic among the editions examimned.

Importantly for the present study, the substitution made at Lisbon in 1823 is not
present in the libretti published for the production at the T. de Séo Jodo, Oporto.

*p. 107.

6There are no known performances of Cosi fan tutte involving Radicati and/or Berunotii afier lhey
were in Lisbon. thus making it quite possible that Cauvini had bought Radicati's copy.

71 ibretti consulted for productions at: Naples. 8. Carlo: Lent 1818: Naples. S. Carlo: Lent 1819:
Florence, Pergola: Lent [821: Venice, §. Benedetto: Spring 1821: Fermo. Aquila: 3 September 1321,
Bologna. Comunale: Spring 1822 Bergamo, Riccardi: Summer 1822, Milan, Re: Autumn 1822:
Lisbon. S. Carlos: Lent 1823 Rome, Accademia TV: Spring 1824: Barcclona. Principal: 1825 Lisbon,
§. Carlos: Lent 1826. Oporto. S. Jodo: 22 February 1826. Palma: 1828 Madrid. Principe: 1829
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which began on 22 February 1826, nor for the simultaneous S. Carlos production in
Lent 1826. The texts of both of these differ from the 1819 Naples version and from
each other only in minor cuts. No doubt the scores used in both instances contained

the missing sections, which were cut Jocally.

There is, however, an important difference between the Lisbon versions, both of 1823
and 1826, on the one hand, and the Oporto version, on the other, namely as regards
scene division. While at Lisbon the original divisions are retained throughout, at
Oporto Act I Scene 3 (with a section cut) is combined with the original Scene 4 to
make a single Scene 3. Though slightly different, there is an important precedent
found already at the T. Ré, Milan, in Autumn 1822 (and repeated in the 'Autunnino’
1822 libretto edition), where the final section of the original Scene 3 ("Oh Ciel! che
miro") becomes the opening of Scene 4. The same occurs in the Spanish editions: at
the T. Principal, Barcelona, in 1825, at Palma in 1828 and at the T. del Principe,
Madrid, in 1829, where, as at Oporto, the immediately preceding section was cut. This
altered scene division suggests that the Oporto version is less likely to have come from
Lisbon, and more likely to have come from Milan®®.

To summarise, then, although the very limited range of librett: printed for productions
at the T. de Sdo Jodo. Oporto, seriously hampers an assessment of the sources of
supply for operas there, a picture does emerge with reasonable clarity. Firstly, as at
Lisbon, operas reached the theatre in a variety of ways and from a variety of places.
There were, however, differences. The most noticeable of these is the complete
absence at Oporto of operas written for particular singers and brought by them, a
direct consequence of the lesser calibre of the singers there. The only instance we have
identified of a score presumably owned by a singer and thus brought by him is Cosi fan
futte, transmitted by Carlo Cauvini. On the other hand, at Oporto we have a seemingly
unique case of a score being transmitted through family connections among singers -
there is strong evidence for Camilla (Berberis) Ferlendis' having sent a copy of La
capricciosa pentita from Paris to her sister-in-law Giuseppa (Ferlendis) Zanfardini at
Oporto. This rather unorthodox transmission system would appear to be indicative of
a greater difficulty in obtaining scores than was the case at Lisbon. At Oporto we also

seem to have a case of a singer acting as carrier of a score that did not belong to hum -

6%or. in theory at least. Barcelona. To judge {Tom other cases. however, it is alimost certain that the
scores would have been acquired independently from Milan. The Madrid preduction was later than
that at Oporto, so that if there was any direct connection. which there may or may not have been. it
was in the direction Oporto-Madrid. not Madrid-Oporto.
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1l crociato in Egitfo brought from Genoa by Luigi Rigola. He had probably been
instructed to bring it by his future employer at the 8. Jodo®, who would have kept 1t -
this would explain why the singer did not then take this score with him on to Lisbon.

As for links that can be established between Lisbon and Oporto, they were clearly
present in some instances. Clotilde certainly came from Lisbon. The unusual same
two-act format of Otello at both theatres would lead us to the same conclusion in
respect of that opera. However, if we take other examples, such as Griselda and Mose
in Egitto, scores were evidently supplied from other cities too. In the case of Moseé

this may well have been Milan.

On a very different scale there are two (or three) other theatres where we can attempt
to provide minimal answers as to how the operas reached there. The first is the Baron
of Quintela's private Teatro das Laranjeiras, Lisbon, between 1825 and 1828. Libretti
were printed for all of the few productions there during this period. The other instance
relates to the small group of four manuscripts and vocal/instrumental parts of [talian
operas in Portuguese translation, evidently originating from the Teatro da Rua dos
Condes or Teatro do Salitre or both. and dating from around 1800. In spite of the
very small samples available in both cases, it is both important and possible to establish
whether there were connections between productions at these theatres and those at the

S. Carlos or elsewhere.

The Teatro das Laranjeiras. Lisbon

» Rossini L. 'occasione fa il ladro™

First performed at the T. San Moise, Venice, on 24 November 1814, its Lisbon
premiere took place at the S. Carlos on 13 May 1824, in celebration of the birthday of

King Jodo VI, with the title // cambiamento della valigia. The production at the T.
das Laranjeiras took place on 6 February 1826,

89The instruction is more likely 1o have been in terms of bringing scorcs of recent successes. rather
than specifically of /I crociato in Egitto.

0 jbretti consulted for productions at: Venice. S. Moisé: Autumn 1812; Parma. Ducale: Spring 1821:
Milan. Scala: Spring 1822 Turin. Sutera: Spring 1823: Florence, Infuocati: Autumn 1323 Lisbon.
Laranjeiras. 6 February 1826 wath the titie {f cambiamento della valigia: Lisbon. §. Carlos: 13 May
1824,
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The libretto for the Laranjeiras production is identical to that printed for the Venice
premiere and for the T. alla Scala, Milan, production in Spring 1822. Ali other editions
examined, however, differ to some degree albeit small, including that for the 1824 S,
Carlos production, which has an idiosyncratic substitution in Scene 11. In all other
respects, however, the S. Carlos libretto is fully compatible with the Venice/Milan
version and the substitution could well have been introduced locally into a score with
the same reading as that used at the T. das Laranjeiras. It would be a mistake,

therefore, to rule out a connection.

In another instance, Mercadante's [/ castello dei spiriti, the inaugural production at the
Laranjeiras on 14 March 1825, the version used is more directly suggestive of
connection with the S. Carlos. Apart from Act I Scene 1, where the aria is cut at
Laranjeiras, the libretto text is identical to that for the S. Carlos production later that
year. However, since the Laranjeiras production took place first, we are more justified
in supposing that the S. Carlos was supplied by the Laranjeiras than the reverse. Since
the Baron of Quintela was overseeing the management of the S. Carlos at this time, he
may well have been obtaining scores personally from Italy simuitaneously for the use
of his own theatre and the S. Carlos.

This hypothesis is supported by Generali's Chiara di Rosemberg, where again the
Laranjeiras production (6 December 1825) preceded that at the S. Carlos (undated
1826) and the texts, though not identical, are once more at only one remove from each
other. The score could well have been used at the Laranjeiras and subsequently altered
at the S. Carlos.

o Coccia Arrighetto™

Two operas performed at the Laranjeiras were seemingly never performed at the S.
Carlos: Cordella's Gli avventurieri, staged there on 4 December 1826 and Coccia’s
Arrighetto, given on 7 February 1828. In the case of Gli avventurieri, premiered at
the T. Canobbiana on 6 September 1825, the speed with which it reached Lisbon
makes it virtually certain that the opera came directly from Milan. In the case of
Arrighetto, which received its first performance at the T. San Moisé, Venice, in
Carnival 1813 much longer had elapsed and only a stemmatic study can tell us whence

it came.

7ILibretti consulted for productions at; Venice. $. Moisé: Carnival 1813; Verona. Filarmonico: Spring
1816. Milan. Ré: Carnival 1817 Venice, S. Benedetto: Spring 1318: Naples. Fondo: Summer 1813.
Padua. Nuovo: Autumn 1820: Barcelona, Principal: 1820; Milan, Scala: Spring 1822: Palermo.
Carolina: 1823 Lisbon. Laranjeiras: 7 February 1828
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At its premiere Arrighetto included among the cast Nicola de Grecis as Corrado, as did
many subsequent productions, including those at Verona in 1816, at the T. San
Benedetto, Venice, in 1818, at Padua in 1820 and the T. alla Scala, Milan, in 1822.
Among the libretto editions for these and those of other productions examined, the
systematic variants are few but significant, enabling us to identify related performances
with unusual ease. In particular, the Barcelona version stems from one at the T. Re,
Milan, in 1817, both including the additional duet "Senti?... Tu piangi i figh?" in Scene
10 and the Padua version from that at the T. San Benedetto, Venice, both containing

the substitute aria "Perdei del cor la pace” in Scene 11.

At the level of variants in the wording, Scene 1 provides two slightly amusing
alternatives. The opening line "In Cicilia gran fracasso” seems to have touched local
sensibilities in the Kingdom of the Twao Sicilies, for at Naples in 1818 it reads instead
“Qui sette asinl”, an opening repeated at Palermo in 1823. At the T. alla Scala, Milan,
in 1822 we find the more specific "In Catania gran fracasso” and it is this opening that
appears at the T. das Laranjeiras. Since the remaining variants found in the
Laranjeiras libretto (in Scenes 3, 6 and 11) are idiosyncratic, presumably changes made
locally, we must conclude that the score used is likely to have come from Milan, from

a copisteria connected with the T. alla Scala.

The stemma for Arrighetio, then. is plainly:

Venice. §. Moisé: Carnival 1813

Yerona. Filarmonico: Spring 1316
Milan. Reé: Carnival 1817

Venice. S. Benedetto: Spring 18138
Naples. Fondo: Summer 1818
Padua. Nuovo: Autumn 1820 /
' Barcclona. Principal: 1820
Milan. Scala: Spring 1822
I Palermo. Carolino: 1823

Lisbon. Laranjeiras: 7 Februaryv 1828

dos



o Mercadante La testa di bronzo

La testa di bronzo differs from the other operas performed at the Laranjeiras up to
1828 in that it was commissioned from Mercadante by the Baron of Quintela, receiving
its premiere at the theatre on 3 December 1827. Since the origin of the opera is clear,
it is the subsequent productions and related scores that are of interest.

There were two particularly noteworthy subsequent productions: at the T. Regio.
Turin, as early as Autumn 1831 (Mercadante was in Spain until early 1831) and a
revival of the opera at Laranjeiras on 19 October 1833, the first opera to be performed
in Lisbon after the Liberals took the capital on 24 July.

Taking the latter production first, the text is identical to that of 1827, the cast also
being largely the same. At Turin, the libretto differs in only two details in the second
act: Tollo's aria in Scene 13 is cut and the scene division between Scene 15 and the
Scena Ultima occurs at a different point, the text itself being the same. As with
Gabriella di Vergy, however, we should be wary of taking this at face value.

The cutting of Tollo's aria may not be quite so straightforward as at first appears. In
the vocal score that the Baron of Quintela had printed in Paris, shortly after the
premiere, Tollo's aria is also cut. This is odd for two reasons. In the first place, the
score gives details of the premiere production - not only the date and place but also the
cast and others involved. By implication, it contains precisely what was sung at
Laranjeiras in 1827, yet the cutting of this aria constitutes a discrepancy between the
fibretto and the supposedly corresponding score. Secondly, it was the Baron himself,
the opera's sponsor, who played the role of Tollo. Politically, therefore, if there was
one aria that absolutely could not be cut, it was Tollo's. It is the present author's belief
that. as indicated in the libretto, it was indeed sung both in 1827 and agam in 1833, but
that the Baron chose not to publish it, preferring instead to retain it for his own use,

and his alone. Hence, no other edition. whether libretto or score includes the aria.

With this in mind, it is not surprising that the manuscript score of the opera preserved
at the British Library, London, (GB-Lb! Add. 30,909/30,910) also lacks Tollo's aria.
The importance of this source, however, resides in the fact that though it is basically a
copy. it also incorporates autograph alterations and was evidently used for actual
performance. As well as clarifying embellishments to the vocal line, it provides
indications regarding cuts, short, recomposed sections and, in one instance, alternative

music for an entire aria, inserted in the score immediately before the original aria,
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which is in the copyist's hand. Given that the word text of this manuscript is fully
compatible with the Turin libretto and that Mercadante is known to have overseen the
Turin production, we may be sure that this is the score that Mercadante used to direct

from on that occasion.

The autograph alterations to the GB-Lb/ manuscript are clearly important to our
understanding of the performance history of La testa di bronzo. Their significance,
however, goes beyond just this particular opera, for they establish unequivocally that
Mercadante, in modifying a score for a new production, not only made cuts and
recomposed passages, like any other composer, but rather than substituting an aria,
might compose an entirely new setting of the same words - something which, of
course, cannot be recognised from a libretto edition. And if this was not just an
isolated occurrence, but part of a more consistent policy, did he do the same thing
when he revised Gabriella di Vergy for Genoa in 18327

The Teatro das Laranjeiras, then, contrary to what might be expected of a small private
theatre, was not dependent on the Teatro de 8. Carlos. Its owner, the Baron of
Quintela, obtained scores himself from Italy. With the exception o7 La festa di hronzo,
which he commissioned, the cases whose origin we have traced consistently suggest
Milan as a source. To the extent that the repertoire was also performed at the S.
Carlos, the indications are that the Baron supplied it with scores he had obtained. not
the reverse. Any similarities in the produtions at the two theatres should be viewed in
that light. La testa di bronzo raises questions regarding the extent to which

Mercadante reset texts when modifving his scores for subsequent performance.
Productions at the Salitre and or Rua dos Condes theatres. Lishon

Qur knowledge of productions of [talian opera at the Salitre and Rua dos Condes
theatres is extremely limited. It is not even clear whether both theatres were involved.
though it is quite possible. Seemingly, no libretto editions were printed, so that the
only evidence we have is a small group of manuscripts of four operas preserved at the
Ducal Palace, Vila Vigosa (P-1'F), which have somehow escaped the ravages of time.
In no case does this material give a place of performance, and in anly one instanee a
date {1800) but from the fact that the word texts are written by and large in

Portuguese rather than Italian and the naming, in some mstances, of the singers
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involved, we know that it belongs to the very last years of the eighteenth century or
the first decade of the nineteenth at the Salitre or Rua dos Condes.

« Paisiello Lo strambo in Berlina

First performed at the Pantheon, London, on 16 June 1791, with the title La locanda,
it was revised by the composer the following year for production at the T. de'
Fiorentini, Naples, and given the new title / fanatico in Berlina. It was first
performed at the T de Sdo Carlos on 6 April 1795 with a further production there n
Spring 1798, in both cases under the title Lo strambo in Berlina. At the T. de Sao
Jodo. Oporto, it was given as /! fanatico in Berlina in Carnival 1799.

The material at Vila Vicosa (P-F1" G 34) consists of a score of Act | and parts. The
score has the title /I fanatico in Berlina, is in Italian and, to judge from the watermarks
in the paper and copyists' hands (including Joaquim Casimiro's), was evidently copied
at the S. Carlos copisteria. Performance indications and the version it contains make it
clear that it was actually used at the S. Carlos. Given that this score was not part of
the royal library but a working copy from the S. Carlos™, there is no reason why it
should not then have been passed on to some other Lisbon theatre.

Turning to the parts, these are in Portuguese though the title sometimes appears as //
fanatico in Berlina and sometimes as L 'Estrambo in Berlina (neither Italian nor fully
Portuguese). Since the title Lo strambo in Berlina was peculiar to the S. Carlos and
since the material in Portuguese is consistently compatible with the version staged
there, we must suppose that this Portuguese version stems from the S. Carlos. Among
the singers whose names appear on the parts are [Joaquina] Lapinha, which both
places and dates the Portuguese production as being in the first decade of the
nineteenth century at one or other of the T. da Rua dos Condes or T. do Salitre.

If we take the case of Portugal's Le donne cambiate, we find a similar pattern.
According to the composer's catalogue of his own works’, he produced a separate
Portuguese version of the opera, with the title () Sapateiro, for performance at the T.
da Rua dos Condes. The set of manuscript parts at Vila Vigosa (P-F1 G 46),

however, gives the title consistently as As Damas Trocadas, a direct translation of the

"2Noie Loo that the Act I of the opera at P-La preserves a different version.
73Cited by Vieira (1900). p. 216.
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original title, retained for the 1804 S. Carlos production™. Furthermore, the duet for
the Conte and Contessa found in this material is a substitution, one which the
composer wrote specially for Gafforini and Naldi at the S. Carlos. The score for the
Portuguese production to which the Vila Vigosa manuscripts relate must again have
come from the S. Carlos™. '

+ ‘Moreira' [l disertor francese

Everything about Moreira's opera /I disertor francese seems enigmatic. To begin with,
as NG, NGO and other reference works tell us, its premiere took place at the T
Carignano, Turin, during the Carnival season of 1800. This is confirmed by the printed
librette edition, which tells us "La Musica & del celebre signor Maestro Leali all'attuale
servizio di S. M. il re di Portogallo" (The Music is by the celebrated Maestro Leals,
currently in the service of H. M the King of Portugal). But how did an opera by a
Portuguese composer who never set foot outside his native country come to receive its
premiere in Turin? It is true that Moreira's brother-in-law, Marcos Portugal, was in

Italy at that time, but he was busy in Milan that season preparing /dante for La Scala.

Then there is the material (parts only, with no full score) at Vila Vigosa (P-/'1"G 8) in
a Portuguese version dated 180076 Did it, like Lo strambo in Berlina or /. donne
cambiate, stem from a production at the S. Carlos? The problem is that no libretto
survives for a production of Moreira's opera there, even though the composer was
maesiro at the theatre for several seasons. But might it not be that it was in actual fact
performed there only without the libretto being printed” Perhaps, but there is nothing
that points to this. And if these manuscripts do not stem from the S. Carlos, did
Moreira simply make available to the Rua dos Condes or Salitre a copy he had retained
of an opera he had somehow had put on in Turin?

With all the questions that arise we are reduced to pure guesswork.

"The performing edition entitied 4s Damas Trocadas. performed at the Teatro de S. Carlos in
November 1994 and repeated the same month at the Clerkenwell Music Festival. London. prepared by
the present author. was based on this material.

3The material for Pasicllo's I/ barbiere di Siviglia (P-}7° G 27) consists of two bound full scores.
probably of Italian origin. and parts. some in Italian, some in Portuguese. in one instance with the
[talian text covered by thin strips of paper with the Portuguese translation written on them. The part
for "Rosinha” [sic in Portuguese| is dentified as having been sung by Lapinha. Since we have no
libretto for the S. Carlos productions we cannot verify the potential links between the latter and this
Portuguese version.

76 Alegria (1989).

21019



There are two further partial sources for Moreira's opera: the printed libretto of a
further production, given at the T. alla Scala, Milan, in the Summer of 1800, with the
shortened title /! disertor, attributed to "Il celebre Maestro Leali all'attual servizio della
Corte di Portogallo" {the celebrated Maestro Leali, currently in the service of the
Portuguese Court”; and two manuscript trios attributed to "Maestro Leali" preserved
at the Conservatorio di Musica Giuseppe Verdi, Milan.

If we compare the Turin and Milan libretti, something of a surprise awaits us. Even by
the standards we have grown accustomed to, the versions are very different. Indeed,

of the ten arias at Turin five are substituted and two are cut, leaving only three intact.

Three other things are also noticeable. Firstly, of the two manuscript trios at the Milan
Conservatoire, only one, "A un sol moto a un gesto solo” (I-Mc (Noseda) 100-121),
appears in the libretto editions - in Act II Scene 8 of both. The other (/-Mc (Noseda)
132-147), upon closer investigation turns out to be a misattribution, belonging instead
to Nasolini's Fugenia. Secondly, in both editions the word text of the [ntroduzione of
Act I, of almost all the recitatives, the Quartet in Act II and both Finales follows the
text of Gazzaniga's opera /I disertor, often, as at Lisbon, given under the title //
disertor francese. Thirdly, Eugenia's aria "Quelle pupille tenere” in Act I Scene 12 at
Turin, but substituted a1 Milan, is a borrowing from Cimarosa's G/i Orazi e i Curiaci.

All of these features - the instability of the two libretto editions, the overall structural
similarity to Gazzaniga's opera, the borrowing of an aria from Cimarosa and the
inclusion of a trio which supports an attribution to Moreira - pomnt to the same
conclusion; that the opera performed at Turin and Milan was a pastiche taking
Gazzaniga's opera as its point of departure and with probably no more than a single
trio by Moreira”. If we accept this hypothesis, we are still left with two fundamental
unanswered questions: for one, how did the Moreira trio reach Turin (and Milan) and,
for another, how come there are manuscript parts of Moreira's // disertor francese at
Vila Vigosa?

If we look first at the manuscript, the solution turns out to be quite simple. Nowhere
on any of the parts is the composer actually named. The attribution is that of the

collection's cataloguer, Canon Alegria, whose ascriptions the present author has had

’Comparison with Portugal's Tite Fespasiano. discussed above in the section concerning Portugal's
Artaserse and Mozart's La clemenza di Tito. is instructive here. With a pastiche only a minimal
amount by the composer to which it is attributed may actually be his.
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reason on another occasion to challenge™. If instead of Moreira, we attribute this
manuscript to Gazzaniga we are much closer to the truth, for although there are
differences when compared to the premiere production of his opera at the T. Pergola,
Florence, in Spring 1779, they are precisely the same differences as found in the S.
Carlos production on 13 May 1796. Furthermore, the Portuguese translation is exactly
that found in the S. Carlos libretto edition. This material then, must be added to Lo
strambo in Berlina and Le donne cambiate as stemming from the Teatro de Sdo
Carlos, leading us to the conclusion that the scores of Italian operas performed in
Portuguese at the Rua dos Condes and/or Salitre theatres were consistently acquired
from the S. Carlos.

Though the attribution of the Turin/Milan opera and the Vila Vigosa manuscripts to
Moreira is no more than a flight of fancy, there are important links between them. As
well as the sections by Gazzaniga, the Moreira trio is also present in the S. Carlos/Vila
Vigosa versions and two other substitute arias at Lisbon reappear at Turin, one being
retained at Milan. The missing link proves to be quite simple, for Maria Panizza, the
Contessa at both Turin and Milan (probably the crucial connection between these two
productions™), had sung in Gazzaniga's opera at Madrid in 1797 and, as we know
from the precious documents in the Barberi collection of the Biblioteca Nacional,
Madrid, discussed in the Introduction to Part 2, Gaetano Neri brought a score of
Gazzaniga's [l disertor francese with him from Lisbon to Madrid.

We must conclude, then, that the Portuguese versions of Italian operas performed at
one or both of the T. da Rua dos Condes and T. do Salitre, all stem from the T. de Sdo
Carlos. O Estrambo em Berlim, given the unusual form of the title and the fact that
the full score of Act [ was written by copyists known to have worked at the Séo
Carlos, cannot have come from anywhere but that theatre. [/ disertor francese proves
to be Gazzaniga's opera of that title and follows both the version and the Portuguese
translation used in the 1796 S. Carlos libretto. As Damas Trocadas includes a duet
that Portugal only composed in 1804 for the S. Carlos production. Each of these three
thus shows an irrefutable link with the T. de Sdo Carlos. There can be little doubt that
had a libretio for Paisiello's // barbiere di Siviglia been printed for the S. Carlos, we

"BCranmer (1988). In this articie. taking the as vet only tvpewritten catalogue available at Vila
Vigosa. | challenged the attribution to Marcos Portugal of two scores: AArtaserse ActIII (P-1T G 40) -
Portugal's opera was in two acts and differs entirely from this score - and Demofoonte (P-11° G3ly-
among this motley assortment of incomplete scores. one section is actually the Finale of Act I of
Cimarosa's Li due baroni di Rocca dzzurra. which has the character D. Demofonte [sic].

"9Filippe Senesi also sang in both productions. Two of the arias that remained intact at Milan were
thosc that he sang.
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would be able to show comparable connections with the full scores at Vila Vigosa. In
short, it would seems that operas that were successful at the Sao Carlos got borrowed,
bought or pirated and then translated into Portuguese for use at the more downmarket
theatres.
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Chapter 9

Conclusions

In the introduction to Part 1, re-iterated in the introduction to Part 2, a series of
questions was posed regarding the transmission of operas to and from Portugal. In the
course of Part 2 answers have gradually emerged. In this final chapter we shall answer
the questions systematically, by briefly recapitulating on conclusions already reached
and adding further points and examples as appropriate.

To what extent were operas transmitted by composers?

With 7 baccanti baccanali di Roma we saw how Generali took the opera from Venice
to Trieste, where he made revisions. Several similar cases arose in chapter 8, most
strikingly of all in the case of Meyerbeer's !l crociato in Egitte, where the composer
oversaw productions and made revisions in at least four theatres after the premiere.

As regards Portugal, the only theatre to which composers brought operas already
performed elsewhere was the T. de S0 Carlos, Lisbon, We have seen how P. C.
Guglielmi brought Dorval e Virginia with him from Madrid to Lisbon and how Marcos
Portugal probably brought Fernando nel Messico and Demofoonte from Italy. |
suggested, however, that we should not assume that this was also necessarily the case
with Portugal's I! ritorno di Serse or Le donne cambiate, because of the previous

association of certain singers with these operas.

It is likely that the following operas were also brought to the S. Carlos by their

respective composers (listed chronologically by composer);

Fioravanti Le cantatrici villane
I villano in angustie
P. C. Guglielnu L'amante di tutte fedele a nessuna
Coccia La donna selvaggia
Elena e Constantino
Mercadante Didone abbandonata
Adele ed Emerico
Ipermestra

We have also seen how Marcos Portugal probably took operas with him to Brazil,
namely L'oro non compra amore and Artaserse. Similarly, Mercadante took La festa
di bron=o and Gabriella di Vergy with him, overseeing revised versions in Turin and

Genoa respectively. I have found no evidence of this occurring in any other case.
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One opera composed for the T. de Sio Jodo, Oporto, Marino's Didone was otherwise
only performed at the S. Carlos, but it was the protagonist, i.. a singer, not the

composer who was responsible for its transmission.
To what extent were operas transmiited by the impresario?

Whereas in Italy, with both La ballerina amante and [ baccanti/baccanali di Roma, it
was impossible to distinguish between transmission directly through the impresario and
transmission through his troupe of singers, the situation in Portugal was different.
With regard to impresarios, we have seen clearly how Francesco Antonio Lodi must
have used the same score of Cimarosa's Chi dell'alirui si veste presto si spoglia at the
T da Rua dos Condes and subsequently at the T. de Sdo C arlos. Although no libretto
was printed we know of performances at the S. Carlos in the 1790s of a number of
other operas that had aiready been performed at the R. dos Condes and we may
reasonably suppose that Lodi again reused the same scores:

Cimarosa Giannina e Bernardone (Condes 1791, S. Carlos 1794)
L'impresario in angustie (Condes 1792, S. Carlos 1795)
1%iialiana in Londra (Condes 1791, S. Carlos 1795)
Paisiello 11 barbiere di Siviglia (Condes 1791, S. Carlos 1796, 1797,
17981)
{ zingari in fiera (Condes 1791, S. Carlos 1797)

The only other cases where an impresario was clearly the transmitter involve
Crescentini. but he possessed scores as a function of his being a leading singer, only

circumstantially becoming impresario at the S. Carlos.
To what extent were operas transmitied by froupes of singers?

Singers tended to reach the S3o Carlos and S&o Jodo in pairs or small groups and the
only case we have of a troupe as such, in the sense of a group of singers already
accustomed to working and travelling together, was that centred on Carlo Cauvini,
Angiolina Cauvini and Giuseppa Collimi. All three had been involved in both the
London and Dublin productions of Mozart's Cosi fan tutte in 1811 and must have
brought the opera to Oporto in c.1816. Given that Teresa Bertinotti also sang in the
Dublin production and seemingly travelled with them to Lisbon, it is highly probable
that Cosi fan tutte was also performed by them at the . Carlos between late 1812 and
1814 Also in the same troupe was Giuseppe Bertini, who had sung in the 1812

IThe 1799 production at the S. Carlos was already during Crescentini's management.
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London Pantheon production of Portugal's Le donne cambiate, repeated at the S.
Carilos for Bertini's Benefit in 1814, The troupe probably brought this score from
London too. Likewise Pucitta's La caccia di Enrico IV.

It is worth drawing attention to the débuts of Domenico Mombelli's daughters Maria
Ester and Anna at the Sdo Carlos. Together with their father and the family friend
Ludovico Olivieri, with whom they had travelled to Portugal, they subsequently
formed a troupe: Maria Ester as the soprano, Anna as the contralto, Domenico as the
tenor and, up to 1813, Olivieri as the bass. After this date the father and two
daughters continued to tour together until 1817. The troupe's main pieces were
Rossini's Demetrio e Polibio, commissioned of the young composer by the Mombelli
family and written in 1808, when he was 16, and Coccia's Evellina, both of which they
performed in a number of [talian theatres. However, they also went on to perform

P. C. Guglielmi's La distruzione di Gerusalemme, which Domenico Mombelli or
Olivieri probably brought from Naples and first sang in at Lisbon, and the 'Fioravanti

pastiche, attributed at Lisbon to Gardi, Nardone e Nannetia.
To what extent were operas transmitted by individual singers?

The role of singers as agents of transmission has been a recurrent feature among the
operas we have considered. We do, however, need to be clear that, on the one hand,
singers sometimes transmitted whole operas and sometimes only a series of numbers
that could be inserted into one or more operas, and, on the other, that the singer might
actually own this material or merely be transporting it from one theatre to another.
Nor is it necessarily clear which of these cases we are dealing with i any particular

instance.

That singers brought scores they possessed to Lisbon is extremely plain during the
period bound by Girolamo Crescentini's arrival in 1798 and the 1st French invasion in
1807. Among our case studies we have already identified operas almost certainly
transmitted in this way through Crescentini himself, Angelica Catalani, Domenico
Viombelli, Elisabetta Gafforini and Marianna Sessi.

When examining our model operas we also saw how Francesco Marchesi in the 1790s
must have possessed and brought a score of Cimarosa's La ballerina amante, to which
we should add the double bill consisting of P. A. Guglielmi's Lo sciocco poeia di
campagna and Palma's Gli amanti della dote - he sang the roles of D. Properzio/

D. Favonio, respectively, at Livorno in 1793, at Lisbon in 1794 and Madrid in 1795,
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where the Guglielmi opera was so pastiched that it was attributed to 'Diversi' and
entitled Lo sciocco presuniuoso?. Pietro Guariglia, we further noted, similarly brought

a score of La hallerinag amante.

To these singers we should add, at various points during our period, the following

cases of singers probably owning and bringing operas:

«  Giuseppe Tavani: Nicolini's Le nozze campestri - he played Albertone at the
Milanese premiere in 1794, probably repeating the role at Madrid in 1795 and
certainly at Lisbon in 1797,

«  Marianna Albani: Marino's Didone - it was composed for her at Oporto in 1798
and she sang the title role at Lisbon in 1799, as she must have in Oporto;

+ Luigi Martinelli: Paer's Agnese - he sang Uberto at Rome in 1813 and Turin in
1815, and presumably in this role at Lisbon i 1816, as he did again in 1823,

+ Paolo Rosich: Paini's La figlia dell'aria - he took part in the Parma premiere In
1816, singing Timoteo at Lisbon in 1820 and prabably the same role at Madrid in
1822;

+  Giuseppe Lombardi: Rossini's Eduardo e Cristina - he sang various roles at Reggio

nellEmilia, Ravenna, Verona, Rovigo and Bologna in 1820, and at Lisbon in 1822

There may have been other cases, for which the evidence is less clear cut. Did Luigi
Mari possess and bring scores of Nicolini's Coriolano and Quinto Fabio, both of which
he sang in at Vicenza in 1813, repeating them at Lisbon in 1818 and 1820,
respectively? Did Giovanni Battista Montresor acquire a score of Mercadante's £lisa e
Claudio® He took part in productions at Madrid in 1826 and 1827, Lisbon in 1828,
New York in 1832 and Venice in 1841.

As for operas acquired at and taken on from Lisbon, we have seen clear cases
involving Catalani, Gafforini, Naldi, Sessi, Mari and Favini. In addition to these we
should add:

« Crescentini: Cimador's Pimmalione - he sang the title role at Lisbon in 1801,
presumbably the same role at Piacenza in 1804 and at Paris in 1806

o Cartagenova: Rossini's Mosé in Egitto - he played the part of Faraone at Lisbon in
1826, presumably repeating the role there in the 1827 revival, Madrid in 1830 and

Turin in 18333.

Marchesi also sang D. Properzio in Lo sciocco poeta di campagna. but without Palma's opera. at
Ancona in 1799.
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As for singers as 'transporters’, clear examples are not so easy to spot. On the one
hand, singers often took part in more than one production of the same opera purely by
chance, or even out of choice, without necessarily being responsible for carrying a
score. Thus, merely singing twice in the same opera, while sometimes suggestive,
cannot by itself be taken as evidence for being a carrier. On the other hand, there is no
reason why singers should not act simply as transporters of scores without ever taking
part at all in the corresponding opera, just following an instruction to ‘bring the latest
hits' with them.

Where we wish to suppose singers to have been transporters, then, we need clear
evidence either that a particular version travelled from one place to another and so did
a singer, or that the speed with which an opera travelled suggests personal delivery
rather than forwarding through an agent*. We also need evidence that the singer did
not actually own the score, for example by showing that his or her link with the opera
involved was incidental and did not recur.

We saw in the Introduction to Part 2 that Francesco Marchesi probably took Nasolini's
Eugenia from Lisbon to Madrid and that Gaetano Neri definitely took Dalayrac's
Raollo signor di Crequi and Gazzaniga's /! disertor francese. We also found clear
evidence for Luigi Mari, Domenico Vaccani or Giovanni Maria De Capitani carrying
Coccia's La festa della rosa from Lisbon to Madrid and for Luigi Rigola acting as
transporter of Meyerbeer's /I crociato in Egitto to Oporto. To these we should add:

+ Cimarosa /I matrimonio segreto

Premiere: Vienna, Burgth., February 1792; Lisbon, S. Carlos, Lisbon, 6 August 1794,
Luigi Bruschi sang Paolino at the T. Pergola, Florence, in Spring 1793 and repeated 1t
at Lisbon. Girolamo Crucciati sang the role of Conte Robinson at the T. Nuovo,
Vicenza in Summer 1793 and likewise repeated it at Lisbon. Neither appears to have
sung the opera again after his stay in Lisbon and either may have brought the score.

+ Mayr La Lodoiska

Premiere: Venice, Fenice, 26 January 1796; Lisbon, S. Carlos: 4 November 1798,
Pietro Bonini sang in the premiere as Narseno. Although long enough had elapsed for
the opera just about to have reached Lisbon simply through agents in Italy, Pietro
Bonini was again in the cast, repeating the same role at Lisbon, and the opera was

3 Although he sang Favel in Mercadante's Gabriella di Vergy at Lisbon in 1828, Genoa in 1832, Turin
in 1833 and Naples in 1840, he is unlikely to have possessed the scare. The composer was present for
the first two productions and the other two are separated by seven vears.

*Operas typically took at least two to three years to reach Lisbon from first performance in Italv. Even
two vears, and certainly anything Jess. is strongly suggestive of a more personal delivery service. In
the vast majority of cases. operas were first performed in Oporto a year or two later than in Lisbon.

13



otherwise only performed in the Iberian peninsula many years later, at the T. Principal,
Barcelona, in 1816. There is no record of Bonini singing in the opera after he left
Lisbon.

« GardiLa donna ve la fa

Premiere: Venice, S. Moisé: May 1800; Lisbon, S. Carlos: October 1801. Filippo
Senesi gave his Lisbon debut m this opera. His movements between the end of July
1800, when he was still in Milan, and October 1801 are unknown. He may have
visited Venice, but in any case, he could easily have gathered scores, including this
one, and brought them on to Lisbon. He was a minor soloist, on the fringe of the Sao
Carlos, and unlikely, therefore, to have carried around scores of his own.
« P.C. Guglielmi La contessina contrasiata

Premiere: Rome, Apollo: 28 December 1805; Lisbon, S. Carlos: Spring 1806. The
original cast included Giuseppe Tavani as Conte Orlando, a role he repeated at the S.
Carlos a mere six months later. It is difficult to see any way the opera could have
ceached Lisbon so quickly other than through Tavani. He did not, however, sing the
role subsequently.

« Gnecco La prova di un'opera seria

Premiere: Milan, Scala, 16 August 1805; Lisbon, S. Carlos: Summer 1806. These
productions, separated by only a year, had no singers in common. However, Marianna
Sessi was singing at La Scala immediately after the premiere and reached Lisbon for
the Spring season of 1806. Since La prova di un'opera seria was an opera buffa, it
would have been of no interest to her as a performer, but she could, nevertheless, have
been the transporter, responsible simply for bringing the score to Lisbon.

» Vaccai Zadig ed Astartea

Premiere: Naples, S. Carlo: 21 February 1825; Lisbon, S. Carlos: 4 February 1827 as
Astartea regina di Babilonia. Antonio Piacenti had sung in the opera at Florence in

Autumn 1826, just a few months before taking part in the Lisbon production.

A number of other cases pose difficulties. A good example is Mayr's L'intrigo della
lettera, which was premiered at the T. San Moisé, Venice, in Autunno 1797, and
performed at the T. de Sao Carlos, Lisbon, at some point in 1798. Even if the
production took place at the very end of the year, the transmission was unusually
rapid. Giovanni Zamperini was the only singer to come to Lisbon from [taly in the
meantime, but, as a castrato, he performed largely in the Papal States and in the
relevant period seems not to have strayed further than Florence. It would, in the
present author's view, be far-fetched to suppose he transported the score.
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From the middle of the second decade of the nineteenth century, when Rossini fever
swept across Europe, the calibre of singers at Lisbon was not as it had been prior to
the Napoleonic invasions (at Oporto it had never been very great). Furthermore, the
whole distribution system seems to have grown to depend less on the possession of
scores by individual singers or on singers acting as transporters, but to have worked
through a more general system of contacts between agents, copy houses and theatres.

What links were there among theatres within Portugal?

To begin with let us just for a moment consider the operas repeated at the same
theatre. Although there are many examples of this, particularly with the Rossini operas
in the 1820s, it was rare for a new libretto edition to be reprinted, the few cases all
being of operas performed at the S. Carlos. To a large extent we may take this as
probable evidence that the text remained unaltered or only slightly modified (e.g.
through cuts), there being little point, therefore, in printing a new edition of the
libretto. This would be a continuation of the practice we observed above in the non-
printing of libretti for productions in the early years of the S. Carlos that had already
been performed at the T. da Rua dos Condes.

On the other hand. we need to recall that the 1801 edition of Cimarosa's G/i Crazie i
Curiazi differed from the 1798 edition in having an altered ending and various
substitutions resulting from Angelica Catalani's involvement. To this we may add

the case of Andreozzi's La morte di Saulle, where the 1804 libretto includes substantial
alterations made by Giuseppe Caravita and set to music by Domenico Mombelli, while
the 1807 edition entitled simply Sautle, though performed for Mombelli's Benefit,
omits all this material and reverts to a more original version. Then turning to the latter
part of our period. we have seen how the 1823 libretto edition for Rossini's Mose in
Egitto included an idiosyncratic substitution, normalised in the 1826 version. In all
three cases, however, the two editions are mutually compatible, involving
strarghtforward substitutions, additions or cuts that could readily have been made by
altering the same physical copy of the score.

Turning to operas repeated at different theatres within Portugal, the only theatres with
a substantial overlap of repertoire were the T. de Sdo Carlos and T. de Sdo Jodo,
though the huge gaps in our knowledge of what was performed at Oporto, particularly
between 1800 and 1819, make it difficult to assess the extent of this overlap. Asto
links between these two theatres other than through singers, we find definite evidence
of connection in some cases, e.g. Coccia's C'lotilde and Rossini's Orello, but in others
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we must assume different sources of supply, e.g. Paer's Griselda and Rossini's Moseé in
Egitto.

As for the T. das Laranjeiras, it seems that its owner, the Baron of Quintela, acquired
scores independently, particularly from Milan. Where links can be shown with the T.
de S. Carlos, this would seem to be to do with the Baron's overseeing of the latter's
management. In two instances, Mercadante's /! castello dei spiriti and Generali's
Chiara di Rosemberg, the scores were probably used first at the Laranjeiras and only

subsequently at the S. Carlos.

By contrast, the Vila Vigosa scores of Portuguese versions of operas performed at the
T. da Rua dos Condes and/or T. do Salitre show that there were direct connections
between these theatres and the T. de S#o Carlos. In all three cases where it is possible
to compare the scores with S. Carlos libretti, it is clear firstly that the S. Carlos
production came first and secondly that the Portuguese versions were made using

scores stemming from there.
What links were there with neighbouring Spain?

Despite its geographic proximity, connections with Spain have proven to be

consistently tenuous and incidental.

In the case of Barcelona, there is no proven case of a score going to or coming from
any Portuguese theatre and even within Spain, Palma (Majorca) seems to have been
the only city to have been closely linked with it. The absence of a Barcelona-Lisbon
link is particularly surprising considering that both cities are ports and that any ship
between Italy and Lisbon would have to pass Barcelona, with or without stopping.

Links with Madrid, though not close, can be shown from time to time. They did,
however, depend on personnel movements - the composer P. C. Guglielmi in the case
of the only opera that definitely came from Madrid and singers in the cases of those
that went ro Madrid.

As for the Seville and Cadiz theatres, there are no clear links with Portugal, though
again personnel movements, particularly from Lisbon to these cities at the end of our
period mean that some transmission of scores cannot be ruled out. There are more
obvious connections, albeit quite loose, between these theatres and Madrid.
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To underline the fundamental separateness of Portuguese and Spanish theatres, let us
just add the following points. Of Marcos Portugal's Lisbon operas only L 'oro non
compra amore was ever performed in Spain, at the T. de Ia Cruz, Madrid, in 1819,
fifteen years after its premiere, Dy which time it was a well-established, indeed already
waning, opera in Italyl, from where it almost certainly came. His opera / due gobbi,
premiered at Florence in 1793, was performed af the T. Principal, Barcelona, in 1795
but to this day, as far as is known, has never been performed in Portugal. Generali's
opera Gusmano di Valore, written for Barcelona was not performed in Portugal, while
his /domeneo, premiered at Lisbon in 1819, was never performed in Spain. Nor was
Rossini's Adina. Of Mercadante's Lisbon operas only Gabriella di Vergy was ever
staged in Spain, reaching Barcelona only after widespread performance n [taly, n
1837, while his Cadiz operas La rappresaglia and Don Chisciotfe alle nozze di
Gamaccio, premiered there in 1820-30, were never given in Portugal One could go

on.
What links were there with Brazil 7

Just as links can be shown in some instances but not all between Lisbon and Oporto, so
100 between Lisbon and Rio de Janeiro. Two of Marcos Portugal's S. Carlos operas
received performances at the cowt in Rio, Salieri's Axur re d'Ormus found its way
from the royal library in Lisbon to the T. de Sdo Jodo, Rio, and Rossini's Adina,
premiered at the S. Carlos in 1826, found its only other nineteenth-century production
at the T de S. Pedro, Rio. On the other hand, a number of operas had Rio de Janeiro
premieres prior to the S. Carlos premiere and a number of operas performed at Rio
were not staged at all at the 8. Carlos. Scores must have reached the Rio theatres.
then. from a variety of sources, of which Lisbon was just one. No links have been
established between Oporto and Rio de Janeiro.

What links were there with Italy?

In the Introduction to Part 2, we learnt that in 1814 agents in Milan were seeking
copies of scores from the publishers (copisterie) Artaria and Ricordi to send to
Portugal. We have further found, regularly throughout the period, that the versions in
which operas were performed at Lisbon, even when there was no singer involved in
transmission, regularly coincide with or are compatible with earlier Milanese versions,
specifically in the cases of the S. Carlos productions of Cimarosa's Chi dell'altrui si
veste presto si spoglia (via the T. da Rua dos Condes), Coccia's Clotilde and the
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Laranjeiras production of Coccia's Arrighetto. At Oporto we could add to this

Rossini's Mose in Egitto.

Equally we have found plenty of exceptions to the Milanese connection. Cimarosa’s /]
convito would seem to have reached the S. Carlos from Venice, Trento's La finta
ammalata from Florence, Gnecco's Filandro e Carolina from Rome and Morlacchr's
Tebaldo e Isolina from Bologna. The small group of opéras comiques in Italian
translation came systematically from Monza, albeit very likely through a Milanese
agent. Some S. Carlos productions show the availability of multiple versions, from
different cities, as was the case with Generali's [ baccanali di Roma and Meyerbeer's //
crociato. Thus, though we might agree that Milan should be regarded as perhaps
primus inter pares, we would be quite wrong to assume that all or even most scores

came from there.

What links were there with other leading operatic centres such as Vienna. Paris and

London?

In the case of Vienna, there are no definite cases of connection with Portugal other
than through the movements of singers. Salieri's Axur re d'Ormus may have come to
Lisbon direct from Vienna through Crescentini. Mozart's La clemenza di Tito certamly
came from there via Munich through Sessi. Other operas premiered there, however,
for example Cimarosa's // matrimonio segreto, reached Lisbon via Italy, in this

instance probably carried by Bruschi or Crucciat:

As regards Paris, although Luigi Gianella, an Italian composer normally resident there
came to Lisbon to stage his [figenia in Aulide in the wake of the 1st French invasion,
there is only one case of a link between the French capital and Portugal that did not
involve personnel movement: Fioravanti's La capricciosa pentita, under the title
L'orgoglio avvilito, seems to have reached Oporto from Paris through family
connections - from the prima donna Camilia Berberis Ferlendis to her sister-in-law
Giuseppa Ferlendis Zanfardini.

The military and economic links between Portugal and Britain during the Napoleonic
period and its immediate aftermath led to operatic connections between London and
Portugal. While, on the one hand, Catalani, in particular, took scores from Lisbon to
London, the troupe centred on Giuseppa Collini and the Cauvinis brought others to
Lisbon and Oporto. There are no cases, however, of connection between the two

countries other than as a consequence of personnel movements.
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To what extent did operas composed for Portuguese theatres travel on elsewhere?

We have already encountered cases of new operas travelling on elsewhere from
Portugal through both composers (Portugal and Mercadante) and singers (especially
Catalani and Gafforini). Apart from the single case of Rossini's Adina, however,
which. as we have seen, went on to Rio de Janeiro, no other opera premiered in Lisbon

did so. The traffic with Italy, in particular, was strictly one-way.

What connection is there between scores surviving in Portuguese libraries, on the one

hand. and performances in Portugal. on the other?

Scores potentially connected with performances in Portugal are to be found in six
Portuguese libraries. There is also related material in two London libraries. The
conclusions we have reached about them are summarised below and brief reference is

made to the few scores we have not so far considered.

Beginning with the Ajuda Palace Library, part of whose original holdings are now at
Vila Vigosa, the huge collection of eighteenth-century scores was, as we have seen,
gathered prior to the opening of the S. Carlos, for use at the court theatres. None of
these scores was used at the S. Carlos, =ven though there was considerable overlap in
the repertoire in the early years. Some can clearly be linked to productions at court
theatres up to 1792, The full score of Axur re d'Ormus, missing from both libraries,
was probably sent on to Rio de Janeiro, the version performed at the T. de S. Jodo
there in 1814 being identical to that at Ajuda in 1790.

With the possible exception of Act I of Fernando nel Messico, all of the full scores of
operas by Portugal and Fioravanti in both libraries, together with the Act I of Z'oro
non compra amore at the Arquivo Nacional de Torre do Tombo, Lisbon, and the Act I
of Demofoonte at the Biblioteca Nacional, Lisbon, were copied at the S. Carlos
copisteria.

At Vila Vicosa there is a further small group of parts and full scores in Italian and/or
Portuguese used for actual performance at the T. da Rua dos Condes and T. do Salitre,
This material, relating to Paisiello’s Lo strambo in Berlina, Gazzaniga's Il disertor
francese and Le donne cambiate, stem from S. Carlos productions. Also at Vila
Vicosa there are performance scores relating to the 1794 S. Carlos production of
Gazzaniga's /] palazzo d'Osmano, including four pieces composed by Leal Moreira,
and some parts for Portugal's L 'Argenide, used there for the 1804 production.
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At the Ajuda library there are two scores that do not fit into any of these three groups:
Mayr's Ginevra di Scozia and Pavesi's Un'avvertimento ai gelosi. Neither shows any

kind of performance indications and it is unlikely they were ever actually used.

The Biblhoteca Nacional possesses a largely autograph score of Portugal's La morte di
Semiramide, at one time the subject of a wrangle between Catalani and Crescentini,
and the autograph of an aria from his Artaserse, which through Sessi found its way
into Zingarelli's Giulietta e Romeo, as well as pastiches attributed to Portugal. Also
ameong the library's holdings are single numbers from various of Portugal's Lisbon
operas. The score of Morlacchi's Tebaldo e [solina was used at the S. Carlos,
certainly the origin also of that of Moreira's A Vinganga da Cigana. Like Ajuda, the
hibrary also possesses Pavesi's Un'avvertimento ai gelosi, which again we cannot link
to any actual production.

The only relevant scores in the archives of the Teatro de S. Carlos itself date from the
late 1820s. The manuscript of Meyerbeer's /! crociato in Egitto, as we have seen, was
certainly used at the theatre in 1828. It is less clear whether the score for Pacini's
Temistocle 1s related to the 1827 production there. There is also a manuscript of
Vaccai's Giulietta e Romeo, the final scene of which was removed at an early stage and
attached to the score of Bellini's / Capuleti e i Montecchi to form the latter's so-called
'Vaccai Act I1I®. Intact, the Vaccai score is fully compatible with the libretto for the
1828 §. Carlos production.

At the Biblioteca Municipal, Oporto, there are scores of three operas by Rossini, Mosé
in Egitto, Riccardo e Zoraide and Armida, and of Gnecco's La prova di un'opera
seria. The Rossimni scores are from later in the century, the titles given in German on
the spines, and evidently have nothing to do with Portuguese productions in our
period. The Gnecco manuscript, on the other hand, clearly dates from the early part of
the nineteenth century. It is compatible with the 1806 $. Carlos libretto, which does
not, however, exclude the possibility of its connection with productions in Oporto, for
which we possess no libretti.

Turning to London, the British Library's score of Portugal's Fernando nel Messico is
essentially the composer's autograph, now somewhat altered. It originally belonged to
Elisabeth Billington and was taken by her to London, where it was reused for the

*It was common practice throughout the nineteenth century to replace the final grave scene of Bellini's
opera by that of Vaccai's slightly earlier Giulietta e Romeo. See Cranmer (1990) for details of how
this came about and the importance of the 1833 §. Carlos production of [ Capuleti 1o our
understanding of it.
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King's Theatre production in 1803. It was acquired by the theatre's principal double
bass player Dragonett: and now forms part of the British Library's Dragonetti bequest.
It thus has nothing directly to do with the version of the opera performed in Lisbon in
1805.

Also in the British Library is a score of Mercadante's La festa di hronzo. This
manuscript, basically a copy, must have been taken by the composer from Lisbon to
Turin, where he inserted autograph changes used at the production there in 1831. The
score was subsequently acquired by one A. Mapleson, probably responsible for
bringing it from Italy to London and was purchased from him on 13 July 1878¢.

To conclude, let us return to the scores of Portugal's L'oro non compra amore and
Artaserse, and Fioravanti's Camilla at the Royal College of Music, for they present a
last enigma. Although we know their origin (the S. Carlos copisteria), unlike the
British Library scores, we know nothing of their subsequent history. How, then, did
they reach London?

At first sight there could be a link between Lisbon and London through singers. Nald:
was involved in the S. Carlos premieres of L'oro non compra amore and Camilla
immediately before coming to London. Sessi, thzugh coming to London after an
interval of several years, had been involved in the Lisbon premiere of Artaserse and
had maintained links with the opera through the consistent borrowing of at least one
aria from it. There are many grounds, however, for dismissing this superficially
attractive hypothesis. For example, Naldi never sang in L'oro non compra amore after
the premiere and when he sang Camilla at London, the version used was significantly
different from the Lisbon original and the Royal College manuscript, which follows it.
He also sang a different role. As for Sessi and Artaserse, the score is in far too pristine
a state, given all that we know she did with the opera. In addition, the scores are far
too consistent with each other in their appearance to have reached London separately
through different singers - they must always have formed a group. How then, as a
consistent group, could they have travelled from Lisbon to London?

And yet there is a connection between them all, involving a form of transmission we
have not otherwise considered. The libretti of all were written or adapted by Giuseppe
Caravita, poeta del teatro at the S. Carlos. Lisbon, from 1799 to 1810, who then
moved to London to take up a simular post at the King's Theatre. Did the librettist
bring them with him?

The fvleaf of the first volume (MS. Add. 30.909) states "Purchased of A. Mapleson / 13 July 1878"
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Pecchio. José [Giuseppe]. Cartas de Lisboa 1822, irans. Manuet José Trindade Loureiro. intro. &
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Christopher Helm. 1989.

Benevides. Francisco da Fonseca, O Real Theatro de S. Carlos de Lisbea, 2 vols., Lisbon,
Typographia Castro ¢ lrmdo. 1883/Lisbon. Typographia ¢ Litographia de Ricardo de Souza e
Salles. 1901

129



Bignami, Luigi , Cronologia di tutti gli spettacoli rappresentati nel gran teatro comunale di Bologna
dalla solenne sua apertura 14 maggio 1763 a tutto I'Autunno del 1880, Bologna, 1880.

Bolongaro-Crevenna, Hubertus. "Die italienische Oper in Minchen” in Miinster, Robert & Schmidt,
Hans (ed.), Musik in Bayern, Vol. 1. Tutzing, Schneider, 1972, pp. 179-89.

Bonito. Rebelo, ‘Orquestra Sinfonica do Porte III: O Vélho Teatro de S. Jodo' in O Tripeiro. 3° série |,
10, 1945, pp. 119-20.

"Teatros Liricos do Porto: Datas Importantes' in O Tripeiro, 6° série, 5. 1963, pp. 138-40.
Branco. Joia de Freitas. Histéria da Musica Portuguesa, Lisbon. Publicagdes Europa-America. 1939.
Branco. Joio de Freitas & Almeida. Javme Duarte de, O Teatro de §. Carlos 1793-1956. Lisbon.

1956. [Published in fascicles. this work was never completed: publisher unnamed]

Brito. Manuel Carlos de. Opera in Portugal in the Eighteenth Ceniury, Cambridge, Cambridge
University Press. 1989 [1989a].

Estudos de Histéria da Musica em Portugal, Lisbon, Editorial Estampa, 1989 [1989b].

Brito. Manue! Carlos de & Cranmer, David. Crénicas da Vida Musical Portuguesa na Primeira
\fetade do Século XLY. Lisbon. Imprensa Nacional-Casa da Moeda. 1989

Brunelli. Bruno. ! teatr di Padova dalle origini alla fine del secolo XIX, Padova, 1921.

Cabral. Luis, Bibliotheca Portucalensis, II Série, N.° I: Catdlogo do fundo de Manuscritos Musicals.
Oporto. Biblioteca Pablica Municipal do Porto. 1982.

Cambiasi. Pompeo. La Scala, 1778-1889. 4th Ed.. Milan. 1889.

Teatro di Varese, 1776-1891. Milan. 1891.

Cametti. Alberto. Il teatro di Tordinona poi di Apolla. 2 vols.. Tivoli. Atti e memorie della Reale
Accademia di Sama Cecilia. 1938

Carmena v Millén. Luis. Cronica de la dpera italiana en Madrid desde el afio 1738 hasta nuesiros
dias. Madrid. 1878.

Carreira. Laureano. O Teatro ¢ a Censura em Portugal na Segunda metade do Século X111 Lisbon.
Imprensa Nacional-Casa da Moeda. 1988.

Carreira. Xoan. “Ballets performed at the Teatro de los Cailos del Peral. Madrid, and other Spanish
Theaters. 1787-1799" in The Origins of the Bolero School. Studies in Dance History. The
Journal of the Society of Dance History Scholars. 4. 1. Pennington NJ. 1993

Carvalhaes. Manuel Pereira Peixoto d'Almeida, Inés de Casiro na Opera e na Choregraphia
Jtalianas. separata da obra em manuscripto intitulada "Subsidios & historia da opera ¢ da
choregraphia italianas, no seculo XVIII, em Portugal. Lisbon. Tvpographia Castro Irmio.
1903

"Opera [taliana no Porto” in O Tripeiro. 46. 1 October 1909. pp. .

Marcos Portugal na sua misica dramatica. Lisbon. Typographia Castro Irmio. 1910.

supplement. 1916.

Subsidios para a Historia da Opera e Coregraphia Italianas em Portugal, no Século XT1IL

unpublished manuscript in the hands of the author's descendents.

Carvalho. Mario Vieira de. Pensar é Morrer ou O Teatro de Sdo Carlos na mudanga de sistemas
sociocomunicativos desde fins do séc. XVII aos nossos dias. Lisbon, Imprensa Nacional-
Casa Da Moeda. 1993.

Castil-Blaze. Theatres Lyriques de Paris: L'Opéra-Italien de 1548 a 1856, Paris, Castil-Blaze. 1356,

Catdlogo de Libretos da Biblioteca da 4juda. Preface by Manuel Carlos de Brito. Lisbon. Biblioteca
da Ajuda. Lisbon. 1988.

Catalogo dei Libretti del Conservatorio Benedetto Marcello (ed. Vol. | Emanuela Negri. I Sabina
Carboni. 11l Francesca Gatta. IV Livio Aragona). «Historia Musicae Cultores» Biblioteca
LXXII: Conservatorio Benedetto Marcello/Fondazione Ugo ¢ Olga Levi/Giunta Regionale
del Veneto, Florence. Leo S. Olschki Editore. 1994-95.

Collins. Michael & Cranmer. David. "Mozart's La clemenza di Tito in the Early Ottocento: The
Making of a Pasticcio”. conference paper first presented at Hofstrau. 1991, awailing
publication.

Comissariado do Governo Junto do Teatro Nacional de S. Carlos (under direction of Jodo Pereira
Dias). Cendrios do Teatro de S. Carlos, Lisboa, Ministério da Educa¢do Nacional. 1940.

Costa. Joel. Teatro de Sdo Carlos: breve resenha historica. Lisbon. Secretaria de Estado da Cultura.
1993

S. Carfos: As Cenas e as Vozes. Lisbon. Sociedade Tipografica Editora. 1993.

Cotarelo y Mori. Emilio. Origenes v Estabelecimiento de la Opera en Espafia hasta 1800, Madrid.
Tip. de la «Revista de Arch.. Bibl. ¥ Museos». 1917.

230



Cranmer. David, Pietro Generali and "I baccanti di Roma”, M. Mus. dissertation., Faculty of Music.
University of London. 1977.
' Autdgrafo ou copia? Partituras das dperas de Marcos Portugal ¢ Valentino Fioravanti escritas
para o Teatro de 530 Carlos' (V Encontro Nacional de Musicologia, Lisbon, April 1987 in
APEM Boletim 58. Julho/Setembro 1988, pp. 27-30.
'As primeiras execugdes em Portugal de operas de Mozart (VI Encontro Nacional de
Musicologia. Lisbon. October 1988) in APEM Boletim 62. Julho/Setembro 1989 [1989a].
pp. 25-7.
'Music in Lisbon in the years 1821, 1822 and 1823 in The British Historical Society of
Portugal's 15th Annual Report and Review 1988, Lisbon, June 1989 [1989b]. pp. 113-25.
'[Bellini:] A Portuguese Perspectivc’ in Atti del Convegno Internazionale Di Studi Belliniani
(Catania 4-9 November 1985). Catania, Giuseppe Maimone Editore, 1990, pp. 261-287.
‘Libretos. uma fonte...de erros? (VII Encontro Nacional de Musicologia, Lisbon. April 1991), in
APEM Boletim 78, Julho/Setembro 1993, pp.18-20.
'Intercimbio entre Portuga! e Espanha no Campo da Opera entre 1793 ¢ 1828' in Revisia
Portuguesa de Musicologia, Vol. 1. Lisbon, Instituto Nacional de Investigagdo Cientifica.
1991. pp. 203-10.
‘Opera in Portugal or Portuguese Opera? in The Musical Times. Vol. CXXXV_N"*1321.
November 1994, pp. 691-96.
Cruz. Manuel Ivo. O Teatro Nacional de §. Carlos. Lisbon. Lello & Irméo, 1992.
Documentos Musicais da Biblioteca Naconal de Lisboa iMusicografia, Bibliografia, Ieonografia).
Lisbon. Secretaria de Estado da Culwra. Direccio-Geral do Patrimonio Cultural. 1977.
Fabbri. Paolo & Verti. Roberto, Due secoli di teatro per musica a Reggio Emilia: Repertorio
cronologico delle opere ¢ dei balli 1643-1857. Reggio Emilia. Teatro Municipale Valli.
1987.
Fenner. Theodore. Opera in London: I'iews of the Press 1 785-1830. Carbonsdale & Edwardsvilic.
Ilinois University Press. 1994.
Ferrari. Paolo-Emilio. Spettacoli Drammatico-musicali e Coreografi in Parma dall'anno 1628
all'anno 1883. Parma. Luigi Batieei Editore, 1884
Filippis. Felice de. [l Teatro di San Carlo. Naples. Ente Autonomo del Teatro, 1951.
Filippis. Felice de & Arnese. R, Cronache del Teatro di 8. Carlo (1737-1960). Naples. 1961.
Frassoni. Edilio. Due secoli di lirica a Genova. 2 vols.. Genoa. Cassa di Risparmio di Genove <
Imperia. 1980.
Gandini. Alessandro. Cronistoria dei teatri di modena dal 1539 al 1871, Modena. 1873.
Gaspari. Gaetano. Catalogo della Biblioteca Musicale G. B. Martini di Bologna, 5 vols.. Bologna.
Forni Editore. 1961,
Gatti. Carlo. Il Teatro alla Scala 1778-1963. 2 vols.. Milan. Ricordi. 1964.
Gossett. Philip. The Operas of Rossini: Problems of Textual Criticism in 19th-century Opera. Ph. D.
dissertation. Princeton. 1970.
‘Introduction’ 1o Meverbeer's If crociato in Egitto. Early Rom antic Opera facsimile series. New
York & London, Garland Publishing. Inc.. 1979
Gutierrez. Beniamino. [l Teatro Carcano 1803-1914: glovie artistiche e pairiottiche, decadenza ¢
resurrezione - Noti e documenti inediti con illustraziont dell’epoca. Milan, 1914,
Kirk. Carolvn. "A moda vienense da opéra-comique" (V Encontro Nacional de Musicologia. Lisboa.
April 1987) 12 APEM Boletim 38. Julho/Setembro 1988, pp. 23-26.
Landmann. Ortrun. Die Dresdener italienische Oper nwischen Hasse und Weber, ein Daten- und
Quellenverzeichnis fiir die Jahre 1768-1817. Dresden. Sachsische Landesbibliothek. 1976.
Leal. Silva. 'Excavacdes Historicas Portuenses' in O Tripeiro. 1* série 11, 57. 1910, p. 335.
Lianovosani. Luigi [=Giovanni Salvioli]. La Fenice, Gran Teatro di Venezia - Serie degli spettacoli
dalla Primavera 1792 a tutto il Carnevale 1876. Milan. 1878.
Loewenberg, Alfred. The Annals of Opera. 3rd ed.. London. John Calder. 1978.
Martins. Isabel Oliveira. William Aforgan Kinsey: uma llustracGo de Portugal. Lisbon. Edi¢des 70.
1987.
Moreau, Mirio. Cantores de Opera Portugueses, 3 vols.. Lisbon. Bertrand. 1981, 1984, 1996
Noceiolini, Monica. 'Circolazione di un melodramma e rivolgimenti politici (1796-1799): La morte di
Cleopatra’ in Studi Musicali. 23. 2, Accademia Nazionale di Santa Cecilia. Rome. publ.
Florence. Leo S. Olschki. 1994, pp. 329-65.

231



Noronha. Eduardo de. Pina Manique: O Intendente de antes quebrar..., Oporto, Livraria Civilizagdo.
1940.

O Conde de Farrobo: Memdrias da sua Vida e do seu Tempo. Lisbon, Jodo Romano Torres,
1945.

Nunes. [dalina. "0 Espélio Musical do Conde do Farrobo" in Arte Musical, TV Série. L. 2. January
1996, pp. 76-91.

Oliveira Martins. F. A.. Pina Manique: O Politico - O Amigo de Lisboa, Lisbon. 1948.

Pavan. Giuseppe. Teatri Musicali Veneziani: Il Teatro San Benedetto {ora Rossini}: Catalogo
cronologico degli spettacoli (1735-1900), Venice, Atenco Veneto, 1916 ('Estratto da
L'dteneo Veneto, Anno XXXIX Vol 1, Fasc. 2, Marzo-Aprile 1916°).

Pereira. Firmino. 'Real Theatro de S. Jodo: Apontamentos para a sua Histéria" in O Tripeiro, 1 série
IT, 42. 1909, pp. 91-92.

Petty, Frederick C.. ltalian Opera in London 1760-1800, UMI, Ann Arbor. Michigan. 1972 and 1980.

Price. Curtis. Milhous. Judith & Hume. Robert D., ftalian Opera in Late Eighteenth-Century London.
Vol. 1. Oxford. Oxford University Press (Clarendon Press). 1993.

Radiciotti. Giuseppe. Teatro, musica e musicisti in Singiaglia_ Milan. G. Ricordi & Co.. 1893,

Contributi alla storia del teatro e della musica in Urbino. Pesaro, 1899.
Gioacchino Rossini: Vita documentata, opere ed influenze su l'arte. 3 vols.. Tivoli, 1927-9.

Ramos. Artur Maria da Silva. O Incendio do Theatro de S. Jodo. Oporto, Typographia a vapor da
Empreza Guedes. 1909.

Ravaldini. Gaetano. Spettacoli nei teatri e in altri luoghi di Ravenna 1353-1977, Bologna. University
Press Bologna. 1978.

Rice. John A.. 'Benedetto Frizzi on singers. composers and opera in late eighteenth-century ltaly' in
Studi Musicali. 23, 2. Accademia Nazionale di Santa Cecilia. Rome, publ. Florence. Leo S.
Olschki, 1994. pp. 367-393.

Rinaldi. Mario. Due secoli di musica al T. Argentina, Florence. Leo 8. Olschki. 1978

Robinson, Michael Finlav. Naples and Neapolitan Opera. Oxford. Clarendon Press. 1972

"A late 18th-century account book of the San Carlo Theatre. Naples' in Early Music. XVIIL 1,
Oxford. Oxford University Press, 1990, pp. 73-81.

Rodrigues. A. A. Gongalves. 4 Tradugdo em Portugal: Tentativa de resenha cronolégica das
tradugdes impressas em lingua portuguesa excluindo o Brasil de 1495 a 1950. Vol. 1 (1495-
1834), Lisbon. Imprensa Nacional-Casa da Moeda. 1992.

Rolandi, Ulderico. Musica e Musicisti in Malta, saggio di ricerche e di appunti storici. Livorno.
1932.

Rosselli. John. Elenco Provvisorio degli Iinpresari e Agenti Teatrali ltaliani dal 1770 al 1890,
computer print-out a1 Senate House Music Librarv. University of London, n.d.

The Opera Industry in Italy from Cimarosa to Verdi: The Role of the Impresario. Cambridge.
Cambridge University Press. 1984.

Singers of ltalian Opera: the History of a Profession. Cambridge. Cambridge University
Press. 1992.

S4. Adriano de. 'Notas sobre o velho Teatro de S. Jodo' in O Tripeire. 5 série IL. 7. 1946 pp. 139-61.

Santos, Mariana Amélia Machado (ed.). Catdlogo de Musica Manuserita, 9 vols.. Lishon. Biblioteca
da Ajuda. 1938-68.

Saraiva, José Hermano. Historia concisa de Portugal, Lisbon. Publicades Europa-América. 1978

Sarraute. Jean-Paul. Marcos Portugal - ensaios, Lisbon, Fundagdo Calouste Gulbenkian. 1979.

Scherpereel. Joseph. 4 Orquestra e os Instrumentistas da Real Cdamara de Lisboa de 1764 a 1834.
(bilingual Portuguese/French edition), Lisbon. Fundagio Calouste Gulbenkian - Servigo de
Musica. 1983

Seabra. Augusto M.. Ir a S. Carlos, Lisbon. Correios de Portugal. 1993.

Sequeira. Gustavo de Matos. Teatro de Outros Tempos: Elementos para a Historia do Teatro
Portugués, Lisbon, Livraria Coelho. 1933

Histéria do Teatro Nacional D. Maria Il Publicagdo Comemorativa do Centendrio 1846-
1946). 2 vols.. Lisbon. Teatro Nacional D. Maria I, 1946.
Sim&es. Catio. 'Teatro de S. Jodo: Subsidios para a sua Historta' in O Tripeiro. 4" série I. 10 (180).
1931. pp. 132-33.

Soares. Ernesto. Fancisco Bartolozzi e os Seus Discipulos em Portugal. Gaia, Edigdes Apolino, 1930.

Subira. José. Historia de la Muisica Teatral en Espaiia. Barcelona. Editorial Labor SA. 1943,

Tibv. Ottavio. /l Real Teatro Carolino e I'Ottocento musicale palermitano, Florence. Historia Musicae
Cultores, Biblioteca. vol. 9. 1957

2132



Tinhorio. José Ramos, Os Negros em Portugal: uma Presenga Silenciosa, Lisbon. Editorial Caminho
SA. 1988.

Valdemar. Antonio, A Cidade dos Sitios, Lisbon, Caixa Geral de Depositos, 1993.

Vendrix. Philippe (ed.), L'Opéra-Comique en France au XVilIle Siécle, Liége, Pierre Mardaga
Editeur. 1992.

Virclla Cassafes. F.. La dpera en Barcelona- Estudio Histérico-crilico, Barcelona. 1388.

Walsh. T. J.. Opera in Dublin 1798-1820: Frederick Jones and the Crow Street Theatre, Oxford
Universitv Press, Oxford, 1993.

Waxel, Platon von, ‘Portugiesische Musik’ in Hermann Mendel & August Reissmann (eds ).
\fusikalisches Conversations-Lexicon. Erganzungshand. Berlin, Robert Oppenheim, 1883.
pp. 492-550.

Weaver. Robert Lamar & Wright, Norma. A chronology of music in the Florentine Theater 1751-
1800: operas, prologues, farces, intermezzos, Concerts and plays with incidental music.
Warren Harmonie Park Press. 1993.

Weinstock. Herbert, Donizetti and the World of Opera in ltaly, Paris and Vienna in the First Half of
the Nineteenth Centurv, London, Methuen & Co.. 1964

Rossini: a Biography. New York, Alfred A. Kopf. 1968.
I'incenzo Bellini, his life and his operas. London, Weidenfeld & Nicolson, 1972.

Wiel. Taddeo. I Teatri musicali veneziani del settecento: catalogo elle opere in musica rappresentale
nel secolo XVIII in Venezia (1701-1800), Venice, 1897. repr. Arnaldo Forni. 1978.

Zabala. Arturo. La opera en la vida teatral valenciana del siglo XVIII. Valencia. Instituto de
Literatura v Estudios Filologicos/Institucion Alfonso el Magnanimo/Diputacion Provincial de
Valencia. 1960.

Zenger. Max (ed. Theodor Kroyer), Geschichte der Minchener Oper. Munich. Verlag fir prakusche
Kunstwissenschaft Dr. F. X. Weizinger & Co.. 1923.

Zimmermann. Reiner. Giacomo Meverbeer: eine Biographie nach Dokumenten, Berlin, Henschel
Verlag. 1991.

T
'//-"‘E-\H\i
% ﬁ:,.\i
el S X
‘4.‘“\ (
A
y = ¥
Q\ T

233



